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1.	 Kung	Hundi,	2021. Acrylic, enamel and graphite on canvas. 1300 x 1950mm

2.	 Ambling	Anvil,	2021. Acrylic, enamel and graphite on canvas. 1300 x 2000mm

3.	 Curli,	2021, Acrylic, enamel and graphite on canvas. 1300 x 2000mm

4.	 Apentimento,	2021. Acrylic, enamel and graphite on canvas. 1300 x 2000mm

5.	 Hull	Buck,	2021. Acrylic, enamel and graphite on canvas. 1300 x 2000mm

6.	 Tooka	Rooks,	2021. Acrylic, enamel and graphite on canvas. 1300 x 2000mm

7.	 Duo	Hookis,	2021. Acrylic, enamel and graphite on canvas. 1300 x 2000mm

8.	 Gundy	Hunks,	2021. Acrylic, enamel and graphite on canvas. 1300 x 2000mm

9.	 Amid	Hum,	2021. Acrylic, enamel and graphite on canvas. 1300 x 2000mm

Paintings above photographed at Anna Mile s Gallery by Sam Hartnett









Apentimento: A Dictionary of Terms

Alien: The alien, anxiety, the unknown, counteracts the familiar as 
metaphorical, poetic and ephemeral moments of difference. The more 
convincing the balance of contradictory emotions and states such as the 
comedic and the tragic, good and bad, the more impact the paintings can 
produce on a visceral level.

Ambiguity: With a dedicated daily practice, a painter stops thinking about the 
subject of ‘Painting’ when working. Painting becomes an extension of being 
when one can’t help but see ‘painting’ everywhere. When serious painting 
begins, one enters a realm of action without preconceived thought. One paints 
to not think. One looks, to think. So, the conundrum when unpacking the 
paintings is, what ideas are there to unpack. To be precise about what unravels 
while painting, ultimately means, one can only think about these concerns as 
afterthoughts. The theory follows the practice.

This work isn’t from a rigid idea, bound to tradition or concerned with 
specialization. It is confusing. It is interested in lending itself openly to 
misinterpretation, this being the nature of works that straddle abstraction 
and figuration. The ideas that drive the practice culminate into an idea that is 
ambiguity. The more one focusses on something, specializes, or feels bound,  
the less one knows about everything else until they know nothing.

The viewer when looking at a good painting shouldn’t see only paint, as when 
one looks at a tree, they see a tree. The mind (and eye) wonders when looking at 
painting. The painter will be interested in seeing how a painting is constructed, 
but when one starts to see beyond the paint, it becomes unexpected and It 
grows harder to think about in any linear and mechanical way. 

Ambiguity is unseen, and is uncertain. If one feels different but that feeling is 
not expressed, it doesn’t invalidate the meaningfulness of that feeling.  
If something is unfathomable to us, outside of our usual understanding, or 
outside of the senses, it doesn’t mean it isn’t real. If something is not left or 
right, but left and right, not good or not bad, but both good and bad, then 
what does that mean?  How much in this world is the same but seen differently, 
and different but seen the same? That’s not to reject objective truths, it is to 
acknowledge the operations of ambiguity as one of them.

Looking at painting, trying to understand it, is a good way of learning the value 
in not knowing what you have learnt, in seeing connections that aren’t tangible, 
but nonetheless meaningful. One doesn’t have to know, in fact, the more one 
understands not knowing, the more one understands the most prevalent force 
in the universe, the unknown. 

The disconnect between painting and meaning reflects that between life and 
meaning, and that is why painting is truthful and meaningful. 

	“I	tore	myself	away	from	the	safe	comfort	of	certainties	through	
my	love	for	truth	-	and	truth	rewarded	me.”		
Simone de Beauvoir
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Architecture: Ancient columns, Baroque curls and hard-edged chic and modern 
spaces feature in no order or logic in particular. The ambiguous architecture 
operates as interior, landscape, monumental and micro simultaneously, 
depending on how it is looked at.

Bad Painting: As in good painting. 

Bad Painting: As in, bad painting, bad aesthetics. 

A disciplined viewer can see if it’s bad or bad, almost immediately. Probably 
the most immediate indication in seeing a painting and declaring it bad, is to 
recognize something is throwing off the harmony, in a bad way. It only takes 
one bad ingredient to ruin a dish. Too many ideas are also a recipe for a bad 
painting. One shouldn’t just keep adding a mix of spices in an attempt to create 
a good flavour. There should be recognition of what the flavour of the dish is, 
like cooking a good steak, by not overriding the steak flavour but enhancing 
it. One painting, one idea. Also, an unsavoury painting is made using artificial 
ingredients and false substitutes. The contents of a steak and cheese pie should 
be steak and cheese. The content of a painting should be painting. If artificial 
ingredients and false substitutes are used as the catalyst for the pie, it can leave 
one with a bad taste in the mouth.  

