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Abstract	

	

	

	

This	project	explores	the	idea	of	virtuous	difficulty,	as	it	relates	to	the	making,	the	creating	and	
the	 reception	 of	 a	 work	 of	 art.	 Here	 the	 word	 difficulty	 refers	 to	 questions,	 problems	 or	
conditions	 that	 command	 my	 attention	 as	 the	 artist,	 and	 which	 demand	 attention	 from	 the	
spectator,	that	require	us	to	do	the	work	of	the	work	of	art.	What	matters	is	the	difficulty	itself	as	
it	persists	in	generating	questions	that,	while	they	may	remain	unsolved	or	even	unsolvable,	give	
impetus	to	the	exploration	of	new	possibilities,	propositions,	or	experiences—to	the	exploration	
of	 the	 conditions	 and	 contingencies	 of	 our	 encounter	 with	 images.	 This	 is	 the	 virtue	 of	 such	
difficulty—it	gives	vitality	to	the	work	of	art.		Here	the	word	virtuous	is	used	to	describe	the	act	
of	creating	formlessness,	as	opposed	to	producing	pre-ordained	ideas.	In	this	respect	it	is	moral	
in	 the	 sense	 that	 it	 provokes	 something	 of	 uneasiness	 or	 difficulty	 that	 it	 gives	 rise	 to	 the		
impetus,	to	continue,	to	explore	new	possibilities	and	experiences.		
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INTRODUCTION	

	

	

	

Virtuous	difficulty:	beyond	subjectivity	

	
This	 exegesis	 sets	 out	 to	 frame	my	 project	 regarding	 its	 conceptual	 underpinning,	 approach,	
method,	and	agency	in	the	development	of	my	practice.	The	essence	of	the	project	is	to	explore	
possibilities	for	image–making,	through	painting,	with	a	process	that	is	not	accountable	to	a	plan	
or	preconceived	destination	but	is	acutely	responsive	to	the	nuance	of	changing	perceptions	as	
the	painting	unfolds	during	the	making	process.	I	am	painting	with	sensation—with	the	differing,	
changing,	 and	 shifting	 relations	 of	 chromatic	 and	 achromatic	 qualities,	 and	 as	 these	 changing	
sensations	interact	with	my	memory	to	suggest	possibilities,	 in	terms	of	orientation,	trajectory	
or	destination.	 Such	possibilities	 continually	 emerge	and	 fold	back	 into	 the	painting—into	 the	
image	that	is	emerging.	
	
Firstly,	I	investigate	painting	method,	and	how	painting	happens	through	both	deliberation	and	
happenstance.	Secondly,	 I	examine	how	structure	emerges	 in	painting,	as	 it	happens.	Thirdly,	 I	
investigate	 the	notion	of	difficulty	 as	 it	 constitutes	 the	work	 of	 the	work	of	 art.	 In	particular,	 I	
consider	 the	work	carried	out	 in	negotiating	 the	dual	 tendencies	between	an	attraction	 to	 the	
orderliness	of	 aesthetic	 beauty,	 and	 the	 tendency	 afforded	by	 aesthetic	 rupture	or	dissonance	
that	serves	to	emphasise	the	contingency	of	beauty,	and	so	demands	further	questioning,	further	
exploration,	further	painting.	This	work,	this	exploration,	is	considered	as	giving	life	and	vitality	
to	my	painting—it	continually	generates	the	impetus	for	moving–on.	In	this	respect,	my	painting	
does	not	 seek	 resolution	but	 instead	attempts	 to	generate	new	questions,	new	problems,	new	
difficulties.		
	
The	 aim	of	 this	 research	 is	 to	 explore	 how	painting	 happens	 and	 the	way	 the	 image	 emerges	
continuously	 with	 the	 changes	 that	 are	 involved	 in	 the	 dynamics	 and	 contingencies	 of	 the	
interactive	process—including	how	changing	sensation	serves	to	open-up	territories	of	affective	
and	conceptual	response	that	call	for	further	exploration.	In	other	words,	from	my	perspective,	
the	purpose	is	to	create	works	that	do	not	resolve	into	a	state	of	finish	or	into	an	aesthetic	order	
that	 does	 not	 require	 further	 work,	 and	 that	 does	 not	 demand	 any	 further	 questioning	 or	
exploration.	 	 Instead,	 my	 interest	 is	 in	 how	 the	 act	 of	 painting	 involves	 creating	 images	 that	
provoke	and	sustain	further	exploration,	examination,	and	evaluation.	This	quest	moves	beyond	
aesthetic	relations	that	reflect	the	familiar	order	of	harmony	or	beauty,	to	reveal	the	partiality,	
contingency,	and	complacency	of	such	order.				
	
	In	 this	 respect	 my	 work	 is	 a	 questioning	 of	 beauty	 within	 the	 aesthetic	 territories	 of	 my	
(internal)	and	reflexive	responses	concerning	complexity,	challenge	and	difficulty.	Such	difficulty	
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is	in	the	work	of	painting—in	the	process	of	painting	that	opens	up	new	possibilities	for	different	
aesthetic	order,	along	with	new	questions,	new	territories	of	exploration,	new	possibilities,	and	
new	 difficulties.	 This	 exegesis	 leads	 with	 images	 of	 my	 painting,	 as	 it	 sets	 out	 to	 discuss	 the	
collisions,	confusions	and	collusions	that	happen	during	painting	constitute	a	form	of	agency	as	
those	actions	and	interactions	from	which	aesthetic	conditions	emerge	as	a	work	of	art.	It	is	all	
about	the	way	in	which	I	paint,	and	how	a	painting	emerges	from	this	process.	In	particular,	it	is	
all	 about	 how	 I	 can	 structure	 and	 sustain	 the	 act	 of	 painting	 as	 a	 process—about	 the	way	 in	
which	I	formulate	evaluative	criteria	as	the	process	of	painting	unfolds.			
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SHIFTING	PERCEPTION	

	

	

	

	

	

	

	

	

	

	

My	practice-led	research	is	based	on	the	productive	agency	of	difficulty,	especially	as	it	relates	to	
how,	during	painting,	there	is	a	problematic	interaction	between	form	and	formlessness	as	these	
qualities	 emerge	 in	my	perceptions	 as	 I	 paint.	 In	 this	 respect,	 the	 emergence	 of	 form	 inclines	
towards	 the	 past,	 representation,	 and	 cliché,	 while	 the	 formless	 continues	 to	 demand	 future	
work—the	 questioning	 and	 exploration	 that	 drives	 my	 practice.	 It	 is	 this	 restlessness	 that		
generates	creative	potential	through	continuous	demanding	further	painting.		
	
This	 process	 of	 questioning	 naturally	 raises	 difficulties	 in	 deciding	 how	 to	 pursue	 the	
multiplicities	 of	 differing	 possibilities,	 as	 I	 try	 to	 elude	 my	 habits	 of	 making	 sense	 on	 the	
indexical	relations	of	aesthetics	in	visual	language,	and	as	I	seek	to	disrupt	or	rupture	my	habits	
of	painting	and	evaluating	the	process	of	painting.	One	of	the	significant	issues	is	that	habitual,	
reflexive	recourse	to	an	innate	memory	of	signs,	symbols,	and	meanings	that	operate	as	agents	

	

Figure	2.		Untitled	(2016),	Mixed	media	on	paper	and	panel.	
350x430x20mm.	
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in	the	generation	of	meaning	in	art—meaning(s)	already	waiting	to	be	fitted	with	the	emerging	
image.		Such	allocation	of	preconceptualised	meanings	tends	to	overwrite	the	visual	experience	
of	painting,	and	overwrites	the	creative	emergence	of	new	experience	as	it	translates	such	direct	
and	new	experience	into	terms	that	have	been	brought	from	the	past.	Therefore	I	find	myself	in	
a	 condition	 where	 ongoing	 decisions	 are	 constantly	 required,	 in	 negotiating	 and	 developing	
asignifying	 gestures	 that	 are	 not	 necessarily	 about	 the	 representation	 or	 illustration	 of	 such	
familiar	visual	content.	 	Even	so,	I	am	looking	for	an	opportunity	where	certain	visual	qualities	
trigger	my	 interest	as	 I	 interact	with	a	variety	of	sensations	 in	a	pre-linguistic	 flux	of	 formless	
and	painterly	gestures.		
	
