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Openings 
Saul Appelbaum 

 

 
Erotic Public Stream: After Effect, aluminum metal point drawing, bed, aluminum laptop, matte latex, 
filthy cotton sheet, down comforter, seminal fluid, dimensions variable, 2010 – 12 (destroyed by the 
University of Chicago’s Residential Services in June 2012). 
 
After-Market 
 
0a.) We sufficiently proved that any anti-market object, material, medium, social contract, discourse, and 
event in art has a market, no matter how mundane the object, disgusting the material, dematerialized the 
medium, linguistic the subject, dialogic the form, and open the service.   
----- 
0b.) How do I exploit the goods and services industries via the art market?  How do I act with decorum? 
It’s a question of liquidity, harnessing resources, and redirecting time and space to moral abstractions like 
laughter.  Life in the after-market is about comedy, excess, waste, and death.  Once we feed off the living 
dead then laughter commences. 
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Opening 1 
∑ 

 

 
Presidential Portrait, web image (overlay), dimensions variable, 2012. 
 

 
Sardinian Plant, web image (crop), dimensions variable, 2012. 
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Among the very ancient people of Sardinia, who were called Sardi or Sardoni, it was customary to 
kill old people. While killing their old people, the Sardi laughed loudly. This is the origin of notorious 
sardonic laughter (Eugen Fehrle, 1930), now meaning cruel, malicious laughter. In light of our 
findings things begin to look different. Laughter accompanies the passage from death to life; it 
creates life and accompanies birth. Consequently, laughter accompanying killing transforms death 
into a new birth, nullifies murder as such, and is an act of piety that transforms death into a new life. 
- Vladimir Propp, web text copy | paste. 

 
Decoration: adornment and waste   
 
1a.) Decoration is a vast and wasteful allotment of resources and energy.  Most people indulge in it.  Most 
people use art as décor with remote trends in mind.  Most people don’t care about what’s innovative in art 
and ecological design now.  This is why so many people buy warm colorful large abstract panels to offset 
inefficient cold glass walls that need a highlight.  Not many people want informal cold crumples of 
standard paper that signify the cruel exploitation of art and natural resources.  Do cattle want a Sardinian 
S?   
----- 
1b.) It’s hilarious that close to one century after the emergence of radically left abstraction in the plastic 
arts, it’s now a default setting for commercial urban décor.  Perhaps in another century, abstraction will be 
the paradigm for presidential publicity.  As a politician broadcasts the new world order with a Suprematist 
knockoff in the background, hoards of urbanites ask artists to crumple paper.  In claustrophobically clean 
urban flats people cover small floor areas with every imaginable variation of the crumple.         
 
I prepare for this time in the present by using informal methods of display, crumpling things, and hand 
making large colorful surfaces.  Collectors may choose to casually frame, hang, crumple, and drop the 
surfaces anywhere.  Gallery showrooms encourage people to drop them on flat surfaces like a rug or table 
cloth.  People may put plates, lamps, feet, tea cups, or whatever on the surfaces.   
 
For now, they probably won’t because each surface is original.  Therefore, I move toward the production 
of custom mass produced surfaces to give people more confidence in destroying the unoriginality of these 
decorations.  Mass production allows me to reach a larger contingency.  In this economy, more is more. 
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Opening 2 
∑ 
 

Detail, Shooting Laughter through a Transparent Film, paper, oil paint, plastic, 2011 – 12.   
 

 
Future Perfect Plastic: Toward a New Excess: City Décor I & II, chair, plastic, and oil paint, 
dimensions variable, 2012 (City II destroyed by the University of Chicago’s Facilities Services Capital 
Project Delivery Group in the Fall of 2012). 
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Painting exceeds its frame and is realized in polychrome marble sculpture; and sculpture goes 
beyond itself by being achieved in architecture; and, in turn, architecture discovers a frame in the 
facade.  But the frame itself becomes detached from the inside, and established relations with the 
surroundings so as to realise architecture in city planning.  From one end of the chain to the other, 
the painter has become an urban designer. 
… 
This extensive unity of the arts forms a universal theater that includes air and earth, and even fire 
and water.  In it, sculptures play the role of the real characters, and the city decor in which 
spectators are themselves painted images or figurines.  The sum of the arts becomes the Socius.  The 
public social space inhabited by Baroque dancers. 
- Deleuze, web text copy | paste. 

 
Process: too many objects not enough scarcity 
 
2a.) Since a philosopher | literary theorist step-grandfathers me into architecture and urban planning, I 
begin with a figure of speech.  Architects use the chair as a metonymic figure for buildings and buildings 
as metonymic figures for cities.   
----- 
2b.) Architects and structural engineers study the strength of folds and crinkles in thin flat plates.  The 
process of folding implies certain materials over others.  My urban studies are in plastic and paper, both 
thin flat plates for covering metal, concrete, and glass.  The paint coat is a direct result of the pliability of 
the substrate and how it wraps around objects, like chairs, subverting the intended function and 
theatrically masking the shape.   
----- 
2c.) My masks are a result of the strength of folds and crumples.  I let the folds and crumples direct the 
paint.  It requires no strict hand control.  Since the paint moves to its more or less static and dry position 
on its own, my gestural mood, strict or not, has little consequence in the result, so why put in the extra 
expressionistic effort.  It’s a matter of Freudian economy.  I could put expressionist energy into thinking 
about fucking.  Sometimes, for the fuck of it I apply the paint with muscular verve, just to see gravity 
neuter my masculinity.  It’s quite beautiful when it happens.   
-----      
2d.) Practically speaking, after making the handmade crumples and folds, a machine could apply the 
paint, and the result would sit satisfactorily with the more original surfaces.  A machine could crumple 
and fold multiples and paint them, after I go through the process of communication, form finding, design, 
and prototyping, and customizing machine templates.   
 