Boxing: Before his rise to critical acclaim, Jean Michel Basquiat, as he walked 
past a Julian Schnabel painting, is quoted as saying “I’m	going	to	box	that	guy	
one	day” A very important aspect in painting is to believe in the painting. Often 
people unsure of their own identity, through painting, find a sense of self; the 
act of painting shapes the painter and not vice versa. If the work is a form of 
self-expression, then that is the work of an Artist. 

It is often said that one should ‘drop the ego’. A genuine ego is what energizes a 
practice.  The painting quantifies the ego. 

“it’s	not	bragging,	if	you	back	it	up”	Muhammad Ali  

Cartoon: In this case, refers to the practice of drawing growing up, usually in 
the form of cartoon and anime characters inspired by superhero and fantasy 
TV shows. The forms and figures in the work have somewhat maintained 
this adventurous cartoon language. Most paintings and their elements look as 
though they have played a role in a great adventure in some far-off world or 
time.

Not all the drawing in the work is handled cartoonishly. The line fairly equally 
traverses elegant, expressionist and childlike qualities, however, most of the 
line will operate ambiguously as an abstract pattern and cartoon form. These 
cartoon forms can act as a respite against high art notions that are also present 
in the work. The cartoon helps attest to the inclusivity in the work. 
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The idea of the cartoon is also a poignant tool in the sense that it is reminiscent 
of childhood introducing notions of innocence, which generally heightens 
emotional content. When used in conjunction with tragic notions the effect  
is often dramatic. 

Cinnamon Buns: The spiral, koru, scroll, golden ratio, whale’s tale, wave, fern, 
cinnamon buns, are all ways in which a key form could be described and has 
been described by viewers. It has many connotations and is usually seen as quite 
venerable in most cultures, as well as being dominant in nature. This curving 
line also counteracts hard-edged geometric abstraction.

Comparison: The unknown can act as a conduit for deeper ideas. Being in 
a completely dark room, one will imagine what’s around them. In viewing a 
painting, if unsure of the situation, one will unconsciously fill the unknown 
with an imagined reality to make sense of it. Often, what is forefront in the 
viewer’s mind will come forth. We see through the gauze of the ‘now’.  

Unlike no other time before, ideas, moralities, cultures, traditions can easily 
be seen in conjunction with one another, side by side. Digital technologies 
are efficient at being able to visually summons any number of possibilities for 
comparison. 

As	Friedrich Nietzsche	said	“This	is	the	age	of	comparisons!	That	is	its	pride	–	
but	also	by	rights	its	sorrow.”	

What is implied by Nietzsche, is that the inevitable sorrow that comes with 
comparison is linked to the notion of ‘being judgmental’. To compare is to 
judge, and to judge is to value. Though the issue doesn’t sit in the operation of 
comparison but in the rigidity of comparison - The imperative to choose one 
thing over another, right or wrong, better or worse.

In society we compare reality with what is presented through digital 
technologies but this understanding of something comes from the comparison 
of everyday truth and the simulacra of the truth that the media presents. My 
paintings set up a truth in front of the viewer. There is no hidden meaning 
behind each painting. “They	are	the	truth,	and	everything	else	is	a	lie” - George 
Condo on painting.

By nature, language narrows everything down, and in the process of defining, 
makes the intangible concrete. The nature of this painting practice, on the other 
hand, allows for a more ambiguous and nuanced sense of what it means to 
make comparisons of individual ideas in painting. 

As a painter comes out of the studio feeling like they have worked something 
out, it’s usually not painting as such, but some element within. This can also be 
said for the viewer after looking at a painting, they don’t answer the riddle of 
the painting or realize something concrete, because there is nothing concrete 
about the visual experience of looking at painting. 
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“Everything	is	expressed	through	relationship.	Colour	can	exist	
only	through	other	colours,	dimension	through	other	dimensions,	
position	through	other	positions	that	oppose	them.	That	is	why	I	
regard	relationship	as	the	principal	thing.”		
Piet Mondrian

Conclusion: As a result of working with contradictions, the paintings especially 
like to argue with ways in which they are defined. Especially when words think 
they have identified something unique in the practice. Soon enough, that 
argument will have been painted over. 

Confusion: You must be confused! It is the natural condition when truly 
pushing elements and combinations in a painting. If the painter isn’t annoyed at 
what the painting is presenting to them or if they don’t feel uncomfortable, then 
it’s just not painting – It’s fabrication and it’s just too easy. The painter should be 
comfortable in these uncomfortable situations and see anxiety as a positive state 
to be in, adversity as the catalyst for growth. 