By	this	process	of	nurturing	difficulty	in	the	making,	I	can	explore	new	trajectories	for	painting,	
continually	 looking	 for	 opportunities	 to	 stimulate	 new	 possibilities,	 propositions,	 and	
experiences	as	qualities	emerge	and	unfold	during	the	act	of	painting.	In	The	logic	of	Sensation	
Gilles	 Deleuze	 discusses	 notion	 of	 “the	 painting	 before	 painting”	 to	 describe	 how,	 before	 the	
artist	begins	 to	paint	on	 the	blank	canvas,	 there	already	exists	a	picture	or	a	particular	 image	
thought—something	 that	 is	 in	 mind,	 as	 a	 given	 that	 cannot	 be	 denied.	 Such	 clichés	 and	
figurations	are	always	in	consideration	before	painting	begins:	
	

The	painter	has	many	things	in	his	head,	or	around	him,	or	in	his	studio.	Now	everything	
he	has	in	his	head	and	around	him	is	already	in	the	canvas,	more	or	less	virtually,	more	or	
less	 actually,	 before	 he	 begins	 his	work.	 They	 are	 all	 present	 in	 the	 canvas	 as	 so	many	
images,	actual	or	virtual,	 so	 that	 the	painter	does	not	have	 to	cover	a	blank	surface,	but	
rather	 would	 have	 to	 empty	 it	 out,	 clear	 it…	 clean	 it.	 He	 does	 not	 paint	 in	 order	 to	
reproduce	on	 the	canvas	an	object	 functioning	as	a	model;	he	paints	on	 images	 that	are	
already	there,	 in	order	to	produce	a	canvas	whose	 functioning	will	reverse	the	relations	
between	model	and	copy1	

	
Emphasis	on	eluding	these	attached	signs	or	resemblances	is	important	in	my	practice	because	
it	allows	for	an	exploration	of	possibilities	of	making	that	is	beyond	signification.	Deleuze	goes	
on	to	declaim:	“Clichés,	clichés!	The	situation	has	hardly	improved	since	Cezanne.	Not	only	has	
there	been	a	multiplication	of	 images	of	every	kind,	around	us	and	 in	our	heads,	but	even	 the	
reactions	against	clichés	are	creating	clichés.”2	 	From	my	perspective,	 the	persistence	of	cliché	
tends	to	corral	my	affective	responses	and	reduce	my	perceptions	 to	 the	realm	of	 familiarities	
and	resemblances,	so	that	it	might	appear	that	variations	in	my	emotion	are	limited,	and	creative	
perception	is	curtailed.	Because	it	is	not	always	possible	to	avoid	clichés,	because	they	reappear	
as	soon	as	I	attempt	to	clear	them,	while	painting	I	am	improvising	by	exploring	what	appears	to	
be	 different,	 difficult,	 and	 unknown	 to	 my	 reason.	 My	 method	 is	 to	 investigate	 beyond	
signification.		
	

																																																													
1	Deleuze,	G.	(2003).	Francis	Bacon:	the	logic	of	sensation	(D.	W.	Smith,	Trans.).	London,New	York:	Continuum.	p	89		
2	lbid.	p	91	
3	Bois,	Y.-A.,	&	Krauss,	R.	(1997).	Formless:	a	user's	guide.	New	York:	Zone.		p	80	2	lbid.	p	91	
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In	this	respect,	my	challenge	is	to	deform	those	figures	or	forms	that	already	exist	in	the	mind,	
regarding	 the	 pre-determined,	 pre-conceived	 or	 pre-planned,	 and	 to	 transfer	 into	 every	
possibility	ways	of	displacing	those	plans	into	formlessness,	or	disorganization	so	that	nothing	is	
about	 the	 resemblance.	 In	 particular,	 in	 exploring	 the	 creative	 potential	 of	 formlessness,	 I	 am	
referring	to	the	term	Informe,	coined	by	Yve-Alain	Bois	as	the	idea	of	deformation	or	a	rhythmic	
condition	 of	 form,	 concerning	 movements.3	 By	 taking	 a	 particular	 action,	 I	 am	 referring	 to	 a	
working	 towards	 sustaining	 this	 condition	 with	 respect	 to	 the	 notion	 of	 displacing,	 or	 more	
precisely	by	avoiding	designating	a	figure	or	representing	objects.	My	process	is	not	concerned	
with	theme,	nor	historical	moment,	nor	concept,	but	its	purpose	is	to	transform	such	resembling	
elements	into	‘a-signification’	or	‘pure	intensities.’	This	practicing	of	formlessness	suggests	that	
it	 does	 not	 appropriate	 the	 emerging	 or	 resulting	 image	 regarding	 hierarchical	 relations,	 nor	
does	it	assume	that	painting	is	a	process	of	refinement.	Rather,	within	the	possible	condition	of	
inventing	formlessness,	the	artist	focuses	on	remaining	consistent	to	its	inconsistency	in	making	
painterly	gestures	 that	displace	the	habitual	ways	of	seeing,	 feeling	and	thinking	as	 these	shift	
through	 the	 act	 of	 painting	 itself.	 Such	 a	 condition	 that	 emerges	 causes	 the	 artist	 to	 become	
uncertain	 and	 confused—to	 explore	 further	 in	 an	 attempt	 to	 analyse	 this	 potential	 of	
formlessness—consequently	negotiating	further	possibilities	for	gesture	that	is	‘a-signifying’.	
	
In	 regard	 to	movement,	 we	 can	 understand	 that	 it	 is	 something	 productive.	 The	 intention	 of	
formlessness	is	similar	to	that	of	an	artist	performing	ways	of	mapping	out	trajectories	in	terms	
of	possible	movements	that	consist	of	changing	and	producing	differences	within	image	making,	
and	such	differences	 that	have	 the	potential	 to	clear	out	 the	pre-ordained.	 It	 is	 important	 that	
the	 artist	 improvises	 such	 formless	 gesture	 as	 a	means	 to	 express	 a	 rhythmic	 condition.	 Yve-
Alain	Bois	further	writes,	“formless	has	only	an	operational	existence:	 it	 is	a	performative…the	
formless	 is	 an	 operation.”4	 For	 example,	 Jackson	 Pollock’s	 painting	 consists	 of	 gestural	marks	
and	 elements	 of	 gravity	 in	 relation	 to	 the	 haptic,	 and	 pigments.	 There	 is	 a	 sense	 of	 physical	
action	 in	 his	 painting,	 in	 how	 Pollock	 allows	 for	 chance	 events.	 Art	 critic	 Harold	 Rosenberg	
describes	 Pollock’s	 practice	 as	 an	 event	 while	 standing	 in	 front	 of	 a	 large	 canvas	 with	 the	
availability	of	unconventional	painting	 tools,	and	describes	“action	painting”	and	“an	arena	 for	
action.”	This	suggests	that	it	is	through	the	performative	act	while	in	the	mode	of	painting	that	
the	artist	is	in	some	way	performing	formless,	as	the	artist	changes	or	shifts	perception,	within	
and	 between	 the	 conscious	 and	 unconscious,	 and	 the	 deliberate	 and	 natural	 occurrence	 of	
physical	(painting)	gesture.		
	
Thus,	 during	 painting	 from	 the	 very	 act	 of	 making	 such	 gestures	 whether	 intentional	 or	 not,	
involves	 a	 particular	 reaction	 of	 confusion	 and	 contradiction	 as	 the	 situation	 becomes	 more	
difficult,	 due	 to	 the	 variations	 of	 criteria	 as	 the	 artist’s	 determination	 or	 decisions	 constantly	
change	from	moment	to	moment.	In	this	sense,	it	involves	the	repetition	of	mark	making	and	of	
rhythm.	As	Bois	emphasizes,	the	rhythmic	condition	is,	therefore,	formless	and	is	always	difficult	
to	 articulate	 and	 to	 resolve.	 If	 painting—the	 artist’s	 decision-making—remains	 in	 difficulty,	
																																																													
3	Bois,	Y.-A.,	&	Krauss,	R.	(1997).	Formless:	a	user's	guide.	New	York:	Zone.		p	80	
4	Bois,	Y.-A.,	&	Krauss,R.	(1997).	Formless:	a	user's	guide.	New	York:	Zone.	p18	
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there	 is	a	possibility	that	something	might	happen	beyond	the	artist’s	control	and	expectation.	
This	unexpected	 is	virtuous	precisely	because	 it	 is	not	preconceived,	not	representational,	and	
open	to	new	(creative)	experience.	In	From	Stuttering	and	Stammering	to	the	diagram’	O’Sullivan	
writes	 that	 the	 “spectator	must	 respond	 to	 the	 glitch,	 the	 affective-event,	 as	 an	 event,	 as	 the	
bearer	 of	 the	 potentiality	 of	 something	 else…one	must,	 in	 order	 that	 this	 procedure	work,	 be	
open	to	the	possibility	of	something	different	occurring.”5	In	this	sense,	it	 is	important	that	the	
work	of	art	demands	that	the	artist	become	involved	in	the	active	engagement	of	remaining	in	
such	uncomfortable	affect	that	ruptures	the	signifier,	and	that	breaks	the	habits	of	making	sense.	
In	the	glitch	where	things	seem	to	be	problematic,	something	unexpected	may	emerge	or	occur.	
And	yet,	 in	our	 series	of	 reflections	and	hesitation,	 there	 is	 a	persistent	 tendency	 to	 fold	back	
into	our	sufficient	understanding	or	reasons,	a	coming	back	to	order	or	harmony.	In	effect,	such	
determined	criteria	then	change,	and	so	do	colours	and	visual	forms	that	are	already	in	place	on	
the	painting	surface.		
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
Formlessness	 is	 then	 a	 subjective	 act	 and	 emerges	 or	 evolves	 through	 the	 artist’s	 intuition.	
Because	the	artist	is	continually	bringing	the	experience	of	sensation	to	consciousness,	intuition	
becomes	 a	method	which	 simultaneously	 involves	 posing	 a	 problem,	 and	 is	 at	 the	 same	 time	
determined	 to	 solve	 the	 challenges	 it	 poses	 through	 questioning	 (disrupting)	 emerging	
																																																													