Despite a satisfactory sitting, a machined surface differs from a handmade one.  I see the originals as 
prototypes that apparently function as paintings per se.  Now there’s a strange relationship between 
originality, scarcity, and at handedness.  My prototypes probably seem more valuable because my hand is 
more inscribed in the process.  They’re original due to the accidents, experiments, and conceptual 
indeterminacies that articulate the surface on the way to machine production. 
----- 
2e.) I can hand make 1 square yard prototype per minute, including the time it takes to mix the color, 
crinkle and fold the surface, and apply the paint.  The Sears Tower is 502,320 yards in surface area.  This 
means I can cover the tower in 349 days, with 24 hour sessions each day.  Since I don’t like the idea of a 
suicidal rampage, I need to produce things with others to reach the deadline.   
 
On the other hand, with machine production I can cover larger surfaces even more economically.  I can 
conserve human labor and material costs and put these resources into other things like filming love 
fantasies. 
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2f.) Decor is distinct from ornament today insofar as it’s free to mimic or subvert an architect’s master 
design.  My custom mass produced decorative surfaces will cover gigantic areas.  I have a hunch about 
this.  Cost efficient engineering diminishes the art of ornament in buildings.  The art of ornament today is 
doubly diminished by how it partakes in functional and/or structural systems.  It’s part of the science of 
building.  I believe that making large scale surfaces for decoration will re-invigorate how we inscribe 
excess and waste in the built environment, the way art in ornament was. 
----- 
2g.) My ultimate aim is to use sales from originals in special showrooms to produce a catalog of 
immaterial instructions, work toward machine production, make a conceptual model for custom 
decorative differences, toscale from an original surface to a glass curtain wall and shoot laughter through 
a transparent film. 
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Opening 3 
∑ 

 

 
Throwback Scat: the 60’s: Showroom ‘A’, drapes, banners, and piles, dimensions variable, Logan Center 
for the Arts Gallery, May 2012. 
 

 
Minimal Inflection of Spirit for Internal Living: Showroom ‘B’, web image (cut, crop, overlay), 
dimensions variable, 2012. 
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Showroom: the cold frame gamut 
 
3a.) A cold showroom displays filthy surfaces in cold frames.  Apparently, some frames seamlessly merge 
with the cold room. The room and frames promise colorful and warm life within the product.  After 
buying a surface people surround it with their own room and decorative choices.  They may imitate the 
cold store and/or choose a more colorful and warm life.  Regardless, the cold frame stands out against a 
colorful life within and without, but merges with a cold room.  
 
Another cold showroom scatters, piles, and hangs frameless filthy surfaces around the room.  The room 
itself is the only cold frame.  The products in this showroom still promise colorful life within.  After 
buying something people make a decision to either live their life colorfully and/or live vicariously 
through the product.  Without a frame, the surfaces stand out against a cold life outside but merge 
seamlessly with warm living. 
 
A third showroom mixes these two paradigms.  With this simple gamut, it is best to do A | B testing to 
find out which strategy sells more in this or that type of neighborhood.   
----- 
3b.) The site for accidents, experiments, and conceptual indeterminacies is irregular.  Everything scatters, 
piles, crumples, and hangs, including the walls. 
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Opening 4 
∑ 

 

 
Together, We Can Make Us All More Untitled, Chicago Union Station, foot imprints on marble steps, 
dimensions variable, 2012. 
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Informal Collaborative: Warm Studio Waste, Doomsday Studio, dimensions variable, 2010 – 12 
(destroyed by the University of Chicago’s Facilities Services Capital Project Delivery Group in the Fall of 
2012). 
 

 
Informal Collaborative: Cold Studio Waste, Doomsday Studio, dimensions variable, 2010 - 12 
(destroyed by the University of Chicago’s Facilities Services Capital Project Delivery Group in the Fall of 
2012). 
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Tactility: artificial finish everywhere 
 
4a.) I was walking up the stairwell in a library.  The handrail on the left hand side was a different shape 
than the one on the right hand side.  The one on the right side had an inward notch on the top of the right 
side of the rectangular cross section.  I caught this notch with my fingertips.  As my legs stepped up, I felt 
the shifting weight in my hand.  The compressions and decompressions from my legs moved through my 
body in rhythm with my right hand.  The sensation reminded me that the notch strengthens my grasp to 
pull my body up.   
 
Walking down, I noticed that the handrail on the right hand side is flush with the downward movement of 
the open stairwell shaft.  There is no notch.  I thought people should walk down on this side because 
there’s little need to pull the body up when walking down.   
 