Contradiction: The contradiction as the act, the provider of possibilities and 
the catalyst for progressing a painting. It can be described generally as - a 
counter-intuitive move; a move not fully understood, something to learn from, 
a way to see things differently, a way of better understanding relationships, a 
way of keeping it fresh. Some examples of how contradictory acts operate:

Progress through negation. The painting can lose something when focusing 
on trying to do something in particular. If one gets too easily seduced by a 
look that is known to excite attention, this can then lead to repeating that same 
conclusion over and over, becoming refined and overly familiar, over time. 
Therefore, it is important to make, negate, make, negate, to keep intentions 
loose.  

Contradiction provokes the anti-product. This is a refusal to acknowledge a 
particular method of making a painting. Generally, paintings aren’t conceived 
through preparatory drawings, but are themselves grounds for discovery. This 
avoids contrivance and creates a unique surface generated by previous layers 
of working an idea out.  Scars and ridges on the surface are a testimony to the 
handmade nature of the work and can, in a broader sense testify to an idea of 
individuality, the capacity for human culpability and vulnerability.

In contrast to the previous claim, some works will take the form of the ‘one-hit’ 
painting. There is more at stake, more tension. In this case, the painter has to 
rely on their painting savvy to execute the painting cleanly without need for 
revision. This also highlights that there is no one particular method in making a 
painting. 

The contradiction of good vs bad ideas. A good idea makes sense. However, 
seeing through a good idea in painting often produces a hesitancy in approach, 
a contrived look. Because of this, good ideas are used more so in an ironic 
sense. Rupturing the process in external and stupid ways, provokes good bad 
ideas, and these can be the genesis of something fruitful.
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The contradiction born from reversing a standardized process. For instance, 
resolving a painting by ending with a drawing and starting with a painting. Or 
painting over one’s favorite part of the painting as a usual way of completing 
and resolving a painting.

These means of operationalizing contradictory methods causes one to act 
instinctively with a raw and immediate response.  By constantly traversing new 
terrain, the ambition opens up to reach new heights. Each painting should be 
completed with the question of ‘how did I do that?’

“Everything	that	deceives	may	be	said	to	enchant.”		
Plato

Collage: By painting on shapes rather randomly, areas of the painting are 
cut out and are used as a means to bring forth previously unseen forms and 
compositions, that can then be harnessed. Collaging is a convention that has 
existed in a concerted way within the western tradition of painting since the 
18thC. The deliberate manipulation of these conventions is the central means by 
which the spatial dynamics of a painting are constructed.

 

Cycles & Transitions: Many times, ‘good ideas’ are not fully grasped at first 
- too much to take in upon first encountering. It may take a few orbits before 
the value is seen, or before the painter is ready to accept it into the painting. 
Paintings and motifs long painted over will often resurface. 

A Device: A device is a method, a mode, a hammer, a nail, an idea, something 
used to do something, and something repeated. Devices aren’t like cogs in a 
machine that operate consistently every time. They are always in flux; they 
bend and change depending on the desired effect and other devices employed 
in conjunction. It is difficult to try to name devices and how they interact with 
each other because they don’t act as logically or as plainly as that which  
can be described. 

Devices can be located within references from art history, Abstract 
Expressionism, Minimalism, Colour-field painting, Cubism, Impressionism, 
Surrealism, etc. 

The need for employing certain devices can happen in many ways; through 
conflict, or necessity, using different tools, media, surfaces. For example, 
one can impose a restriction like using crusty brushes, thus disrupting ease 
of application to force one to see differently. Or finding the fastest and most 
effective way of creating a conceit of labour, without it being laborious, can 
end up generating a new device. Budget considerations will often generate new 
devices. Finding the cheapest way, especially when working on large surfaces 
requiring significantly more paint or having to recycle old canvases and  
pre-used surfaces.
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The aim is to have so much going for the paintings, so many devices in play 
seamlessly, that the complexity creates a layer of simplicity, like poetry in 
motion. It’s quite hard to break the painting down into its constituent parts once 
it is finished as the devices merge into one and the painting itself becomes a 
device.

Dictionary: The format of the writing is intended to reflect painting, and the 
process of thinking about it. It is never ending and elastic. The debate is always 
changing and the language of painting is always evolving and understood 
differently depending on the fictive space in which it is spoken. The short 
passages are blurted out quickly and straight forward. As looking at a painting, 
it is seen very fast, but continues reverberating. 