5	O'Sullivan,	S.	From	Stuttering	and	Stammering	to	the	
Diagram.	Retrieved2016,	from	simonosullivan.net/articles/stuttering-and-stammering.pdf	

Figure	3.	Untitled	(2016),	Oil	on	paper.740x970mm	
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possibilities.	 Therefore	 the	 artist	 is	 involved	 in	 the	 act	 of	 avoiding	 to	 correspond	 with	 such	
premeditated	actions	and,	as	such,	participates	in	a	particular	condition—where	decisions	must	
constantly	be	made	since	 there	are	continuously	emerging	demands	 to	resolve	 the	problem	of	
developing	asignifying	gestures,	by	 further	disruption—by	 further	painting.	 	Deleuze	writes	 in	
Bergsonism	that	the	concept	of	intuition	is	the	question	of	finding	a	problem	and	posing	it,	more	
than	 solving	 it6.	 In	 this	 respect	 the	question	of	 painting	 forms	 its	 rationality	where	 such	 logic	
becomes	 super-rational	 (beyond	 the	 scope	 of	 reason)	 and	 subjective,	 and	 therefore	 for	 every	
stage	 of	 making,	 and	 in	 the	 reception	 of	 the	 emerging	 image,	 the	 artist	 simultaneously	 is	
required	to	decide	the	next	action	to	be	taken—how	to	provoke	(promote)	further	questioning.	
In	Introduction:	three	beginnings		O’Sullivan	writes:	“I	am	presenting	an	inventory	of	works	that	
have	 forced	 me	 to	 thought,	 in	 the	 sense	 that	 they	 have	 offered	 a	 moment	 of	 inspiration	 or	
enthusiasm,	or	have	provoked	a	question-set	a	challenge-	to	what	was	already	in	place.”7	In	this	
respect,	the	aim	of	the	artist	performing	such	formless	gestures	is	for	looking	and	moving	further	
into	possible	trajectories	or	movements	driven	by	the	momentum	of	questioning.	
	
In	other	words,	painting	is	a	fluid	process	whereby	the	artist	goes	through	a	flux	of	sensation	as	
s/he	 struggles	 to	articulate	 intentions	 that	are	 in	mind,	not	only	because	a	 solution	cannot	be	
wrought	 out	 of	 the	 dynamics	 of	 this	 process,	 but	 because	 the	 work	 of	 art	 is	 about	 emerging	
questions	rather	than	bringing	them	to	resolution.	That	is,	it	is	about	referencing	or	pointing	out	
ruptures,	changes,	and	shifts	in	the	intuition	whilst	hoping	that	through	this	gap	or	hesitation,	as	
Deleuze	 suggests,	 the	 artist	 can	 realize	 certain	 conditions	 by	 taking	 action	 that	 refers	 on	 to	
further	questioning.	Hence,	my	painting	is	driven	by	my	curiosity	regarding	what	might	happen	
if	 I	 take	 particular	 action	 in	 response	 to	my	 immediate	 sensation,	 as	 I	 am	painting	 in	 shifting	
relations.	For	example,	this	ties	into	my	curiosity	about	how	the	enigmatic	provides	me	with	the	
impulse	to	continue	painting	under	a	contingency	such	that	I	myself	do	not	even	know	the	future	
outcome	in	relation	to	the	process.	While	painting,	I	am	driven	by	a	fascination	for	what	might	
happen	if	I	take	a	particular	action—if	I	make	this	mark,	or	add	this	colour?	Specifically,	I	hope	
that	 something	 unique	 and	 remarkable	 will	 occur	 in	 me	 (as	 new	 experience),	 and	 that	 new	
connections	will	 reveal	 something	 of	 the	 potentiality	 of	 the	work	 of	 art,	 and	 that	 all	 this	will	
sustain	 the	 vitality	 and	 forward	 momentum	 to	 continue	 my	 exploring,	 questioning	 and	
experimenting.				
	
	
	
	
	
	
	
	
	
																																																													
6		Deleuze,	G.	(1991).	Bergsonism	(H.	H.	Tomlinson,	B,	Trans.).	New	York:	Zone	Books.	p15	
7	O'Sullivan,	S.	(2006).	Introduction:three	beginnings.	New	York:	Plagrave	Macmillan.	p2	
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In	 these	 conditions,	 the	 relationship	 between	 figure	 and	 ground	 can	 reverse,	 so	 that	 such	
painterly	 gestures	 that	 are	 seen	 as	 the	 figure	 effectively	 is	 the	 very	 fact	 of	 the	 field,	 as	 they	
address	 directly	 to	 our	 sense	 of	 sight.	 What	 we	 now	 perceive	 about	 the	 formlessness	 is	 the	
tactility,	 and	 it	 appeals	 directly	 to	 our	 minds	 and	 sensibilities.	 For	 example,	 as	 I	 performed	
certain	acts	 involving	the	material	deconstructing	of	 images	in	my	improvisation,	I	was	able	to	
experience	various	new	sensations	coming	 from	that	changed	materiality.	 	For	example	 in	 the	
painting	illustrated	in	Figure	4,	I	was	able	to	sense	the	grainy	effect	and	palpable	surface.	Then	a	
slight	 tear	of	 the	paper	occurred,	and	 in	terms	of	 the	process	all	of	 this	was	not	premeditated,	
and	 as	 such,	 it	 generated	 an	 unexpected	 interest	 in	 the	 conditions	 of	making	 and	 creating.	 In	
particular,	 I	 use	 colour	 because	 everything	 we	 see	 is	 in	 colour	 (as	 it	 is	 constituted	 of	 both	
chromatic	and	achromatic	qualities)	as	it	forms	the	basis	of	visual	perception.	Because	sensation	
is	referred	to	memory	during	the	perceptual	process,	the	particular	ways	in	whch	we	perceive,	
think	and	feel	relate	to	our	past	experience.	Even	though	there	are	many	ways	of	working	with	
colour,	my	challenge	as	an	artist	is	to	work	with	such	potentiality	of	colours	that	might	trigger	
my	interest	of	not	necessarily	producing	knowledge,	but	of	coming-to-know	through	experience.	
Rather	 than	 ascribing	 meaning	 to	 visual	 signs,	 I	 experience	 how	 asignifcation	 serves	 to	
emphasize	 the	 qualities	 of	 difference	 that	 emerge	 from	 painting	with	 colour—difference	 that	
allows	the	creation	of	form	through	the	agency	of	formlessness,	and	which	is	reformed	through	
the	agency	of	painting.	Such	experience	is	the	basis	of	the	world	external	to	us	but	constituted	as	
a	form	that	emerges	in	our	internal	perceptions.		

Figure	4.	Untitled	(2016),	Mixed	media	on	paper	and	panel.	
	720x990x20mm	
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Colour	 provides	 the	 variations	 of	 sensation	 that	 induce	 responses	 in	 harmonious	 order	 with	
images	in	memory,	and	also	those	vital	ruptures	or	dislocations	from	familiarity	(cliché).	In	my	
practice	colour	is	the	‘entity’	of	manipulation—the	becoming-being	of	the	image	emerging	in	my	
perception.	From	the	perspective	of	my	habit	of	ascribing	value	or	meaning,	colour	expresses	a	
kind	of	pure	mood	that	is	not	heavily	concerned	with	references,	signs	or	symbols	but	is	instead	
concerned	with	something	rapturous—with	attributes	of	aesthetic	beauty.	For	example,	Walter	
Benjamin	wrote	in	A	child’s	view	of	colour’	that	“colour	is	something	spiritual…	so	that	as	colours	
are	mixed	they	produce	nuances	of	colour,	not	a	blur…colour	is	single,	not	as	a	lifeless	thing	and	
a	rigid	 individuality	but	as	a	winged	creature	that	 flits	 from	one	form	to	the	next.”8	He	further	
adds	 that	 colours	 “shimmer	 in	 subtle,	 shifting	 nuances…or	 else	 make	 definite	 and	 explicit	
changes	in	intensity…colour	is	fluid,	the	medium	of	all	changes.”9	Regarding	aesthetics,	colour	is	
what	 the	artist	 experiences	as	a	 certain	vitality	or	 intensity—a	 life	 in	 the	dynamics	of	 shifting	
nuances	in	emerging	perception.		