The notch on the handrail mimicked the inward notch of the warm florescent lighting in the walls.  The 
warm color emphasized the rusticated wall.  There’s no practical connection between the two notches, the 
rustication, and the light, but I felt continuity in the design.     
 
This is a description of a common awakening based on movement, tactility, and vision (even if it’s felt 
intuitively and not overthought).  As pointed out by my close friend and designer K.S.C.A., the architect 
hosted the event.  This is an experience I have with a well-worn marble staircase because it’s made for 
multiple people to do the same thing, leaving their informal imprint along the way.   
 
I can imagine what it feels like to walk on a painting but if I am not allowed to touch the surface I can 
only project.  I can imagine what it feels like for many people to put graffiti on a wall.  I can touch all of 
those marks, but the focus is on touching individuals’ marks and not the repetition of a common tactile 
experience.   
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Opening 5 
∑ 

 
Andrea Palladio’s Theatro Olimpico & Window, web images (cut, crop, overlay), variable dimensions, 
2012. 

 

 
Icons: Transparent Window and On Kawara Opaque Timestamp with Scrim, web images (cut, crop, 
overlay), variable dimensions, 2012. 
 
 
 
 
 
 
 
 



13 
 

 
Other Peoples’ Privates: OPP, web image (screen capture), variable dimensions, 2010 - 12. 
 

As we go in this century from paper to the computer screen -- and tomorrow's computer screens with 
have the richness and resolution of paper -- all these non-sequential forms, and more, are possible. 
And we must discover and invent them. 
 
Some are obvious. The most obvious is that which simply connects chunks of text by alternative 
choices -- we may call these links, of which more later -- presented to the user. I call this simply 
chunk style hypertext. The user, or reader, moves through it by reading one chunk, then choosing the 
next. 
 
Another form of text that is becoming increasingly important is compound text, where materials are 
viewed and combined with others. A good way of visualizing this is as a set of windows to original 
materials from the compound texts themselves. Thus I prefer to call this windowing text. 
... 
The structure of ideas is never sequential; and indeed, our thought processes are not very sequential 
either. True, only a few thoughts at a time pass across the central screen of the mind; but as you 
consider a thing, your thoughts crisscross it constantly, reviewing first one connection, then another. 
Each new idea is compared with many parts of the whole picture, or with some mental visualization 
of the whole picture itself.   
- Theodor Holm Nelson, web text copy | paste. 
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Free Association: free as in exploit your personal information 
 
5a.) I make studies with the scattering effects of Web distribution.  I sometimes give away original 
surfaces for free via the Vera Maurina Press website in exchange for feedback.  The feedback happens in 
online forms and through email.  I import these scattered thoughts into my unoriginal images and texts 
with free associative methods.  I am also concerned with the scattering that happens to a single oeuvre in 
buildings and cities, staged by meandering free associative web communications, loss of decorative 
authorship, and tactile experiences of the surfaces.   
----- 
5b.) It is of note that the omnipresent and omniscient grid in architecture and city planning is a direct 
correlate to design in web architecture.  Most websites are constructed with a grid to intuit navigation, but 
behind the scenes the network nodes and vectors pile up in a complex tangle.  Similar to this tangle, I 
want the various threads of my surfaces to segment into the different moods of buildings based on the 
people that occupy and have occupied them, severing my work over geographic and temporal distances, 
social and historical substrates (leisure, work, home, public), and transformations through different 
mediums (email, web pages, plastic sheets, pigments, oil, water, etc).   
----- 
5c.) In communications I tend to expand to multiple threads of thought and then attempt to meander my 
way back to a single thread.  It’s a weird kind of intellectual challenge.  Expansion and meandering 
around issues and objects is a method of indefinitely continuing conversation while directing away from 
the stultifying effects of marketing language. 
----- 
5d.) On a more representational tip, windows are a figure of speech in computer space.  When I put 
images of my surfaces in windows, the pictorial space becomes a self-reflexive nightmare.  They are in a 
figural window referring to abstraction.  Expand the image as much as possible and it always locks into 
the window screen.  Crazy graphics don’t defy the window.  Expand the image to digital projection, and it 
is no longer a window.  Digital projection is a figural filmic screen, but still the tactility internal to the 
surface is lost. 
----- 
5e.) When I print images of my surfaces to a screen, tactility is lost, absent.  When I put my surfaces in a 
building the screen is absent and the digital connection is purposefully cut.  Those that experience the 
images online have a memory of the image in the tactile context of the showroom, not unlike the new 
department store model.  This memory is a potent site for staging experiences between work, leisure, 
home, public, and showroom. 
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Opening 6 
∑ 
 

 
Filthy Screens: A. McQueen Spring Collection, web image, oil paint, plastic, paper, dimensions 
variable, 2011 – 12. 
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In the field of colour, one can note that few artists really manage to do something with it.  Colour is a 
vast problem, it seems difficult to apply rules to it.  There are no safeguards.  On the other hand, to 
create a harmony which works is something which every designer, couturier or color consultant 
manages to do very well.  You just need a little bit of taste.  While taste is something which can be 
acquired, it has nothing to do with colour in the field of art, when it makes itself pure thought. […]  
- Daniel Buren, web text cut | paste. 