“No	man	ever	steps	in	the	same	river	twice,		for	it’s	not	the	same	
river	and	he’s	not	the	same	man.”		
Heraclitus

Different provocations: Applying different systems, or ways of thinking not 
normally associated with the specific media is a way of producing unexpected 
outcomes. By asking a question while working like, If the white paint surface 
was clay or stone, and the only way it can be shaped was by carving it, then 
how would the paint represent this illusion. Another question while working 
may be, what if there was a light source outside of the painting pointing in a 
certain direction, then how would shadows react to the forms present in the 
painting, and what is the best way of representing this in the paint. Or, what if 
this part of the painting was moving fast and another area slow, how can this 
be reinterpreted in paint? But as said, it is not that these thoughts are being 
thought while painting. They are more so a way understanding painting has 
developed. Unconsciously, real provocations are applied to the unknown in a 
non-logical or relatively different way, to not render the form as defined, but as 
definable. 

Distance: A good painting should be two-faced.  They shout at you from far 
away then reveal other truths when you are right up close. The ability to be 
two things at once is ambiguous and more rewarding for the viewer. Painters 
especially like to get right up close to a painting, close enough to smell the 
paint, and hear its whispers. 
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A Dog with a bone: Usually, in the completion of a painting one should look for 
something not quite right to resolve it. It’s important to be aware of what perfect 
harmony is, and then slightly negate that. If the painting is overly complete it 
sets up a wall. It’s important to leave the door slightly ajar. A hard thing with 
painting is one can’t totally be aware of what the anomaly is,  
it’s more of a feeling.

Dumb gesture: With endless messages and emails, information, 
misinformation, the ever-growing feeling of insignificance and instability, all 
this noise is drowning out thought. One can’t help but overthink in the studio, 
be backed into a corner, and limit oneself by thinking work must make a 
meaningful response to the world we live in. So, a natural reaction in the face of 
such circumstances is to be dumb, as in mute. 

I was reminded of why this is important recently. I had a visitor to the studio, 
someone who wanted to buy a painting. They were feeling quite overwhelmed 
by everything, as most of us are, and they said, “the	silence	of	a	painting	is	
what	I	need	right	now”. The comment reinforced to me that painting isn’t about 
saying something, but a means of understanding our subjectivities and the 
cosmos. In the work there is an openness that allows the viewer an equal chance 
to experience the work as themselves; they needn’t understand anything further 
to the painting or what connotations may surround it. Everything never quite 
is and maintains a sense of unfulfilled possibility, and this allows the possibility 
of further questions. It disrupts the march for meaning, and allows the act of 
looking - looking released from the burden of meaning, looking that is detached 
from transition, procedure and sequential constructions.

“I’ll	play	it	first	and	tell	you	what	it	is	later.”		
Miles Davis

Edge of a form: The line that demarcates one form from another or the meeting 
of two planes of colour. Edges predominately used in the current painting are; 
the roller edge, the drunk edge, the gradient edge, the scumbled edge, the sharp 
edge and the edge created by two planes that don’t quite meet, leaving a slither 
of the field below. A variety of edges within one work creates a spatial illusion 
where forms shift relative to one another. 
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Edge of the painting: Forms are rendered on the edge of the canvas to create 
an illusion of a separation between the image and the edge of the canvas thus 
popping the painting and or form off the wall. It is in a sense, a reverse frame. 
Where a traditional frame sits in front of the work, in this work it is often a 
receding space. It helps the painting read more like something in the room 
rather than a decoration on the wall.  

Erasure: The mark made from erasing - from wiping paint off, is just as  
crucial as applying paint and it was increasingly utilized as the project 
developed. Wiping off paint, wet and semi dry, produces a dirtier and  
more distinguished surface.

Equilibrium in Composition: The aim of this body of work was to be balanced 
compositionally, to have an equilibrium within the elements of the painting to 
encourage looking. Though the work in the project is set up through ideas of 
contradiction and opposition they mustn’t result in a dichotomy. A dichotomy 
can exist between elements in the work, and when the artist or idea comes 
between the work and meaning. When a dichotomy occurs it disrupts the 
equilibrium, thus like having something stuck in one’s eye, it’s distracting.

The Game Tetris: The act of painting is personal, but the outcome, a finished 
painting is for a wider discussion. There is a universality to a painting that exists 
without the painter. It’s ‘the painting game’, that unlike other games, where the 
rules are fixed, this is continuous, always influx. And players, the paintings 
themselves, can’t be ‘too relevant’, as contemporary art is quickly forgotten if it 
is too relevant, or fixed. That’s not to say that painting should be autonomous, 
there is a solidness to the argument. It is like the game Tetris, but with more 
tender bricks. To be a competitor, as the paintings fall into context, they should 
be able to adjust critically to best fit into the blocks below. The painting should 
bolster the paintings before and vice versa. In contrast to Clement Greenberg’s 
claim that a painting can transcend context, the Tetris idea proposes, for 
example, that the paintings of the New York school of the late forties, fifties,  
get some of their glister because of their comparison with painting  
that came before.   

