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Painting is not what you think. Or it is this and that. By way of language painting is 

specific to the uses available to it. An idea can be expressed in many ways. But painting 

transcends ideas. It is pure visual spectacle. My approach to making paintings attempts to 

rescue the art form from the heaviness of its history. By way of a light touch regarding 

subject matter I attempt to pull the rug out from underneath it, only to find it to be more 

resilient and the results more profound than what I was plotting. It is this recurrence that 

makes me believe in it. Through its esoteric language I arrive at an understanding of its 

uses. It’s more akin to philosophical speculation in the area of aesthetics than let’s say an 

acceptance of its limitations. I am not so much interested in what painting can do as to 

what painting can do for me.  

 The history of painting does not preclude me from investigating life as it applies 

to my own reality. This is to say I cannot conform to a certain posture derived at from 

what might be considered a serious approach to painting. In fact the opposite may be true. 

I enjoy putting into question what seem to be established norms in regards to painting. I 

don’t mean to suggest I question every facet of the practice. I accept and often rely on the 

ease with which painting can satisfy an aesthetic desire. It plays into a pleasure principle. 

My objection is rather one of authority. It’s not so much that I don’t believe pictures are 

open to interpretation, but ideas of viewership are puzzling to me, they often seem 

egalitarian in nature. That may be a great model in dealing with the world but for art it’s 

different. I would much rather exhilarate a few and disappoint the rest than subject 

myself to the realm of mediocrity. But my approach isn’t hostile or negative toward any 

faction whatsoever. And I accept the possibility of being mediocre. I just gamble against 
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it. My choice is simple: either I try to satisfy myself or I try to satisfy the world. And I 

often bet on both. This by no means should not contradict my position. I just don’t think 

intention is up for debate.  

 My intentions are not clear even to myself. This is where I rely on painting to 

come through for me. The despair that is brought on by the need to create is relieved by 

the simplicity of the activity. We are after all talking about the first art. In terms of 

semiotics, the forces it generates can be linked to our reliance on visuality. The idea of 

the mark. It is protolanguage. What’s being communicated is totally abstract. Hard to 

define let alone interpret. One cannot expect to extract any kind of meaning from it. And 

yet I know more about myself in the process. It is pure becoming. Dealing with the world 

by way of visual art. To speak is to call out for something. A whimper even is cause for 

speculation. To be acknowledged and therefore verified as a being. Painting is the most 

direct way I can think of communicating this idea.              

 Mark making is at the center of my painting practice. I associate it with truth 

telling. It is not me speaking truthfully. It is rather the truth. It is what I did. To learn 

from this and apply through it a sort of continuance is what I have deemed to be the 

formulaic basis of my practice. Combined with what I consider to be a dufus approach to 

conceptual art practices, I get a result that is uncanny in that it breaks with the notion of 

identifiable means of arriving at something. Through somewhat perverse tactics I create 

problems for myself for the sheer pleasure and challenge of resolving them. Problem-

solving skills being what differentiates painters in terms of form. I exploit the given 

parameters to try and prove otherwise. The expectation of this notwithstanding my aim is 
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to level the playing field. To expose its limitations in order to celebrate its simplicity. To 

do it right takes subtlety. My resolve is to not resolve. 

  Refinement is not something I am interested in. Discovery is what I’m after. The 

serendipitous results of experimentation are much more satisfying to me than any kind of 

virtue. The internal mechanics of perception are not defined by clarity. I employ tactics 

that create tension. Often the results are paradoxical in their negation of virtue. To 

articulate it would result in contradiction. But contradiction is not what’s at work here. 

Ideas have a life of their own. I try to cultivate them to the point of their fruition, then 

pluck them up out of space when I identify something I believe to be of my own devising. 

For this I rely on a formal IQ tied to my training as a painter. Since the exercise is already 

dwelling in abject silliness I resort to an understanding of formal uses I associate with 

ideas of beauty. Technique and skill are at play here. But there is only so much they can 

do. And yet the higher the scope and pedigree, the better. The contributions that skill 

makes are immeasurable. Yet there is no need it for it beyond what it is.  

 It is something related to abstract thought. The surreptitious nature of this activity 

informs my inability to articulate the results of my endeavor. I don’t know what happens. 

The cliché is embarrassing. Painters and their solipsistic practice. The alienation laden 

rhetoric that revolves around this conversation notwithstanding, there is for painting a 

break point. I the painter am left to deal with the world. When the painting works this is a 

wonderful place. But to do it for itself is unnecessary. This is where I take a hike. I 

abandon any claim of ownership. I am only interested in the activity. This is painting. To 

let go. To let it resolve itself. There is only so much I can do. 
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 The capricious defiance that can be taken from this unintended lack of 

responsibility is the result of a treatise. I made a pact with painting. In this way it 

becomes harmonious by way of hamminess. The ideas that I meddle in are my defense. 