 
When the means employed by painters are taken up by fashion and by big department stores, they 
immediately lose their significance.  They no longer command any power over the mind.  Their 
influence only modifies the appearance of things; only the nuances are changed. 
 
Color helps to express light, not the physical phenomenon, but the only light that really exists, that in 
the artist’s brain. 
 
Each age brings with it its own light, its particular feeling for space, as a definite need.  Our 
civilization, even for those who have never been up in the aeroplane, has led to new understanding of 
the sky, of the expansion of space.  Today there is a demand for the total possession of this space. 
- Henri Matisse, web text cut | paste. 

 
Color: hedonistic formality  
 
6a.) I derive my current color scheme from neo-Baroque elegance in the fashion industry, a style that 
diplomats and fashionistas fall into sometimes.  I do believe it’s very difficult to do something more than 
‘modify the appearance of things’.  Color is one of those things that’s ‘hard to apply rules to’, but so too 
is the desire to drape and decorate things.  Surface color in general is indelibly part of a ‘particular feeling 
for space, as a definite need’.  I feel no need to diminish the socio-economic importance of color in 
design.  Colors articulate the ideologies of bodies and buildings.   
----- 
6b.) Architects and urban planners often use artificial earth tones as a throwback to a lost connection with 
the earth.  Sometimes it’s a matter of regional sensitivity to an urban environment that’s filled with more 
natural materials, e.g. a medieval village.  Sometimes one lets a brick be a brick because of a purist desire 
to strip things to bare Truth.  I use sleek metal, black, white, and grey as the new gild because 
cosmopolitanism is built with metallic frames, Blacktop, white walls, and grey furniture/fixtures.  Other 
colors are far between.      
----- 
6c.) In some surfaces I tend toward a tonal concept of light and color.  In others I tend toward a chromatic 
concept.  A tonal concept contains a full spectrum of color and deploys black, white, and grey as a 
coloring medium.  In a chromatic concept, hue transcends intermediary tints.  The tonal concept is like 
representing grey architecture to move the eye through to colorful figurines.  The chromatic concept does 
not use grey architecture as an intermediary, but rather uses surface areas to juxtapose and balance color 
temperature, like when a single stroke of blue-green in a lake balances a red chimney brick, yet the two 
are miles apart.  
----- 
6d.) In my showrooms, I stage both chromatic and tonal concepts.  It all depends on motion and 
viewpoint.  It also depends on a kind of leveling where sometimes a chromatic read is more apparent than 
a tonal one, and vice versa.  A chromatic read transcends the frame and a tonal one does not.    
 
Black, white, and grey sometimes act as a backdrop for a more colorful life within.  Sometimes the 
surfaces merge with the backdrop because they contain the backdrop colors.  In other words the surfaces 
blend in and out of the city.  The transparency and translucency in the surfaces function in similar ways.  
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Some surfaces have a strong sense of inner light and reflection because of the glazing, directing attention 
both in and out.  Some have a strong sense of outer light and opacity because I use powder pigment.   
----- 
6e.) I sometimes mix slight tints of artificial color with white to barely upset the peacefulness of white 
walls.  It’s a subtle reminder that no one of the living dead can return to earth.  I also use high pitch 
artificial colors as a not-so-subtle reminder. 
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Opening 7 
∑ 

 

Pollock and Tureen, Louise Lawler, Arranged by Mr. and Mrs. Burton Tremaine, Connecticut, 
silver dye bleach print, 28 x 39 in., 1984. 
 

But don't tell my heart, my achy breaky heart  
I just don't think it'd understand  

And if you tell my heart, my achy breaky heart  
He might blow up and kill this man  

Ooo 

- Billy Ray Cyrus, web text cut | paste 
 
Mission for the Future: laughter is not a commodity  
 
7a.) Going beyond abstractions for interiors, I make filthy handmade and custom manufactured surfaces 
for decorating cold and warm bodies, interiors, exteriors, and landscapes.  I deploy all modes of 
abstraction including decorative patterning, naturalist contortions, metaphysical vision, and conceptual 
formula.  I call this hybrid form Labor of Love, Loveless Labor Now.  The handmade surfaces 
counterpoint against cleanly manufactured commodities. 
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7b.) In the summer of 2012 I will offer a new line of filthy surfaces inspired by provincial patterns.  
Provincialism promises a common bond between regional partisan raison d'être and abstract production.  
While the filthy provincial surfaces cater to upper class and wealthy property owners with a strong sense 
of place in society, I will next manufacture more generic patterns for transient poor laborers.  
----- 
7c.) I realize that urbanity is an interface to global warming, and know that urban cultural districts, 
development, programming, and tourism play into this.  Therefore I see a moral and functional future in 
mass customized ecological urban beach wear and outdoor scenic furniture for middle class creative types 
with heartfelt ideas about world-wide partisan identity. 
 