“Every	intelligent	painter	carries	the	whole	culture	of	modern	
painting	in	his	head.	It	is	the	real	subject,	of	which	everything	he	
paints	is	both	an	homage	and	a	critique,		
and	everything	he	says	is	a	gloss.”		
Robert Motherwell

“You	see,	painting	has	now	become,	or	all	art	has	now	become	
completely	a	game,	by	which	man	distracts	himself.	What	is	
fascinating	actually	is,	that	it’s	going	to	become	much	more	
difficult	for	the	artist,	because	he	must	really	deepen	the	game	to	
become	any	good	at	all.”			
Francis Bacon
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“There	is	something	ridiculous	and	miserly	in	the	myth	we	inherit	
from	abstract	art:	that	painting	is	autonomous,	pure	and	for	itself,	
and	therefore	we	habitually	analyse	its	ingredients	and	define	its	
limits.	But	painting	is	“impure”.	It	is	the	adjustment	of	“impurities”	
which	forces	paintings	continuity.		
We	are	image-makers	and	image-ridden.”			
Phillip Guston 
 

Gravity: The sense of gravity is created by staking forms and things falling. Like 
the apple falling from the tree, the pressure of forms against each other creating 
a sense of weight and mass. This is a representational and figurative device that 
invokes a familiar sense. 

Humanization: Paintings are a consequence of human subjectivity, to be 
looked at by a human, painted by a human. Each painting is an individual 
with different characteristics. If a painting is done well, it is done once, there 
is no desire to repeat it. And, as a result, the breadth, diversity and complexity 
examined in the paintings all offer different voices, different temperaments that 
shift depending on what’s around them. Though they are all different, like us, 
are children of a common genesis.  Shaped by mistakes, time, and others that 
amass into unique bundles of heuristics and chemicals. With this, they act as a 
reintroduction of humans to humans in a dehumanizing society. 

Human Perspective: Notions familiar to the human are used to help the viewer 
form a relationship with the painting. Creating a sense of something familiar 
is an invitation for the viewer into the painting. This is usually achieved by 
depicting a real-world phenomenon, through figuration, or representation of 
physical laws.   

Human Representation: Contours of the human figure are an invitation into 
the painting. Reading facial expression and body language is second nature, 
so any reference to it in a painting will normally influence the painting. The 
potency of the human face and figure can be communicated in the fewest 
gestures. For example, shapes that could resemble two eyes a nose and a mouth 
can drastically alter the way the painting is comprehended. If they resemble a 
smiley face then the form feels happy, and so on. 

Usually, the representation of human characteristics in painting is more 
complex than a smiley face.  From representational drawing, different ways of 
manipulating human anatomy have been learnt that can then be applied to how 
paint is moved. With a simple flick and drag of the brush, one can represent 
an emotion or movement. For instance, a line that imitates the inner contours 
of a leg in a certain motion can make the form feel as though it is dancing. 
Inanimate objects can be seen as possessing human qualities.
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There isn’t any intention of creating a specific human sensation within a 
painting. As said, it is second nature for one to interpret body language, and 
project it. If an emotion or attitude of the painting starts to develop and if 
it resonates, then it is encouraged. This is to not force a feeling but create a 
genuine evocation which produces a more comfortable setting. This can then 
better lead to a relatable personality, the viewer may see themselves in some 
way, or see/project something personal. As in a movie, at times, the viewer 
empathizes with the character but in a plot twist, the character one thought was 
somewhat embodying themselves, is a psychopath. This is how gripping movies 
like paintings, operate   

“What	I	want	to	do	with	a	painting	is	establish	a	relationship	of	
now.	You	know,	that	you	are	in	the	moment,	in	front	of	painting,	
and	something	happens.	What	I	want	to	happen	is	that	the	
space	between	the	painting	and	the	viewer	gets	activated.	And	it	
activates	the	viewer	to	form	a	relationship,	so	the	painting	almost	
hovers	in	front	of	itself	between	the	viewer	and	the	canvas.”		
Charline von Heyl

Human Beyond: The allure of the painting, however, is not the tautology of 
the mundane alone but the ‘godly’, the god-like complex. It’s not via the will 
of the painter that these images manifest. They have been painted and shaped 
by the painter, but at a point the paintings intervene, they look back and say, 
‘you painted me, but you are in my image, and I know something you don’t’. 
This is generally when the painting is finished. They appear smarter, older and 
beyond the painters understanding and control. They break free of their once 
supple and yielding form and stand august as a present thing. This is when an 
estrangement occurs between painter and painting, reminiscent of ancient work 
where the artist and evolution of the work are unknown. 