Simple things that could be understood by anyone. Ideas. The plasticity of life allows for 

this. Form and pattern. That’s it. The process makes it up as it goes. Improvisational 

sketching with a chance operation adventurism. The potential for mistake a constant 

certainty. Allowing for mistakes to be part of the problem is a way of pointing away from 

your insecurities and toward your convictions. I learn from my mistakes. When mistakes 

become common they can no longer be viewed as mistakes. To accept from repeated 

exposure the limitations of ones potential is to traffic in reality. And reality is what I’m 

after in my painting. A reality. Through the uses found in tools, and materials and by way 

of mark making, I try to capture a moment to be analyzed later with both scrutiny and 

joy. Decision-making becomes second nature. I examine what comes to me at a boiling 

point that I arrive at by way of the unconscious. This space is the factory of painting. It is 

where images are dreamt up before they are reified through painting. It is a no-mans land.  

  But the proposed objective aims too high. The whole thing in fact is a setup. 

Failure is not an option, it is the case. The fascination with failure in contemporary art is 

a cause celebrated as virtue. In my case it is more a consequence of doubt. The uses of 

doubt are not limited to ideas of failure. Doubt is the residue of certainty: it appears as if 

to the rescue. It cannot be taken for granted. Doubt is the essence of abstraction. The 

critical powers that doubt summons are the primordial force behind the beauty of 

abstraction. Impossible to figure out. But the impossible is full of possibilities. The 
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universe is expanding; the void keeps advancing; the vacuum is generative: it creates 

through its filter. The beauty and depths of all things sublime pass through it. Beauty of 

course is subjective. But beauty in the hands of objectivity is hard to negate. Painting is 

subliminal. Painting does not ask for permission. When I paint I’m at the mercy of it. 

Painting is a game that is not a game.  

• * * 

 The two projects I am working on for this exhibition, though aesthetically 

different, have things in common that may not be very obvious but link the works with 

what I regard to be their spirit of execution. A series of drawings made on photo paper 

with graphite colored acrylic paint, (sometimes) pencil and extraction collage techniques 

are an exploration of mark making using acknowledged tropes as tools and used to widen 

the possibilities of abstraction. These works are meant to complicate ideas of definition, 

as they seem to elude an obvious description. The other body of work is a series of 

paintings on canvas made with highlighter fluid. These works are meant to compliment 

the previously mentioned series-by way of humor maybe. Another purpose of these 

pieces may be to serve as commentary on the role light has played art historically in 

painting and visuality in general; more specifically in relation to ideas found in 

conversations about the sublime. 

 The series I refer to here as drawings came about by way of an investment I have 

in experimentation. To find new ways of painting. They are paintings only in that they 

use the faculties I attribute to painting. The idea is to arrive at pictorial space in a way 

that is less than traditional but nevertheless knee deep in convention. Every facet of the 
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process is referential to painting. I introduce what appear to be systematic games only to 

change the rules as I see fit. In this case there is an anything goes methodology that is 

honed in and then abruptly reconfigured to make the picture work. But this is not 

necessarily always the case. Often enough the picture is ruined and quickly destroyed. 

The use of photo paper makes it possible to take chances. The lessons learned often 

reemerge in other works. Those that make it are sometimes unresolved. Left to be 

resolved by the viewer. I find this idea useful in that implicates all those concerned.    

 Through not so identifiable means of production these works offer up an entrance 

point. Once inside, the viewer has visual choices to make. The eye fluctuates between 

what you see and what is there. What is there is black and white. Or more often gray. The 

plasticity of the materials is noticeable to the naked eye. There is structure by way of the 

use of grids and stencils. Also through the use of repetition and a monochromatic palette, 

these works take on the guise of seriality. But my position is to constantly change 

strategies. The results of these conflicting ideas are often an optical experience that 

sublimates the casualness of their execution. I rely on recognizable often geometric or 

abstract formal devices to lure in the viewer. These often take the form of objects of the 

sublime that imply movement or dimension. The signifier at work. The language attached 

to these ideas is not entirely lost on me. Through the making of these pictures I get to 

participate in the conversation without consequence. It is impossible to get it wrong. The 

pictures speak for themselves. Unashamed of any shortcomings they transcend 

expectation.  

 Mark making is the most reductive way of employing gesture. To leave an imprint 
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on something. Its connection to painting never in doubt. To make a mark means to set 

forth something to be reflected upon. The gestures I choose to deal with rely heavily on 

ideas of recognition. Abstraction set in the world. The works on display are reliant on 

their referentiality. A melding of iconographic imagery. But nothing is ever what it 

seems.  The techniques on display are used to unify the picture by way of a chimerical 

mutation. The exquisite corpse put through the blender as it were. The idea is not meant 

to mesmerize. Rather I resort to these contrivances as an attempt to add complexity to the 

pictures. So the combined gestures are used to make a case for my sensibility. The 

decisions I make can be interpreted to be an extension of my personality. This is how 

gesture works. Decision-making in the hands of an impulse. A rhythm of communication, 

if you will. Through gesture I apply signature. 

 On some level I find it difficult to subscribe to these ideas. I accept more than 

contribute to this conversation. The dialectical conjugation at play suggests an awareness 

or intent in terms of language. But I draw a distinction between what I think and what is. 