 
 

 
 

Mark Rothko and the Spirit of Interior Architecture | Vera Maurina Press, Throw Blanket & Fruit Bowl for 
Interior Décor, Naught Company Loft, Chicago, IL, 2012 
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Mark Rothko and the Spirit of Interior Architecture | Vera Maurina Press, Throw Blanket & Fruit Bowl for 
Interior Décor, Naught Company Loft, Chicago, IL, 2012 
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Multidimensional Tex-
tiles: warp, weft, pattern, 
building, and the allego-
ry of the real | Five Pil-
lars of Painting: history, 
portrait, landscape, still 
life, and abstraction
—Saul Aaron Appelbaum

Weaving? Weaving I thought was too sissy. I was looking for a 
real job: I went into weaving unenthusiastically, as merely the 
least objectionable choice 
--Anni Albers, World Wide Web cut | paste 
------------------ 
 
What strikes me is the fact that in our society, art has become 
something which is related only to objects and not to individu-
als, or to life. That art is something which is specialized or 
which is done by experts who are artists. But couldn't every-
one's life become a work of art? Why should the lamp or the 
house be an art object, but not our life?
--Michel Foucault, World Wide Web cut | paste 

------------------ 
 
I accepted this assignment with strictly malicious intentions. I 
hope to ruin the appetite of every son of a bitch who ever eats 
in that room. 
--Mark Rothko, about his Four Seasons restaurant painting 
commission, World Wide Web cut | paste 



Rudolf Stingel at the Palazzo Grassi, 2013 
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Weaving? Weaving I thought was too sissy. I was looking for a 
real job: I went into weaving unenthusiastically, as merely the 
least objectionable choice 
--Anni Albers, World Wide Web cut | paste 
------------------ 
 
What strikes me is the fact that in our society, art has become 
something which is related only to objects and not to individu-
als, or to life. That art is something which is specialized or 
which is done by experts who are artists. But couldn't every-
one's life become a work of art? Why should the lamp or the 
house be an art object, but not our life?
--Michel Foucault, World Wide Web cut | paste 

------------------ 
 
I accepted this assignment with strictly malicious intentions. I 
hope to ruin the appetite of every son of a bitch who ever eats 
in that room. 
--Mark Rothko, about his Four Seasons restaurant painting 
commission, World Wide Web cut | paste 

------------------ 
 
These are not paintings...I have made a place. 
--Mark Rothko, World Wide Web cut | paste 

------------------ 
 
Abstract art never interested me; I always painted realistically. 
My present paintings are realistic. 
--Mark Rothko, World Wide Web cut | paste 

Mark Rothko and the Spirit of Interior Architecture | Vera Maurina Press, Throw Blanket & Fruit Bowl for 
Interior Décor, Naught Company Loft, Chicago, IL, 2012 
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------------------ 
 
Aha! It is true that certain parts in my own work approach nine, 
ten, eleven, twelve pulses per second, around the alpha wave 
region, which is very important for telepathy and telekinesis - a 
very interesting zone where we lose our ability to make distinc-
tions between rhythm and pitch. It starts already at six or seven 
per second, and then after sixteen per second we are in a new 
realm of perception where we talk about pitch, a "low sound." 
But the zone that I have just mentioned is related to our brain 
vibrations, and I have composed quite a lot of music where I 
like to stay in this zone. It's a sort of gray zone between realms 
of perception, between rhythm and pitch. And the same 
applies, by the way, to a zone between pitch and timbre. So if it 
goes beyond about thirty-two hundred per second, then there is 
a zone where pitch is steadily becoming what we call timbre, 
the high partials. And the same is true also for eight seconds: 
when the durations from one-sixteenth of a second become 
longer and longer, there is that gray zone, and then we come 
into rhythm. We are dealing with longer and longer durations 
for slow movements, slow rhythms and metres; and when we 
go beyond eight seconds, then we lose memory, we cannot 
remember well enough if it is eleven seconds or twelve sec-
onds. We have no developed sense for that. The memory is 
then weak. And that's very good, very interesting. Because 
then we begin to perceive formal subdivisions, longer dura-
tions. What's inside we consider as being the texture of a 
longer formal duration. So we have new music, switching 
sometimes in transitions from one realm of perception to anoth-
er one, and that really is something new. 
--Karlheinz Stockhausen, World Wide Web cut | paste



Weaving? Weaving I thought was too sissy. I was looking for a real job: I went into 
weaving unenthusiastically, as merely the least objectionable choice 
--Anni Albers, World Wide Web cut | paste 
 

------------------ 
 

What strikes me is the fact that in our society, art has become something which is                
related only to objects and not to individuals, or to life. That art is something which is                 
specialized or which is done by experts who are artists. But couldn't everyone's life              
become a work of art? Why should the lamp or the house be an art object, but not our                   
life?  
--Michel Foucault, World Wide Web cut | paste 

 
------------------ 

 
I accepted this assignment with strictly malicious intentions. I hope to ruin the appetite              
of every son of a bitch who ever eats in that room. 
--Mark Rothko, about his Four Seasons restaurant painting commission, World Wide           
Web cut | paste 
 

------------------ 
 

These are not paintings...I have made a place.  
--Mark Rothko, World Wide Web cut | paste 
 

------------------  
 
Abstract art never interested me; I always painted realistically. My present paintings            
are realistic. 
--Mark Rothko, World Wide Web cut | paste 
 