																																																													
8	Batchelor,	D.	(2008).	Colour.	Cambridge,	Massachusetts:	The	MIT	Press.	p	63	
9	lbid.	p	64	

Figure	5.	Untitled	(2016),	Detail		
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This	 unforeseen	 phenomenon	 of	 a	 perceptual	 shift	 with	 colour	 and	 pigment,	 as	 I	 configure	
various	tones	and	hues	while	painting,	draws	my	attention	to	the	fluid	interaction	between	form	
and	 formless.	Even	as	 I	 squeeze	pigment	out	of	 its	 tube,	mixing	 it	with	other	components	and	
apply	it	to	a	wet	or	unprepared	surface,	I	move	between	attraction	and	aversion	in	my	response	
to	the	emerging	aesthetic	relations.	Certainly,	my	intention	is	to	challenge	my	typical	reactions	
to	certain	colours,	or	my	habits	of	discerning	that	which	is	‘good’	or	has	a	‘high	aesthetic	value’—
alternating	 tendencies	 towards	 that	 which	 resonates	 with	 those	 aesthetic	 orders	 of	 beauty	
brought	from	the	past,	or	towards	those	dissonances	that	serve	to	rupture	attachment	to	cliché.	
In	this	sense,	aesthetic	exploration	is	at	the	core	of	my	practice.	The	aesthetic	tension	is	between	
contingent	notions	of	superior	or	inferior	order;	between	fixity	and	change.	As	Deleuze	suggests	
“aesthetics	here	need	not	be	a	transcendent	category	related	to	beauty,	but	rather	we	can	think	
of	it	simply	as	the	generation	of	unexpected	affects	in	and	on	the	body.”	10	Therefore	stimulating	
new	‘tastes’	in	colour	is	something	that	requires	time	repetition,	and	reorientation	of	the	body’s	
perceptual	and	visceral	responses.	Perhaps	a	close	admixture	of	the	visual	and	a	sense	of	touch,	
which	allows	me	to	perceive	colours	in	a	different	state	of	consciousness,	brought	about	by	the	
processes	 of	 painting,	 as	 a	 purely	 optical	 space	 or	 terrain	 as	 I	 am	 feeling	 the	 attraction	 of	 its	
affective	qualities	and	attributes.			
	
Artist	Lee	Ufan	deployed	a	method	of	 iteration	using	gestural	marks	that	he	spoke	of	as	visual	
vibrations	with	 regard	 to	 the	 interaction	 of	 things	 and	while	 his	 brush	 strokes	 resonate	with	
other	 painterly	 elements.	 Ufan	 says	 of	 his	 gestural	 mark-making,	 that	 it	 “doesn’t	 convey	 any	
meanings,	 but	 as	 you	 stand	 in	 front	 of	 it	 you	 notice	 your	 own	 breath,	 and	 become	 aware	 of	
breathing	 and	 interacting	 with	 the	 world	 around	 you.”11	 He	 often	 uses	 the	 terms	 “breath”	
“distance”	and	“resonance”	to	describe	his	feelings	while	in	the	act	of	painting.	These	words	are	
related	to	the	eternal	verities	of	life,	as	it	has	always	been—a	part	of	the	human	condition,	which	
can	be	 felt	yet	not	comprehended.	My	perspective	on	Ufan’s	work,	as	a	viewer	of	his	repeated	
marks,	is	that,	beyond	what	I	can	see,	the	work	is	more	about	what	it	does	to	my	state	of	mind.		
That	is,	it	reiterates	that	the	work	of	art	is	in	me—in	my	response	to	the	vision.	I	am	confounded	
by	the	simplicity	of	marks	which	are	able	to	transport	me	to	a	sense	of	nothingness	and	silence	
surrounding	the	space	or	terrain	of	the	marks	and	their	colour—to	complex	feelings	of	delicacy	
and	acute	awareness	of	my	own	physical	and	temporal	presence.	This	affect	has	its	own	kind	of	
energy	and	delightfulness	as	I	am	being	drawn	by	a	particular	kind	of	tension,	between	myself	as	
the	viewer,	and	the	material-visual	realities	of	the	work.			
	
Ufan’s	 works	 often	 consist	 of	 paintings	 and	 sculptural	 objects,	 in	 which	 I	 find	 that	 there	 is	 a	
constant	communication	or	some	ambiguous	relationship	between	the	two	forms	of	art	bringing	
a	possible	confusion	and	therefore	a	feeling	of	attraction	in	my	experience.	Moreover,	according	
to	Ufan’s	interview,	he	says	that	he	is	interested	in	the	notion	of	tension	about	a	visual	vibration.	

																																																													
10	Parr,	A.	(2005).	The	Deleuze	Dictionary	New	York:	Columbia	University	Press.	
11	Blackwood,	M.	(2012).	LEE	UFAN:	Marking	Infinity	[excerpt].	Retrieved2016,	from	
https://www.youtube.com/watch?	
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Further,	he	describes	that	he	is	interested	in	incorporating	chance	materials	and	visual	elements	
of	chaos	and	freedom,	to	be	in	harmony	with	those	elements	as	they	form	a	field	of	asignifying	
expression.	 This	 is	 where	 confusion	 exists	 and	 where	 tension	 and	 vitality	 exists	 from	 my	
perspective	and	 that	 the	 time	of	perceiving	 the	work	 is	prolonged,	and	 in	a	sense,	 I	 feel	as	 if	 I	
have	a	feeling	of	freedom.			
	
The	image	have	been	removed	due	to	copyright		
http://web.guggenheim.org/exhibitions/leeufan/series/dialogue	
	
	
	
	
	
	
	
	
	
	
Figure	6.	Lee	Ufan,	Dialogue	(2007)	Oil	and	mineral	pigment	on	canvas,	three	panels,	227	x	149.9	cm	each.		
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HOW	PAINTING	HAPPENS	

	
	
	
	

	
	
	
	
	
	
While	 involved	 in	 the	 inexplicably	 complex	 and	mysterious	 act	 of	 painting	my	 interest	 lies	 in	
how	 chance	 events	 unfold,	 especially	 as	 they	 confound	 my	 pre-conceived	 modes	 of	 thinking	
(clichés)	or	expectations.	For	example,	in	the	work	illustrated	in	figure	6,	although	I	decided	to	
draw	an	even	border	along	the	edges,	there	were	places	where	I	was	not	able	to	keep	the	lines	
perfectly	 straight	 or	 entirely	 consistent.	 The	 more	 determined	 I	 am	 or	 plan	 to	 be,	 the	 more	
difficulty	 in	achieving	 those	 intentions.	 It	 is	at	such	moments	of	deviation	or	 insufficiency	 that	
my	attention	is	most	keen—where	I	might	feel	as	if	I	am	either	failing	or	soliciting	risk.	I	have	a	
sense	of	balancing	on	the	edge	of	control,	while	simultaneously	allowing	the	action	of	painting	to	
flow	 freely.	 In	 these	 circumstances	 I	 ‘work’	 to	 allow	 such	 vital	 conditions—conditions	 of	
imminent	 crisis—to	 emerge,	 and	 for	 painting	 to	 simply	 happen.	 It	 is	 in	 this	 process	 that	 new	
qualities	are	likely	to	emerge	in	the	work	of	art,	and	in	my	response	to	it.		
	
	

	

Figure	7.	Untitled	(2016),	Acrylic,	crayon,	pastel	on	paper.	