To ascribe meaning to something by way of formulaic language is something I’m not 

compelled to do. I think every instance is contingent on so many things that apply that I 

find it unnecessary to encapsulate it into digestible sound bites. The wonderment of the 

process allows for dwelling in the moment. As a tribute to invention one passes over in 

silence. Before long a cosmic skepticism comes along to keep the order. We must always 

keep moving even when this means keeping still. The inert forces of meditation endow 

thought with travel. It’s a ‘don’t look back’ mentality I find helpful in arriving at what is 

to be the matter at hand. 
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 Transparency can get murky when one uses language. Materials have assigned 

functions that can get mangled. My relationship with materials is an open one. The tools I 

choose to use are basic. In the case of this series of drawings it is reduced to the 

elementary particles of the studio. Rulers and tape, pencils and paint, paper (photo paper 

in this case) and an exacto blade. The available uses are put on display in the work. What 

is different and may be the fruit of my endeavor is the fluent mash-up of language with 

which they are made. It’s like speaking several dialects all at once. To think in verse not 

limited by a need for understanding. In order to communicate such ideas it seems to be 

something of a necessity. Decisions become instrumental. Everything inside the picture. 

These things are nameless. This is why everything is untitled. All content is mute and 

context is moot.   

 The second part of this project, which I refer to here as paintings, is a continuance 

of the ideas at work above. They are paintings because they are made on canvas. But the 

applied substance—highlighter fluid—is not traditionally used to make paintings. And 

yet highlighters share a special relation with painting in the way they call attention to 

themselves. The found color field elements make it hard to resist in terms of their visual 

effect on the senses. Much like video they are hypnotic in the way they inspire glee. To 

look beyond the surface effects is impossible. Highlighter fluid may be a material with 

unrecognized potential. This becomes advantageous for me with my project. The 

uncanny familiarity with which they play on our perception is the essence of their appeal.  

 The elements of discovery notwithstanding, these works are an exercise in 

restraint. Pure painting insists on essence. Here the limitations of the materials play into 
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this notion. The liquid fluidity of the highlighter makes it impervious to ideas of layering. 

So the process is restricted to its application. By spreading the surface soup on the 

canvas, it occupies space the way light covers the surface of the world. It is a literal 

interpretation of what is being implied. The link between light and vision is key in our 

understanding of perception. As it applies to painting this idea has its place in the area of 

mimetic uses. Beyond its function as a sign, light has a latent potential that can be 

exploited by the use of highlighters. The trapping of light is exposed to its function in 

time. To subjugate light is impossible. The ephemeral quality of highlighter fluid plays 

into this principle. Time holds its place and the elements do their thing.  

 Nothing is what it was. Exposure to light will eventually do these works in. They 

are temporary works. Event paintings if you will. They are non-archival and therefore 

recalcitrant in their negation of objecthood. The pieces will change over the course of the 

exhibition. The change is not drastic. It is subtle and nuanced as in life. This performative 

component serves a tautological function. Its conceptual framework becoming a 

redundancy of itself. Humor becomes archaic. But humor is all there is here. To think 

these things are moving. The perspicacious insight notwithstanding, it expands on notions 

of the mark. Through its implied movement the sensory effects become their center of 

gravity. They become environments. An experience not unlike reality. Painting aspires to 

this. To make a case for itself. To belong in space. To achieve this by way of humor is 

exhilarating. A laconic gesture meant to bemuse. The experience is akin to reverie in the 

tradition of abstract thinking. Unaware of why, what, or where we accept the space in 

accordance with its place in time.    
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 The potential for metaphor is open to interpretation here. But the subject matter 

chose itself. The limitations of the materials made it so. The variations are destined to be 

viewed in terms of ideas of the sublime. Atmospheric gradations varying in identifiable 

relations that range from acid sunsets to gas-induced nebulous spaces on the one hand, to 

a volcanic void, trapping light as it spits itself back out its black hole, on another. The 

heaviness of these themes is undermined by their superficial application. An affectation 

based on an indifference to ignorance. The idea is something I enjoy turning on itself. 

The assumed lack of knowledge in these matters does not preclude me from criticism. 

But the depths of the pictorial implications are outside of what I can possibly think of 

such matters. Again painting operating on an intellectual plain I can only hope to learn 

from. The lessons learned often pointing back at the surface of things. The surface of 

these paintings tells you everything you need to know about them.  

 An even more restrained version of these paintings is also on display in this 

exhibition. Florescent yellow monochromes, strategically placed within the inside 

architecture of the building, alert you to the reality of their existence. Set against the 

green hue of the walls, these paintings jump out at you, desperate for your attention. Less 

institutional intervention than institutional enhancement. The sellout implications playing 

into their humorous function. The light blaring into your field of vision like plasma 

televisions at sports bars. The connection to video and its painterly failure conjured up by 

such allusions. The beauty of the gesture lost in despair. Painting as the original source of 

rumination. 
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