------------------ 
 
Aha! It is true that certain parts in my own work approach nine, ten, eleven, twelve                
pulses per second, around the alpha wave region, which is very important for             
telepathy and telekinesis - a very interesting zone where we lose our ability to make               
distinctions between rhythm and pitch. It starts already at six or seven per second,              
and then after sixteen per second we are in a new realm of perception where we talk                 
about pitch, a "low sound." But the zone that I have just mentioned is related to our                 
brain vibrations, and I have composed quite a lot of music where I like to stay in this                  
zone. It's a sort of gray zone between realms of perception, between rhythm and              
pitch. And the same applies, by the way, to a zone between pitch and timbre. So if it                  
goes beyond about thirty-two hundred per second, then there is a zone where pitch is               

3 

------------------ 
Textiles have played a very special role in the history of human-
ity because of their unique and contradictory dual character: 
they are at the same time very delicate and vulnerable to the 
natural elements and human use on the one hand, while on the 
other hand, they are very rugged, resilient and portable as 
objects of transport. 
This latter characteristic has given textiles a unique place in 
history, especially silk textiles, in the interwoven history of orna-
ment and the history of trade. The perfect combination of costli-
ness, light weight and durability of silk made it a very profitable 
object of trade (along with spices, gems and other products 
which share these physical characteristics), and with this trade, 
an essential means of communication for motifs, designs, cul-
tural values and ideas, as well as the power behind them. In 
this sense, the historical ‘durability’ of textiles is very similar to 
that of architecture, but instead of immutable monumental and 
heroic remains physically linked to a particular place, we have 
mobile textile fragments. 
Although textiles are often thought of simply in terms of clothing 
(first for protection from the elements and later, for purposes of 
adornment), and in terms of interior decoration, it should not be 
forgotten that they have also been an essential element of 
housing, in the form of the tent (on which subject there is a 
remarkably small literature), and for travel itself, in the form of 
luggage, and especially, for sails for wind-powered water trans-
portation.  
--Seth Siegelaub, World Wide Web cut | paste 

steadily becoming what we call timbre, the high partials. And the same is true also for                
eight seconds: when the durations from one-sixteenth of a second become longer and             
longer, there is that gray zone, and then we come into rhythm. We are dealing with                
longer and longer durations for slow movements, slow rhythms and metres; and when             
we go beyond eight seconds, then we lose memory, we cannot remember well enough              
if it is eleven seconds or twelve seconds. We have no developed sense for that. The                
memory is then weak. And that's very good, very interesting. Because then we begin              
to perceive formal subdivisions, longer durations. What's inside we consider as being            
the texture of a longer formal duration. So we have new music, switching sometimes              
in transitions from one realm of perception to another one, and that really is something               
new. 
--Karlheinz Stockhausen, World Wide Web cut | paste 
 

------------------ 
 

Textiles have played a very special role in the history of humanity because of their 
unique and contradictory dual character: they are at the same time very delicate and 
vulnerable to the natural elements and human use on the one hand, while on the other 
hand, they are very rugged, resilient and portable as objects of transport. 
 
This latter characteristic has given textiles a unique place in history, especially silk 
textiles, in the interwoven history of ornament and the history of trade. The perfect 
combination of costliness, light weight and durability of silk made it a very profitable 
object of trade (along with spices, gems and other products which share these 
physical characteristics), and with this trade, an essential means of communication for 
motifs, designs, cultural values and ideas, as well as the power behind them. In this 
sense, the historical ‘durability’ of textiles is very similar to that of architecture, but 
instead of immutable monumental and heroic remains physically linked to a particular 
place, we have mobile textile fragments. 
 
Although textiles are often thought of simply in terms of clothing (first for protection 
from the elements and later, for purposes of adornment), and in terms of interior 
decoration, it should not be forgotten that they have also been an essential element of 
housing, in the form of the tent (on which subject there is a remarkably small 
literature), and for travel itself, in the form of luggage, and especially, for sails for 
wind-powered water transportation.  
--Seth Siegelaub, World Wide Web cut | paste 
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To designate a home or a lamp as works of art—without 
recourse to the old hierarchy separating “applied” from 
“fine”—is to register the postmedium and poststudio condition 
of the present. Painters now deploy whatever material, pro-
cess, linguistic system, spatial context, or social configuration 
best articulates an experience. Today this includes the soft 
infrastructures of Agile Cinema®: the iterative staging of 
images across walls, textiles, and screens—surfaces that 
behave like moving weaves.

If a painter analyzes a traditional textile motif, develops a varia-
tion in dye technique, weaves a new abstraction, installs it in an 
Italian palazzo, and names it part of an extended painting prac-
tice, the question is not whether the surface is painting or tap-
estry. The question becomes: How does the surface function 
structurally within both micro- and macro-construction—wheth-
er held in the hand, spread across a floor, or flickering on a 
screen?

Digital printing on textile is not minor art; it is a technology. Oil 
paint is not inherently high art; it too is a technology. And when 
technologies meet, the distinction between the woven surface 
and the luminous surface—between textile and display—grows 
thin. The one-to-one identification of painting with textile per-
sists precisely because it has never been disproven; screens 
only intensify the analogy, becoming new looms of perception.