550x770mm	
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Deleuze	writes	about	how,	at	the	very	moment	of	beginning	a	painting,	the	artist	is	attempting	to	
allow	something	different	to	emerge.	To	avoid	cliché	such	marks	made	at	the	outset	of	painting	
may	 have	 to	 happen	 arbitrarily	 or	 by	 chance,	 or	 at	 least	 through	 immediate	 response	 to	 the	
sensation—to	looking	at	an	initial	intervention	on	the	blank	canvas:		
	

…“chance”	no	longer	designates	probabilities,	but	now	designates	a	type	of	choice	or	action	
without	probability.	These	marks	can	be	called	“nonrepresentative”	precisely	because	they	
depend	 on	 the	 act	 of	 chance	 and	 express	 nothing	 regarding	 the	 visual	 image:	 they	 only	
concern	 the	hand	of	 the	painter…use	 the	manual	marks	 to	make	 the	visual	 image	of	 the	
Figure	 emerge.	 From	 start	 to	 finish,	 accident	 and	 chance…will	 have	 been	 an	 act	 or	 a	
choice…Puis	 Servien	 proposed	 a	 very	 interesting	 theory	 in	 which	 he	
claimed…probabilities,	 which	 are	 givens,	 the	 objects	 of	 a	 possible	 science,	 and	 which	
concern	the	dice	before	they	are	thrown;	and	chance,	which	designates,	on	the	contrary,	a	
type	of	choice,	non	scientific	and	not	yet	aesthetic.12	

	
	
Chance,	 then,	 is	not	 conceived	as	 a	probability	which	 implies	preconception	 (the	 likelihood	of	
something	 that	 is	 already	possible	happening).	 	 Chance	has	no	plan,	no	predetermination,	but	
emerges	precisely	as	it	happens.	It	is	not	forward-looking	and	has	no	trajectory.	After	the	chance	
event,	 the	 artist	 remains	 in	 the	 same	 crisis	 about	 to	 act	 next,	 but	 with	 changed	 grounds	
(conditions)	 for	 decision-making.	 While	 the	 method	 can	 be	 responsive	 to	 chance,	 it	 cannot	
employ	 chance	 as	 a	methodological	 strategy	 towards	 a	 future	 outcome.	 Nevertheless,	 I	 court	
chance	 in	my	working	 process	 and	 respond	 to	 its	 happenstance.	 In	 this	 respect,	my	working	
process	is	continually	negotiating	between	direction	and	reorientation—between	cliché	and	the	
clearing	or	 eschewing	of	 cliché.	 	The	 important	 skill	 is	 in	knowing	how	and	when	 to	 embrace	
chance	or	follow	a	train	of	thought.		My	overarching	guide	is	my	purpose	to	create	a	work	of	art	
that	is	not	pre-determined.	Between	form	and	formless,	the	vital	basis	of	my	method	is	a	process	
of	 deformation	 privileged	 over	 reformation—even	 as,	 through	 means	 of	 deforming	 or	
nonresembling	 and	 accidentals,	 certain	 forms	 emerge	 in	 my	 reception	 of	 the	 unfolding	
painting.13		
	
In	 particular,	 what	 fascinates	 me	 with	 respect	 to	 colour	 is	 the	 effect	 of	 happenstance.	 For	
example,	should	I	decide	to	choose	red	to	apply	on	the	painting	surface,	then	I	am	expecting	the	
red	 to	 happen.	 	 Even	 as	 I	 am	making	 a	 gesture	with	 the	 paintbrush	 loaded	with	 red	 pigment	
something	 unexpected	 may	 occur.	 Even	 though	 I	 know	 I	 will	 see	 the	 colour	 red;	 it	 often	
surprises	me	 in	 a	 sense	 that	 as	 it	 becomes	 palpable	 to	my	perception.	 I	 get	 the	 feeling	 of	 the	
colour	red	in	a	way	that	I	had	not	preconceived,	as	it	invokes	a	feeling	that	is	new	or	somehow	
foreign.	 Consequently,	 this	 shift	 in	 my	 perception	 redirects	 my	 gesture—something	 happens	
that	is	both	unexpected	and	expected.	For	every	such	decision	there	is	a	provisionality,	and	for	
every	improvised	gesture,	the	effect	on	subsequent	events	happens	differently	and	uniquely.		
	
	
																																																													
12Deleuze,	G.	(2003).	Francis	Bacon:	the	logic	of	sensation	(D.	W.	Smith,	Trans.).	London,New	York:	Continuum.p	94	
13	lbid.	p	98	
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While	formlessness	has	primacy	in	my	method,	I	am	often	determined	to	make	repetitive	marks,	
as	 if	 in	 a	 stutter	 of	 indecision.	 My	 conception	 of	 repetition	 is	 that	 it	 suggests	 a	 sense	 of	 the	
infinite—an	emphasis	on	the	possibility	of	the	continuance	of	an	idea	or	action	that	is	happening	
in	the	moment.	It	is	at	this	point,	while	I	am	in	the	present	tense	of	making	and	creating,	that	I	do	
not	specifically	consider	how	or	what	the	result	should	be	or	exactly	at	which	point	the	painting	
should	be	finished.	The	act	of	painting	then	consists	of	performative	interaction	between	chance	
and	determined	 thinking,	which	manifests	 in	a	haptic	 rhythmical	smearing	of	pigment—stains	
more	 than	 signs	 since	 they	 are	 no	 longer	 representational	 of	 anything	 other	 than	 what	
happened—evidence	of	these	moments	of	life.	The	act	of	repetition	is	instead	an	act	hesitation	in	
the	 looking	 for	opportunities	of	difference,	and	waiting	 for	change	 to	happen.	The	work	of	art	
emerges	 in	 time,	 in	 an	 accumulation	 of	 such	 iterations	 of	 a	 visual	 difference,	 collusion	 and	
collision.		
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

Figure	8.	Untitled	(2016),	Oil	on	canvas.	510x510x20mm	
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In	 	Bergson	and	Phenomenology	Michael	Kelly	discusses	Henri	Bergson’s	point	of	 view	on	 this	
kind	 of	 temporal	 continuity	 of	 painting,	 where	 quantified	 (measured)	 time	 has	 an	 unjustified	
status	 because	 “life	 does	 not	 proceed	 by	 the	 association	 and	 addition	 of	 elements,	 but	 by	
dissociation	and	division.”14	My	act	of	improvisation	through	repetition	and	difference	refers	to	
the	notion	 that	 in	 the	process	of	painting	 I	accumulate	variations	of	moments	as	 they	happen,	
affect,	or	 inform	my	painting-in-action.	Bergson	 further	writes	 that	 the	reality	of	 time	 is	 in	 the	
present	moment	of	continuous	change.	In	this	respect,	perhaps	what	this	offers	me	is	something	
new	in	the	present	moment	of	my	perception	of	shifting,	changing	or	differing.	And	then	there	is	
the	 impetus	 to	 continue	 to	 make	 another	 shift,	 so	 that	 I	 am	 able	 to	 carry	 on	 painting	 and	
exploring.	In	this	respect,	my	exploration	of	repetition	and	difference	is	that	of	allowing	myself	
to	create	on	an	improvisational	basis	in	a	continuously	changing	present.		
	
So	my	work	 is	 a	 process	 of	 becoming—creating	 a	 condition	 or	 rhythm	 of	 change	 that	 always	
offers	something	new	to	me.	While	the	gesture	is	repeatable,	it	does	not	involve	repetition,	so	it	
is	 never	 the	 same.	 Here	 I	want	 to	 suggest	 that	my	 painting	 process	 always	 remains	 open	 for	
change	as	it	is	still	yet	to	be	complete.	My	process	has	an	emphasis	on	the	present	or	continuity	
in	 terms	 of	 the	 task	 of	 creating.	 Even	 so,	 the	 attempts	 I	 make,	 do	 not	 signify	 that	 I	 am	
continuously	adding	layers	of	elements,	it	may	be	that	I	am	adding	then	subtracting,	correcting	
or	abandoning	and	substituting-replacing.		
	
	
	

	

																																																													
14	Kelly,	M.	R.	(2010).	Bergson	and	Phenomenology.	New	York	Palgrave	Macmillan.	p58	
	

Figure	9.Untitled	(2016).	Detail		
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In	Susanne	K.	Langer’s	text	Feeling	and	Form,	she	questions	what	it	is	to	grow?	Her	question	is	
not	in	relation	to	how	living	things	grow	bigger,	but	in	relation	to	her	argument	that	a	series	of	
repetitions	“seems	to	grow	longer	by	a	law	of	its	own	that	makes	it	continue.”15	In	fact,	all	of	the	
motions	 or	 movements	 that	 I	 am	 improvising	 may	 be	 adjacent	 to	 “growth—not	 growth	 of	
something	pictured,	like	a	tree,	but	of	lines	and	spaces.”	Therefore,	my	approach	to	repetition	is	
to	consider	how	it	generates	different	forms	or	intensities	that	intensify	my	awareness	so	that	I	
notice	questions	or	possibilities	for	further	exploration.			
		