By nature of a painting being static, they serve as something constant and it is 
only personal opinions that can be changed. Like the Menhir (standing stones) 
found all around the world and dated back to the middle bronze ages, their 
function and purpose is continually debated but they remain immovable and 
unchanged. One aspires to this constancy as some sort of truth or a thing that 
demands reverence in a post-truth world. This is assuredness  
in great uncertainty.

Humor: Frequently, the paintings appear to be cracking a joke, but at the wrong 
time. People laugh at them sometimes, but nobody quite gets the joke. The 
forms appear tragic in some sense and awkwardly hold themselves. This is in 
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a way an invitation, they are trying to break the ice, make the viewer feel more 
comfortable. Humor can also act as a negation, as can the tragic, a response to 
the awkward or uncertain situation that the paintings present. 

Iconography: I am interested in introducing the largest and widest narrative 
implications possible by employing several devices simultaneously into the 
picture plane.

The use of symbolic imagery, historical and contemporary iconography is 
what makes the work broad in its narrative reach. One such example is the 
use of the gradient and line. The gradient has connotations with the future, 
like laser beams, shiny metallic cylindrical tubes. The line is dirty, innate, and 
often resembles a spiral form that is heavily depicted in ancient traditions. This 
generates a divide in time, from cave drawings of the past to lightsabers of the 
future. Thus, creating an atemporal setting within the paintings.  

Incorporating different iconographies also reflects the paradigm of Image 
availability and circulation of our time. Like most, one is constantly scrolling, 
being bombarded with information from around the world, constantly 
reading and absorbing other cultures and customs, researching the sciences, 
observing human behaviour, contemplating meaning, seeing things. An 
unbound approach to painting allows the processing of this otherwise confused 
and anachronistic imagery through means of a rolling, accented, rhythmic, 
organisational energy, that encapsulates everything unbiasedly, and reaches far 
across geography and time. 

Introduction: I started this masters project (like most painters I believe) 
because I needed a studio. I like to have a studio because I value time away from 
people and because I enjoy the challenge of painting. Painting is a way of coping 
with the human condition, an answer to an existential problem. But then what 
painting does is present bigger existential problems. 

Light: Light in painting is a representation of a real-world phenomenon and 
potentially the most poignant, for what we see, we see in the light. The most 
frequent use of light is when it is represented as coming from a single light 
source, a directional light source, where shadows are cast from forms and where 
forms become rendered. 

To create intense light, planes of pure colour is used. By saturating an area with 
pure colour, the light waves are concentrated and more intense. Almost all the 
paintings have at least one plane of pure colour. The pure colour planes serve as 
something direct, raw and constant for other elements to react against. 
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Light & Perspective: Increasing the contrast of the tones in an area makes it 
appear as if it’s in the light and in focus. This brings it forwards in the picture 
plane. Having a smaller range of tone or using mid-tones together pushes the 
area back as it appears darker or out of focus. The same goes for having a form 
defined by sharper edges against a form of softer edges. The hard-edged area 
will appear more in focus and closer than the soft edge form, which is pushed 
back. A horizontal line generated by the meeting of two fields is a good way to 
create unlimited depth and for the work to bestride landscape and colour field 
painting simultaneously. The previous ideas on light and perspective are but 
a few utilised in the practice and that are conventions that have existed within 
the western tradition of painting since the 15thC. The deliberate manipulation 
of these conventions is the central means by which the spatial dynamics of a 
painting are constructed.

	
	
“A	good	traveller	has	no	fixed	plans	
and	is	not	intent	upon	arriving.	
A	good	artist	lets	his	intuition	
lead	him	wherever	it	wants.	
A	good	scientist	has	freed	himself	of	concepts	
and	keeps	his	mind	open	to	what	is.	
	
Thus	the	Master	is	available	to	all	people	
and	doesn’t	reject	anyone.	
He	is	ready	to	use	all	situations	
and	doesn’t	waste	anything.	
This	is	called	embodying	the	light.	
	
What	is	a	good	man	but	a	bad	man’s	teacher?	
What	is	a	bad	man	but	a	good	man’s	job?	
If	you	don’t	understand	this,	you	will	get	lost,	
however	intelligent	you	are.	
It	is	the	great	secret.”	

Lao Tzu, Tao Te Ching, verse 27

Light, the gradient: The gradient is a cheap and effective device. The gradient 
sells, people are seduced by it, smooth, shiny and slick, so originally, it was 
introduced into the work as an anti-gesture, to demonstrate that it isn’t that 
special or hard to do. But then I too was seduced by it, so easy and effective. It 
acts as an instant counter to areas of the painting that are applied in a raw and 
direct fashion, which can perhaps be read as a more primal act.  The gradients 
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have a futuristic look. When extra harsh gradients are used, usually with 
blues and flat white, this can resemble the light as seen from space, stark and 
unfiltered by our atmosphere. When artificial colours are used, phthalo green 
or purples for example, then they take the form of laser beams and neon lights, 
the typical signs associated with most sci-fi movies. When greys are used, the 
gradient forms can be read as cylinders and pistons, that of industry  
and the machine. 