 
Multi-dimensional Textiles : warp, weft, pattern, building, and allegory of the real | Five Pillars 

of Painting : history, portrait, landscape, still life, and abstraction 

 

--Saul Aaron Appelbaum, VMP Co-Founder 

 

Calling a home and lamp works of art with no qualification between what is applied art, what is 

fine art, and who is authorized to act as an artist all resonate into the so called ‘post-medium’ and 

‘post-studio’ condition today, where painters use whatever material, process, language, location, and 

social grouping  that best suites the experience/ideal/concept they desire to stage. If a painter analyses a 

traditional textile motif, develops a variation on dying techniques, weaves a new abstraction, hangs it in 

an Italian palazzo, and calls it part of an extended painting practice, the question is not so much whether 

or not a textile or patterned surface is a painting, tapestry, or mural but rather it is a question of how well 

the surface supports the micro and macro-construction. 

 

Digital printing on a textile is not minor art. It is a technology. Oil paint production is not high art. 

It is a technology. Technology is technology. Here oil paint and textile production bind together through 

artificiality or artifice. The one-to-one identification of painting with textiles works because it cannot and 

has not been disproven, ever. Attempts have been made for sure, but most fall apart at the core of 

color, shape, and pattern. Painting per se today opens beyond recognition, beyond an identifiable 

medium, and is in a gray zone between realms of perception, language, and materiality. 

 

Painting today is the articulation of any surface with color and texture, regardless of the 

technology one uses. Painting may unabashedly become interior décor (a macro-construction), while the 

intention rhetorically binds to a medium specific discourse. It centers on the definition of painting as the 

application of color to a flat-plane (canvas or wood) with a rigid support (canvas stretcher or wall). 

 

The second one goes into a carpeted painterly space, the traditional definition of painting fades 

away into the experience of surface and sensual picturing.  The interior surfaces read at all levels of 

sensuality.  One feels the surface underfoot, hears mute sound, smells and tastes atmospheric musk, and 
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Painting, in this expanded sense, is any articulation of a sur-
face through color and texture—regardless of the technological 
means. Painting may openly become interior décor (a mac-
ro-construction), a throw blanket for U ME U, or a cinematic 
interface absorbing the viewer’s movement. The classical defi-
nition—color applied to a flat plane with rigid support—survives 
only as one pole among many.

Once we enter a carpeted painterly space, the traditional defini-
tion dissolves into an experience of surface and sensual pic-
ture-making. One feels the surface underfoot; one sees pat-
terns flicker across built volume and, at times, across the glow 
of a screen. The time it takes to cross a building—from thresh-
old to wall, from detail to detail—is absorbed into the pictorial 
event. As Stockhausen noted, beyond eight seconds memory 
fails; this failure opens a temporal zone akin to the looping, 
iterative structure of Agile Cinema®, in which the surface 
reconfigures itself with each encounter.

Historically, functional objects separated fine from applied art. 
Today such distinctions collapse. A carpet-painting still softens 
the ground, but the floor also becomes a support for color and 
shape, as does the tablet, the LED wall, the portable 
device—each a woven plane of pixels. The rhetoric of paint-
ing—landscape, portrait, still life, history—permeates all of 
them. One can demolish a building, salvage a wall, re-install it, 
or project an image across it, allowing the politics of color to 
migrate across mediums as freely as textile motifs once moved 
along trade routes.

sees patterns flicker about the building.   The duration it takes to walk from a room on one end of a 

building to a room on the other end, to walk from a doorway to a wall, to focus on and understand the 

micro warp and weft pattern, may seem unrelated to the material patterns one sees en route, but one 

must consider this movement as part of the picture.  In a single painting composition, when we go 

beyond eight seconds, then we lose memory, we cannot remember well enough if it is eleven 

seconds or twelve seconds.  We have no developed sense for understanding painting in this way. 

The memory is then weak. And that's very good, very interesting. Because then we begin to 

perceive formal subdivisions, longer durations.  The painter understands the painting process from 

the scale of a weave to the duration of a building composition, potentially over many years.  

 

Traditionally the function of objects separates what is fine from what is applied art, e.g. a 

doorway design applies drawing to a function. One cannot use this distinction today because 

carpet-paintings still function to soften the ground as any carpet, yet the floor becomes a rigid support 

for color and shape; it grounds surface within the rhetoric of painting, in experience of horizon 

(landscape), vertical uprightness (portrait), historical reference through the representation of abstract 

thought (history painting), and the projection of self into a space (self-portrait) through the filter of 

abstract decorative pattern.  

 

No matter how well a painter embeds color in a functional wall, one can easily destroy the 

building, preserve the wall, steal it, put it into a gleaming white structure, render it dysfunctional, and then 

talk through the politics of color.  When is white an act of purification and when is it a neutralizer.  This 

is a subtle and quiet, yet powerful distinction.  In this sense, the historical ‘durability’ of textiles and 

paintings is very similar to that of architecture, but instead of immutable monumental and heroic 

remains physically linked to a particular place, we have mobile textile fragments, and mobile 

thought elsewhere while here.  

 

Now there is little to no substantial distinction between painting and the politics of architecture. 

The only thing distinguishing art from the function of architecture is the state of mind of the inhabitant and 

the context, but of course both are subject to rapid flux.  One may be in a courthouse worried about a 
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In this sense, the “durability” of textiles and paintings aligns 
with architecture’s, yet we inherit mobile fragments: mobile 
textiles, mobile walls, mobile screens, mobile thought.