Theorist	Jeremy	Gilbert-Rolfe	describes	how	the	work	of	art	brings	a	cluster	of	signs	that	exist	in	
the	world	 into	 the	work,	 so	 that	 “everything	 that	occurs	 in	 the	work	of	 art	 is	occurring	 in	 the	
world	of	signs	rather	 than	of	 things”	so	 that	“the	work	of	art	plays	with	 the	signifier	 in	such	a	
way	as	 to	 create	combinations	which	cannot...be	 returned	 to	a	 signified	which	makes	sense	 in	
terms	 of	 a	 theory	 of	meaning	 founded…in	 an	 analysis	 of	 the	 real	world,	 in,	 that	 is	 to	 say,	 the	
economics	 of	 the	 real.”16	 While	 I	 work	 to	 eschew	 indexical	 systems	 of	 signification,	 I	 am	
interested	 in	 how	 my	 simultaneous	 questioning	 (the	 underpinning	 concept	 of	 my	 painting	
practice)	 becomes	 a	 “serious	 game”	 related	 to	 yearning	 for	 meaning.17	 As	 Gilbert-Rolfe	
describes,	 it	could	be	a	dynamic	system	of	play	where	every	stage	of	the	making	is	conditional	
and	temporary—an	exploration	of	ways	to	paint	as	challenges	keep	arising,	and	because	I	do	not	
know	how	I	should	proceed	when	conditions	are	continuously	changing.		
	
Hence	 such	 rhythmic	 conditions	 or	 formlessness	 emerges	 from	disorder	 through	 chance	 as	 it	
allows	for	other	conditions	to	emerge.	A	formless	figure	then	emerges	from	the	field	of	painting	
as	a	mixture	of	what	is	known	(cliché)	and	unknown	(disorder).	That	which	is	known	in	it,	is	not	
necessarily	brought	to	consciousness	because	the	habitual	does	not	necessarily	attain	sensation	
but	simply	passes	through	the	brain.	On	the	other	hand,	that	which	is	the	unknown	is	directed	to	
the	 nervous	 system.	 O’Sullivan	 further	 describes	 that	 such	 happenstance	 of	 an	 emerging	
unknown	 quality	 requires	 (attains	 through	 perception)	 a	 certain	 cohesiveness	 and	 form,	 “but	
equally	must	have	some	kind	of	relation	to	a	certain	formlessness.”18		Again	this	emphasises	that	
painting	cannot	be	entirely	pre-determined	because	the	artist	must	be	involved	in	a	productive	
encounter	with	such	disorder	and	dissonance.		
	
	
	
	
	

																																																													
15	Langer,	S.	(1953).	Feeling	and	Form:	a	theory	of	art.	New	York:	Scribner.p64	
16	Gilbert-Rolfe,	j.	(1990).	Seriousness	and	Difficulty	in	Art	Criticism.	Art	papers,	14(6).p29	
17	lbid.	P26	
18	O'Sullivan,	S.	From	Stuttering	and	Stammering	to	the	
Diagram.	Retrieved2016,	from	simonosullivan.net/articles/stuttering-and-stammering.pdf	
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Figure	10.	Untitled	(2016),	Oil	on	canvas.	510x610x10mm	
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COLLISION,	CONFUSION,	COLLUSION	

	
	
	

	

	

	
	
	
	
	
	
Since	a	painting	is	usually	rectangular	and	hangs	on	the	wall	with	consideration	given	to	optimal	
conditions	 of	 a	 spectator’s	 encounter,	 I	 am	 interested	 in	 how	 these	 conditions	 of	 encounter	
contribute	to	the	emergence	of	the	work	of	art.	In	part,	this	is	because	sometimes	things	become	
difficult	for	the	viewer	(or	me)	and	sometimes	they	are	clear,	in	the	assembling	and	interacting	
of	macro	and	micro	aspects	of	vision	(point	of	view).	Small	details	require	the	spectator	to	move	
in	close,	the	overview	requires	backing	off,	and	the	assemblage	requires	the	agency	of	memory.	
Drawing	in,	attention	is	drawn	to	the	fact	of	the	pigment,	and	the	actual	material	surface	of	the	
canvas.	 In	 particular,	 my	 attention	 as	 maker	 is	 drawn	 to	 the	 illusion	 of	 a	 receding	 space	 in	
relation	 to	 the	 installation	 of	 the	 painted	 objects	 and	 surfaces.	 In	 terms	 of	 the	 space,	 I’m	
interested	 in	 placing	 emphasis	 on	 the	 act	 of	 realization,	 of	 noticing	 and	 of	 widening	 our	
perceptions	 beyond	 the	 image	 we	 see	 in	 front	 of	 us.	 This	 includes	 looking	 around,	 behind,	
forward	 and	 from	 side	 to	 side,	 so	 that	 we	 experience	 each	 and	 every	 moment	 of	 visual	
perception	as	an	intimate	place	or	space,	where	every	vector	is	evocative.		This	is	the	reason	that	
I	bring	other	objects	into	play.	It	is	in	the	process	of	moving	up	to,	into,	and	through	the	surface	
of	a	painting,	that	serves	to	change	our	relationship	to	anterior	things,	placed	or	located	in	our	
field	of	perception,	thus	allowing	things	of	the	world	to	exist	in	a	painting’s	new	painterly	order.		
	

Figure	11.	Untitled	(2016),	Oil	and	acrylic	on	board.	
370x370mm	
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Moreover,	 it	may	also	be	 that	 a	 sense	of	 space	 can	be	present	within	 the	work	of	 art	 itself,	 in	
particular	through	the	flatness	of	its	surface	as	it	might	have	the	potential	to	involve	me	as	the	
viewer	to	further	explore	and	look	into	the	continuous	expanse	the	surface	offers.	Similarly	in	As	
Painting:	 Division	 and	 Displacement	 Philip	 Armstrong	 writes	 in	 respect	 to	 Martin	 Barre’s	
painting	 about	 how	 surfacing	 plays	 a	 part,	 regarding	 the	 rising	 or	 the	 application	 of	 the	
uppermost	layer,	and	how	through	the	processes	of	smoothing,	smearing	or	illuminating	allows	
for	an	“exposure”	of	the	flat	plane.19	It	is	as	if	we	can	gain	access	to	the	space	in	his	painting,	both	
as	illusion	and	in	terms	of	receiving	a	sense	of	space	as	it	appears	on	the	very	fact	of	its	surface.	
As	Armstrong	says:		

	
Affleurement	is	frequently	posed	in	terms	of	a	relation	to	light	and	to	air,	so	this	notion	
of	 “surfacing”	 aims	both	 at	what	 a	 surface	 is	 as	 such	 and	 at	 the	breaking	 through	of	
something	 into	a	 region	different	 from	that	 in	which	 it	was	previously	 immersed	 (as	
something	 that	 has	 been	 under	water	 surfaces).	 Surfacing	 has	 its	 violences,	 then,	 as	
well	as	its	risks-above	all,	risks	of	exposure,	the	entering	into	an	alien	element.	20	

	
																																																													
19	Armstrong,	P.		L.,	L	&	Melville,S.	(2001).	As	Painting:	Division	and	Displacement.	Cambridge	Massachusetts:	The	MIT	
Press.p64	
20	Armstrong,	P.		L.,	L	&	Melville,S.	(2001).	As	Painting:	Division	and	Displacement.	Cambridge	Massachusetts:	The	MIT	
Press.p64	

Figure	12.	Untitled	(2016).	Detail		
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In	this	respect,	I	might	consider	focusing	on	the	condition	of	flatness	of	the	work	of	art,	with	a	
concern	for	the	physical	quality	of	the	surfaces	where	I	am	less	concerned	with	composition,	but	
instead	emphasizing	 the	quality	of	surface	as	being	equivalent	 to	a	mark.	What	appears	 to	my	
perception	is	then	as	Armstrong	describes:	“the	very	contingency	of	the	mark	as	the	becoming	
visible	of	the	painting’s	surface.”21	In	this	approach	to	unfolding	of	a	sense	of	space,	he	explains	
that	it	“can	only	happen	as	long	as	the	mark	appears	as	if	constitutive	of	the	ground	at	the	very	
same	moment	 that	 it	 is	 placed	 upon	 it—as	 if	 the	mark	were	 nothing	more	 or	 other	 than	 the	
occasion	 of	 the	 ground’s	 passage	 to	 figuration.”22	 This	 quote	 is	 important	 to	 me	 in	 terms	 of	
thinking	about	 surface	values,	 and	 it	 is	 through	 the	 simplicity	of	 the	visual	 forms	while	at	 the	
same	time	attempting	to	maintain	the	tension	between	dissonance	and	grace	or	delight,	because	
it	 sustains	 my	 further	 exploration	 based	 on	 my	 curiosity	 of	 the	 impalpable	 forms	 of	 light,	
shadow	and	the	sense	of	space.	Hence,	what	seems	to	be	happening	in	the	reflection	of	light,	and	
the	 shadow	 between	 the	 surfaces	 or	 marks,	 leads	 me	 to	 explore	 new	 visual	 interactions	 or	
attributes	of	the	colour—plastic	values	in	themselves,	as	well	as	of	the	surface.		
	
