. By STEPHEN MAINE
-compact, live-wire show
now on view at Thrust Proj-

ects, on the Lower East Side,
 gathers one canvas apiece by
_ eight painters, all wom
have developed a distinct ap-
proach to abstraction. The exhi-
bition is curated by gallery regu
lar Elizabeth Cooper: |
to the slightly hyperbolic press
release, the work doesn’t really
“break through the boundari

of abstraction” so much as find

“abit nasty, and happen also to be
the five largest.
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painting, “The Samurai Lesson.”
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an idiosyncratic place of its own

- within abstraction’s extraordi-
narily diverse landscape. The =
‘bestworks in the show are tough,
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‘Wouswhite lines play off slithering -
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Elizabeth Gooper, ‘Untitled" (2007).

ptcked amund a cenim! vemcal axis t_hat is

 field. Here the artist devises a

‘ultracasual approach to craftis .sensed mﬂzer than_seen. blinking arts, hghtmg

s]a,ghtly startling, particularly in o - e mght H

contrast to Ms. Moyex’s meticu’- ;
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built like a linebacker. Brawny, 212- 4314802)

rlocking shapes are packed
;r'_t;:gund acentral vertical axis that'

is sensed rather than seen. The
painting's otherwise wintry pal-
ette gets a boost from glazes of
alizarin and earth green, and the
pat of pale yellow at its core.
On the wall opposite, Wendy
White checks in with “Bleck from
- Smack,” in which the artist in-
dulges her taste for composition-
al dissonance and extremes of
surface. Based on a glowering

and slatherings of cartoon color

into a frenzy in an orange-yellow

By JAMES GARDNER
here was once a time when
people of an arty tempera-

- ment spoke of “significant form.”

This term, coined in 1913 by the

chromatic tri lation of pink,
green, and black, the painting
marshals wispy spray paint,
scruffy, diaphanous dry-brush
effects, and a discordant impasto

flourish. Ms. White is increasing- -
1y deft at integrating sculptural-

add-ons — in this case, a pint-
sized soccer ball — so they feel
crueial to the image.

Three smaller works by Jas«
rrune Jusnce, Ahsa Margohs

T e enl

Bl bury eritic Clive Bell, re-
ferred to the pure form and color
of a painted, drawn, or sculpted
object, as opposed to the actual
object that the form signified: A
black mass might depict a dog, but
it was the abstracted size and
shape of the black mass, rather
than the fact that it depicted a dog,
that was the significant form.
Frederic Edwin Church
(1.326—1900} one nfthe foremost
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Romantic Landscapes and -
Seascapes
Adelson Galleries

read Clive Bell, and that is just as
well. For he represented the pre-
cise antithesis of all that Bell and
the other modernists valued in
the visual arts. A passionate posi-
tivist and, in an American context,
an eminent Victorian, he wanted

- his landscapes of the Hudson Riv-

er, the Mediterranean, the Ama-
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