Light on the horizon: When blending of colour resembles how the atmosphere 
blends light on the horizon, it presents a reassuring and familiar image. Our 
first ancestors from the sub-Saharan plains of Africa would have looked to the 
sky and seen this blending of colour, and every day since, the sun has risen and 
set. The notion that we are on a little rotating insignificant rock, orbiting a giant 
flaming gas ball, hurtling through infinite space is also there. Yes, the rising and 
setting of the sun are reassuring, but it pays not to think about it too much.  

Line: A lot of drawing takes place outside the studio, mostly line drawing 
from life. It’s a way of studying the world and people. The drawing and 
painting practice isn’t seen as distinct, but the difference is there is that which 
happens in the studio and what happens outside the studio, both feeding 
each other. Drawing was reintroduced into the painting practice just recently, 
predominantly via the graphite and black on the white fields, imitating a pencil 
drawing on white paper. The graphite is absorbed into the surface, thus it looks 
semi- permanent, like graffiti that couldn’t be erased.  Finishing the painting 
with drawing is an ironic notion but a reminder that painting always comes 
back to drawing.  

Look: One looks at paintings to learn to appreciate what’s around them 
differently and so one might see differently. 

Mythology: One cannot deny our reverence for the works of ancient times. 

When looking through a book of patterns from ancient traditions, does one 
often think, that colour combination is horrible, or, the architecture of that 
temple is disgusting? No, one is usually enamoured with it. Compare this with 
how often one is viscerally put-off walking into a gallery today. The quality of 
older work is obvious. Why is this the case?

The unwavering belief in the god(s) meant meaning was already taken care of. 
The craftsman had one direction, make work worthy of the god(s). The pressure 
to visually please the patrons with work worthy of the god(s) led to some serious 
craft, and the sacredness of the work lead to the reverence of it. 
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Without knowing the craftsman, the evolution of the work is also unknown and 
gives rise to the mythology, as if the work instantaneously arose via the god(s). 
The disconnection between now and then and the disconnect between the 
artist’s identity and the work, adds reverence. 

Keeping this body of work open ended; not tied to an identity which would 
indicate ‘time’ and ‘place’, a mythology around the work is created.  

PROlific: A good consequence of a prolific practice is it evolves under its 
own tutelage, humanly. The value of being prolific is to give oneself every 
opportunity to invite the unexpected, to discover new ways paintings might 
come together. However, productivity alone is not what counts but the critical 
ability to recognize and harness new possibilities that can be synthesized into 
painting literacy. This project was an exercise in becoming well versed in every 
area of a painting practice and establishing a practice that is very well versed. 

Mistakes & Disconnection: The process is dependent upon making mistakes, 
accepting them, working with them. It is good being able to leave mistakes 
sitting around and come back to them and it’s also good seeing mistakes next to 
each other. Occasionally, two mistakes will create a solution. It’s important to 
not declare a perceived mistake, a mistake too fast. Naturally, as humans,  
and especially as visually sensitive people, one sees what is wrong  
before what is right. 

Pattern: Symmetry is avoided as a restriction because it will often have an 
instant visual appeal. Instead, asymmetry is more utilized as it is harder to 
consume, it keeps the viewer chewing for longer.  The black and white stripes 
are a pattern but in this case of painting they are not treated as a pattern as such, 
more so, a quick way to generate a different field that isn’t just flat. They have 
persisted for the interesting and changeable optics they generate. The repeating 
of motifs is also a form of pattern. It raises notions of the brand, artificiality  
and pop art.  

Polymorphous structures: What can be described as polymorphous structures 
are created by differing tones of colour that could represent differing angles 
in light which pivot as the orientation of the field shifts with the light source. 
In works where this is present, forms of interlocking structures that could be 
reminiscent of ancient structures riddled with tunnels. The ambiguousness 
between receding and advancing means these tunnels start to twist like a 
Rubik’s cube, an ever-changing maze, a tomb for the eye. This device has 
sympathies with ancient monolithic sites. It creates an illusion of weight that 
adds sacredness and permanence to the work.  
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Push/Pull: Most of the forms are defined by cutting, collaging and painting 
fields on top. This pulls fields from the back, they become forms in front. 
Having the forms generated from fields below confuses the eye, as the form 
acts as a field and form simultaneously. It sets up a polymorphous illusion of 
an ambiguous nature. The forms and fields are not the front or the back of 
the picture plane, but the front and the back, not receding or advancing, but 
receding and advancing. These spatial conditions provide and sustain a visual 
dynamic as the eye moves around the painting.   