	
	
	

																																																													
21	lbid.p67	
22	lbid	

Figure	13.	Untitled	(2016),	Mixed	media	on	paper	and	board.		
500x650x20mm	
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Figure	14.	Untitled	(2016).	Detail	

Figure	15.	Untitled	(2016).	Detail	



	 23 

My	painting	can	 look	both	 shiny	 (reflective)	and	matte	 (substantial).	There	are	blobs	of	paint,	
and	sometimes	the	surface	is	rough	and	rigid.	There	are	soft	stains	and	subtle	traces.	There	are	
accidental	marks	 and	 precisely	 considered	 lines.	 There	 is	 a	 tactility	 and	material	 trace	 of	 the	
gestures	 made	 in	 painting,	 and	 with	 multiple	 different	 visual	 events,	 overlapping,	 added	 or	
subtracted,	 or	 layered.	 Traces	 disappear	 or	 reappear	 and	 it	 is	 difficult	 to	 obtain	 a	 gestalt-like	
overview	 of	 the	 work.	 Viewing	 requires	 a	 constant	 shifting	 of	 point-of-view—requires	 work.		
Qualities	emerge	over	time	into	those	willing	to	do	this	work.	I,	for	example,	come	to	notice	how	
it	is	the	small	and	nuanced	interventions	that	eventually	catch	and	hold	my	attention.		
	
	

		

	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

Figure	16.	Untitled	(2016),	Mixed	media	on	paper.	1290x1000mm	
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Rhythm	and	improvisation	are	central	to	my	practice—playing	with	the	intensity	of	colours	and	
marks,	the	balancing	between	harmony	and	dissonance,	and	with	movement	as	my	work	forms	
and	deforms	 in	 its	 own	 time.	The	 forms	 can	be	 temporal	 and	occasionally	 similar	 to	music	 as	
they	 develop	 intuitively	 while	 the	 various	 layers	 of	 materials	 emerge	 and	 as	 I	 work	 to	 find	
relationships	between	them.	These	rhythms	might	be	comprised	of	the	vital	rhythms	or	feelings	
that	I	experience	as	they	develop	through	my	questioning	of	what	makes	me	feel,	think	and	act	
in	particular	ways.		
	
My	perception	changes	as	my	eyes	are	directed	to	move,	and	as	this	movement	gives	a	‘sense	of	
life’	or	 ‘fulfilment’	 in	 that	every	moment	of	painting	always	depends	entirely	on	the	activity	of	
being	in	a	process.	For	example,	in	figure	17,	the	painting	began	with	a	focus	on	engaging	with	
my	bodily	sensation	of	movement	as	 I	was	making	 large	gestures	on	the	 large	panel,	and	then	
delicate	small	gestures	on	paper.	Every	decision	I	make	is	based	on	movement	and	change,	from	
the	internal	shifting	of	my	psychic	states	to	the	shifting	of	my	eyes,	to	gesture,	or	the	shifting	of	
yellow	as	it	emerges	in	alignment	and	interaction	with	some	adjacent	colour.	While	we	receive	
aspects	 that	 seem	 present	 to	 our	 vision	 as	 complete	 visual	 qualities	 (determined	 and	 self-
sufficient	 as	 they	manifest	 vital	 and	 plastic	 rhythms),	 they	 are	 all	 contingent,	 interdependent,	
and	so	are	provisional	in	the	work	of	art.	They	can	emerge	differently	in	us	on	each	subsequent	
encounter.	

Figure	17.	Untitled	(2016).	Detail	
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Figure	18.	Untitled	(2016),	Mixed	media,	paper	and	panel.	

910x1400x30mm	and	400x700mm	

Figure	19.	Untitled	(2016).	Detail		
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In	Robert	Motherwell’s	text	Beyond	the	Aesthetic,	he	states	that	the	artist	is	active	in	the	sense	of	
being	 less	 “socially	 conditioned.”23	 Perhaps	 through	 practice	 I	 am	 learning	 to	 be	 less	 socially	
conditioned	in	my	seeing,	looking,	and	understanding	so	that	I	am	bringing	more	into	the	site	of	
encounter	 with	 painting—so	 that	 painting	 connects	 beyond	 its	 field	 of	 visual	 events,	 to	
incorporate	other	accumulating	images	and	ideas	within	my	experience	and	memory,	and	which	
add	up	to	an	aesthetic	cauldron	of	possibilities.	Motherwell	describes	how:			
	

It	 is	natural	 to	rearrange	or	 invent	 in	order	 to	bring	about	states	of	 feeling	 that	we	 like,	
just	as	a	new	tenant	refurnishes	a	house.	The	passions	are	a	kind	of	thirst,	inexorable	and	
intense,	 for	certain	 feelings	or	 felt	 states	…	To	 find	or	 invent	 “objects”	 (which	are,	more	
strictly	speaking,	relational	structures)	whose	felt	quality	satisfies	the	passions…	that	for	
me	 is	 the	activity	of	 the	artist,	an	activity	which	does	not	cease	 in	sleep.	No	wonder	 the	
artist	 is	constantly	placing	and	displacing,	relating	and	rupturing	relations;	his	task	 is	to	
find	a	complex	of	qualities	whose	feeling	 is	 just	right-veering	towards	the	unknown	and	
chaos,	yet	ordered	and	related	in	order	to	be	apprehended.	24	

	
Thinking	 in	 terms	 of	 movements	 of	 the	 artist,	 I	 find	myself	 looking	 for	 aspects	 that	 give	 me	
certain	 intense	 feelings	of	particular	visual	qualities	where	 there	 is	anticipation	 for	something	
exciting	 to	 happen.	 Motherwell’s	 approach	 of	 constantly	 ‘placing	 and	 displacing’	 refers	 to	
painting	as	a	process	of	making	relations	of	aesthetic	order	and	harmony	as	 the	work	unfolds	
during	the	act	of	making.	I	do	this,	just	as	I	also	undo	this,	as	I	find	myself	looking	for	difference,	
difficulty,	and	questioning	modes	of	aesthetic	order—the	search	reflected	in	my	paintings.			
	
	
	

																																																													
23	Stile,	K.		P.,	S.	(1996).	Beyond	the	Aesthetic	In	Theories	and	Documents	of	Contemporary	Art:	A	Sourcebook	of	Artists'	
Writings.	Berkeley	California:	University	of	California	Press.p26	
24	lbid	
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Barbara	Bolt	in	Art	Beyond	Representation	says	that	within	this	intense	state,	which	I	interpret	as	
a	possibly	confusing	and	contradictory	state,	there	no	longer	exists	any	awareness	of	time,	or	of	
making	 decisions.	 She	 describes	 how	 “The	 painting	 takes	 on	 a	 life,	 of	 its	 own.	 It	 breathes,	
vibrates,	 pulsates,	 shimmers	 and	 generally	 runs	 away	 from	 me.”25	 The	 painting	 no	 longer	
represents	something	that	existed	in	the	past.	Instead,	the	work	of	art	itself	begins	to	take	on	its	
own	sense	of	life,	that	is,	it	maintains	such	questions	and	such	vitality	to	the	fullest	degree.	In	my	
experience	 of	 painting,	 there	 comes	 a	 moment	 where	 I	 no	 longer	 have	 the	 ‘right’	 level	 of	
consciousness	to	consider	the	next	act,	and	yet	impetus	remains	to	complete	the	work	so	that	I	
carry	 on	 working	 with	 my	 mind.	 It	 is	 in	 these	 indefinable	 moments	 that	 I	 am	 able	 to	 stop	
painting,	and	from	the	perspective	of	a	viewer	allow	myself	to	do	the	work	of	the	work	of	art	in	
order	to	carry	on	and	continue	my	exploration.	And	through	the	difficulty	a	gap	occurs	in	such	a	
way	 that	 it	 creates	a	new	kind	of	 thinking	and	 feeling.	 In	his	discussion	of	Subjectivity	and	Art	
O’Sullivan	describes	how	this	involves:		
	

…a	 kind	 of	 hesitation	 or	 gap	 between	 stimulus	 and	 response.	 In	 his	 referencing	 	 Henri	
Bergson,	 Deleuze	 attends	 to	 this:	 the	 pause	 between	 action	 and	 reaction	 is	 what	
constitutes	 the	 human	 as	 a	 particularly	 complex	 brain-body	 assemblage.	 This	 pause	
allows	a	certain	amount	of	freedom	and	the	possibility	for	a	more	creative	response	to	the	