The Whole: One cannot bend and break the rules if one is not aware of the 
motives behind them. It is important to know all of the parts that make 
the whole and to understand the significance of them. Then it’s not about 
employing them all, but having options, knowing what the possibilities are, 
and being in a position to implement the best outcome; to break the rules by 
rewriting them. A student once asked Bruce Lee	“You	teach	me	fighting,	but	you	
talk	about	peace.	How	do	you	reconcile	the	two?	Bruce	Lee	replied,	“It’s	better	to	
be	a	warrior	in	a	garden	than	to	be	a	gardener	in	a	war.”	
	

The Studio: The studio, is a place where big ideas can clash, where mistakes can 
happen and where lessons can be learnt. One should encourage, not crucify bad 
things happening in a controlled environment like the studio, where things can 
then be learnt at no cost.

There is the main studio practice and ideas that are being worked out. Then 
there are the studio mavericks, they can be described as archaeological finds in 
the studio. It is the intention that each work is to be a maverick but, these are 
mavericks of the mavericks. The main difference is, they show things rather 
than being shown themselves. 

The Surface: The painter’s understanding of the tactile is what makes seeing 
paintings and not reproductions, essential and individual. Paintings will have a 
distinct surface, an idiosyncratic texture, that has developed over time. Whether 
it be super smooth with a unique weaving pattern or a rough surface made up of 
layers of various chemicals. The important thing is it should be distinct. Some 
say that it’s all about the image, but what makes a painting, a painting, is not the 
image, but the surface.  

Tension: Examples of elements in the work operating in states of tension: 
Formally, operating between, loose expressionist brushwork and tight 
minimalist colour field painting. Aesthetically, tension can be between the 
poetic and the crude - poetically, in the form of elegant lines and harmonious 
compositions and crude, in the form of the raw immediacy of the application. 
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Emotionally, between, comedic and tragic - the goofy forms are pulling funny 
expressions, tragically, they are mocking the viewer.  Intellectually, there is 
a tension between high art and low art - cartoon drawing is at odds with 
modernist conventions. Ultimately, it is intended that all elements in the work 
are in opposition to something else.

“Improvement	makes	straight	roads,	but	the	crooked	roads	
without	improvement	are	the	roads	of	genius.”		
William Blake - from The Marriage of Heaven and Hell

Tradie Painter: There are many parallels between tradies and painters. Tradies 
are straight forward and highly skilled. A plumber can’t talk their way out of a 
leaking tap the same way an artist, curator or critic can justify bad or good art. 
If the tap is still leaking, the plumber hasn’t done a good job. Painting is about 
understanding the process and quantifying it, without pretention.  

The Virus & Contained: The paintings can loosely be broken down into two 
categories, the virus and the contained. The virus can be described as being like 
a weed or a noxious plant like ‘old man’s beard’ that gets everywhere. It is when 
the work moves beyond the edges of the canvas - the painting isn’t contained. 
The contained can be described as a centralised form in isolation, trapped 
within a border within the four sides of the canvas. Contained works are usually 
more iconic looking. They are centralised, highlighted and given space on their 
own which is reinforced by the central motif’s relationship with the  
edge of the painting. 

Windows & Portals: For many of the paintings, windows and portals are 
created by leaving aspects of the layers below visible. Gaps, chinks, slithers, 
holes, windows and columns are created to see previous iterations in the 
painting and setting up connections not pre-determined, juxtaposing different 
stages and creating interesting parallels between temperaments in the  
life of the painting.  

White paint/primer: White primer and ceiling paint is used because it is cheap, 
thin and transparent, a good way of erasing and good to work on top of. The 
semi-transparency is good for highlighting the process by leaving ‘mistakes’ 
visible. The mark not fully erased, suggests they are not necessarily seen as 
a bad thing in the making of the painting, but an essential mark in shaping 
it. The graphite/ dark lines on the white primer resembles drawing on white 
paper. The work has accepted drawing as part of the finished state. Thus, 
rejecting the commercial product and accepting that certainty is not without the 
ambiguousness of drawing or the pentimento1. 

 

1  A pentimento (plural pentimenti), in painting, is “the presence or emergence of earlier images, forms, or strokes that 
have been changed and painted over”. The word is Italian for ‘repentance’, from the verb pentirsi, meaning ‘to repent’
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Writing on Painting: An issue for a painter when writing about paintings, is 
when the work and words come face to face, a divide grows. Being In tune 
with the non-linguistic thought of painting means this often will talk over any 
implied meaning. The implied meaning becomes a negation of true meaning. 
One dare not look at the painting when writing the story of painting,  
if one does not wish to write fiction.
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