																																																													
25	Bolt,	B.	(2004).	Art	beyond	representation	:	the	performative	power	of	the	image.	London	;	New	York:	I.B.	Tauris.p1	

Figure	20.	Untitled	(2016),	Oil	on	canvas.	510x610x10mm	
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world.	 Put	 differently,	 in	 today’s	 world	 it	 is	 important	 to	 change	 speed,	 to	 slow	 down	
sometimes	and	even	at	 times	 to	 remain	 still.	Art,	 in	 fact	 the	contemplation	 of	 art,	might	
have	a	role	to	play	here	(this	is	also	the	sense	in	which	meditation	can	be	understood	as	a	
creative	 technology	 of	 self	 production).	 In	 some	 sense	 such	 an	 ‘aesthetic’	 is	 ‘beyond’	
subjectivity26	

	
As	 he	 describes,	 the	 role	 of	 contemplation	 in	 regard	 to	 the	 gaze,	 reflection	 and	 anticipation	
comprise	 that	which	we	 can	 gain	 an	 admission	 to	 that	 is	 beyond	our	 everyday	 existence,	 and	
beyond	 the	monotonous	 feelings	 so	 that	 it	 becomes	 inherent	 in	our	 aesthetic	 experience.	And	
quite	 possibly	 something	 exciting	 and	 joyful	 might	 emerge	 in	 this	 encounter.	 Through	 our	
memory	of	the	time	of	experiencing	such	a	dissonance,	and	conflict,	 I	 find	that	 it	 is	akin	to	the	
pleasure	of	the	affective,	corresponding	to	that	which	my	body	and	mind	produces	a	kind	of	an	
internal	response	to	as	it	structures	new	ways	of	seeing	and	being	in	a	particular	moment	and	
condition	of	receptivity.		
	
	
	

	
	

																																																													
26	Parr,	A.	(2005).	The	Deleuze	Dictionary	New	York:	Columbia	University	Press.p272	
		

	

Figure	21.	Untitled	(2016),	Mixed	media	on	unstretched	canvas.		

1100x1680mm	
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Installation	 strategy	 is	 important	 in	 my	 practice.	 In	 particular,	 my	 aim	 for	 exploring	 the	
installation	is	to	challenge	conventionally	pictorial	ways	of	looking	at	a	painting.	I	make	holes	or	
interruptions	in	the	surfaces	of	painting,	and	often	include	other	objects,	space	or	lean	my	works	
against	the	wall.	This	interaction	between	the	painted	surface	and	the	space	around	it	(including	
the	architectural	space)	is	explored	as	part	of	what	brings	us,	the	spectator,	into	actual	and	vital	
relation	with	the	work—our	perception	inseparable	 from	the	work	of	art.	Because	attention	is	
demanded	 of	 the	 spectator	 (who	must	 deal	with	 the	 difficulties	 encountered),	 they	 bring	 this	
vitality	 and	energy	 into	 the	work	of	 art—the	viewing	becomes	 active	 and	participatory	 in	 the	
reception	of	the	work.	When	I	observe	from	the	position	of	spectator	(rather	than	painter),	I	am	
similarly	 engaged—constantly	 shifting	 my	 field	 of	 perception,	 forming	 and	 deforming	 the	
work.27		

																																																													
27	Perec,	G.	(1997).	Species	of	spaces	and	other	pieces	(J.	Sturrock,	Trans.).	London,England;New	York,N.Y.,USA:	
Penguin	Books.p	81	

Figure	22.	Untitled	(2016).	Detail		
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Figure	23.	Untitled	(2016),	Mixed	media.	370x370mm	and	
1200x1200x40mm	
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CONCLUSION	

	

	

	
In	conclusion,	my	exploration	of	 image-making	consists	of	a	dynamic	 interplay	of	contingency,	
chance,	 and	 practiced	 (learned)	 factors	 that	 inform	 the	 decisions	 and	 painting	 gestures	 that	 I	
make.	 	My	aim	is	to	create	new	visual	experiences	through	a	method	that	involves	a	process	of	
forming,	 deforming,	 and	 reforming	 as	 a	means	 to	 elude	 cliché	 and	 generate	new	questions	 or		
problems—difficulties	that	require	further	attention,	further	painting.	In	this	respect	my	work	is	
based	in	my	response	to	colour	sensation,	in	ways	that	emphasise	movement	and	change,	and	so	
eschew	singular	and	rational	readings	or	meanings.	As	I	paint,	I	am	often	simultaneously	asking	
contradictory	 questions	 of	myself,	 or	 doing	 something	 completely	 opposite	 to	what	 had	 been	
proposed	in	my	imagination—deforming	emerging	trajectories.	And	while	decisions	and	actions	
are	constantly	negotiated,	and	re-negotiated,	it	is	this	simultaneous	tendency	of	working	striving	
towards	a	solution	and	working	away	from	a	solution	that	sustains	further	exploration;	further	
painting.	 I	 describe	 this	 process	 as	 a	 condition	 of	 collision,	 confusion	 and	 collusion.	 Through	
practice,	 I	 have	 learned	 to	 value	 difficulty,	 and	 to	 work	 in	 constant	 negotiation	 of	 a	 balance	
between	 harmony	 and	 dissonance,	 between	 form	 and	 formless,	 between	 something	 and	 no-
thing.		This	is	the	challenge	and	vitality	of	painting	for	me—the	basis	of	a	joyous	method.			
	

Figure	24.	Untitled	(2016),	Oil	and	acrylic	on	board.	370x370mm	
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Figure	25.	Untitled	(2016),	Oil	on	canvas.	510x510x40mm	
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ARTWORKS	

	

The	following	images	are	in	approximate	chronology,	as	they	are	my	own	works	I	have	made	
and	which	are	not	embedded	within	the	exegesis.			
	

	

	

	

	

Figure	26.	Untitled	(2016),	Mixed	media.	430x350mm	

		

Figure	27.	Untitled	(2016),	Watercolour	and	pastel	on	paper.	

540x420mm	
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Figure	28.	Untitled	(2016),	Watercolour	on	paper.	
300x430mm	
	

Figure	29.		Untitled	(2016),	Mixed	media,	paper.	
620x780mm	
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Figure	30.		Untitled	(2016),	Mixed	media	on	pape.	
560x1230mm	
	

Figure	31.	Untitled	(2016),	Oil	on	unstretched	canvas.	
	990x780mm	
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Figure	33.		Untitled	(2016),	Oil	on	paper	and	canvas.	
620x750mm	
	

Figure	32.	Untitled	(2016),	Oil	on	canvas.	500x500x40mm	
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Figure	34.	Untitled	(2016),	mixed	media	on	unstretched	canvas.	

1100x1270mm	
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APPENDIX		

	

Visual	documentations	of	Exhibition		
	
The	images	in	this	appendix	are	of	the	exhibition	that	was	the	outcome	of	this	research.	The	
exhibition	was	held	at	St	Paul	St	Gallery	Auckland	from	11th	to	16th	November.	Five	works	were	
exhibited,	all	of	which	were	created	within	a	one-month	time	span	leading	up	to	the	exhibition.	
The	arrangement	of	paintings	emerged	as	a	provisional	possibility,	during	several	days	of	
arranging	and	rearranging.	On	one	side	of	the	gallery,	four	works	were	propped	against	one	wall	
along	with	plastered	and	plastic	objects	placed	adjacent	to	the	canvases,	or	paper	and	wooden	
panels.	On	a	wall	opposite	these	four	paintings	a	single	work	was	propped	up	on	one	corner	by	a	
coloured	object	made	of	plaster.		
	
	

	
	

Figure	35.	Installation	view	
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Figure	37.	Untitled	(2016),	Mixed	media	on	paper	and	

board.		710x1610x90mm.	

Figure	36.	Untitled	(2016),	Mixed	media.		

1200x1700	x	90mm.	
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Figure	39.	Untitled	(2016).	Detail	

Figure	38.	Untitled	(2016).	Detail	
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Figure	40.	Untitled	(2016),	Mixed	media	on	paper	and	wooden	board.	1900x1200x90mm.	

Figure	41.	Untitled	(2016).	Detail	
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Figure	43.	Untitled	(2016),	Mixed	media	on	paper	and	

board.	720x1000x30mm.		

Figure	42.	Untitled	(2016).	Detail	
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Figure	44.	Untitled	(2016).	Detail	

Figure	45.	Untitled,	2016.	Mixed	Media	on	paper	and	MDF,	

(left)	700x1000mm	(right)	1200x1200x230mm.	
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Figure	46.	Untitled	(2016).	Detail	

Figure	47.	Untitled	(2016).	Detail	
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Figure	48.	Untitled	(2016).	Detail	

Figure	49.	Untitled	(2016).	Detail	