Today the difference between painting and architecture’s poli-
tics narrows. The distinction between an art object and a dis-
play device collapses into the inhabitant’s state of mind. One 
may stand in a courthouse, anxious, yet glimpse a painting—or 
a luminous screen—and feel the scene shift into something 
less specific, more open, more abstract.

Within pedagogy, the art/design divide may provide clarity; 
outside institutions and inside homes, it collapses. Once a 
pattern leaves the classroom, the hierarchy applied � fine � 
architecture � screen dissolves. Industrial design is not the 
basement; painting is not the ground floor; the display surface 
is not the roof. When all levels converge, they do not necessar-
ily form a coherent whole.

Agility—not the totalizing dream of Gesamtkunstwerk—struc-
tures contemporary space. The hardwood balustrade, wall 
painting, upholstery, portable screen: their integration precedes 
disciplinary division. Even the most static textile may become a 
mutable interface under the logic of Agile Cinema®—not ani-
mated, but recontextualized, iterated, performed.



legal suit but the painting and support may move the context into something more open, less specific, 

more abstract, and less worrisome through focus on beauty and pattern (at least for the painter trained 

to see no matter the circumstance).  

 

In the classroom politic, the distinction between art and design sometimes makes sense for the 

sake of pedagogical simplification and clarity, but outside institutions for learning and inside homes, it 

does not. In other words, the second an art and design pattern leaves the classroom, the pedagogical 

simplification and historical hierarchy between applied and fine does not hold (applied art at bottom, fine 

art in the middle, and architecture at top). Industrial design is not in the basement, painting is not in the 

ground level, and architecture is not the roof. When all levels come together they do not necessarily 

create a larger whole that one can then pick apart with analysis.  

 

The arrival at an integrative concept through the separation of applied and not- applied is not 

how spaces are built. Things are much more agile.  The gesamtkunstwerk does not work today. It is 

neither more nor less than a particular ideal. There is no necessity in proving or disproving that the 

hardwood surface of the balustrade is applied art, the wall painting is not, and the two come together in 

a total vision.  The softness, hardness, color, pattern, and shape of built-in furniture and its textile 

upholstery are part of wall painting.  The painting and furniture integrate prior to intelligent division.  This 

is another ideal, neither better nor worse. 

 

A solid theory of painting and the built environment today cannot begin with an apologia or 

gendered diminution about the sissyness of applied art and interior decor because many times an art | 

applied art division does not exist. A theory of painting and institutions (museum, gallery, alternative 

space) may focus on the rise of the curatorial profession, and curators acting like painters, but it is also a 

modest proposal for some painters to work with architects making the recognition of extended painting 

practice more visible.  A theory for political action in painting may begin with large-scale- 

governmental-policies, but sometimes the small scale politics inside homes becomes large in another 

direction, i.e. thick layering of feelings, sensuality, interiority, and personal history (Kandinsky’s 

Spirituality in Art, Gerhard Richter’s Atlas, and Louise Lawler’s photographs of art in homes).  In other 
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A robust theory of painting and the built environment cannot 
begin with apologies for the supposedly “sissy” nature of 
applied art. Often no such division exists. A theory of painting 
and institutions may track the rise of the curator as a kind of 
screen composer; a theory of political action may note the 
domestic interior’s quiet power, where pattern, memory, and 
surface exchange roles. As painting enters a global service 
economy, the architectural service provided by the painting 
studio—its micro-to-macro articulation of pattern across walls, 
textiles, and luminous interfaces—becomes newly powerful.

From here, extended painting concerns itself with the formal 
potential of the second skin: textiles and clothing scaled up to 
walls, floors, ceilings, and screens. It composes environments 
that move from the unit of the Ikat weave to the macro-environ-
ment of the floor plan to the cinematic surface. These potentials 
orbit the five pillars of painting.

Landscape through horizontal planes.
Portraiture through vertical fabrics.
Self-portraiture through the body outfitted in pattern.
Still life through arrangements of objects and surfaces.
History through the migration of design motifs across centuries, 
continents, and display technologies.

words, as the production of painting moves further into a post-industrial-global-service-society, an 

architectural service by a painting studio focusing on micro to macro patterns becomes a powerful, 

emotive, and sensual complex in the tradition of painting. This is not a provocation. It is core to the life 

of paintings. 

 

So what happens when a painter acts as an intermediary between architects, collectors, 

exhibition spaces, and buildings? The intermediary seems to disappear, like Duchamp’s objet trouvé 

prior to being found. She reappears as the objective to articulate surfaces. She may seem like an interior 

decorator but if one takes the rise of the service sector in art seriously (the spectacular and social 

dimensions of art and exhibition production) then one certainly envisions interior decoration and 

architecture as not only intermediary, but part and parcel to a painting studio practice, something found. 

 

With these things in mind, an extended painting practice focuses on the formal potentials of 

laying a second skin (clothing and textile design) on walls, floors, and ceilings, composing a space that 

moves from a micro-unit like an Ikat weave to a macro-environment like a floor plan, moving from 

perceived depth to actual depth, from thick three-dimensional layering to a very thin flat picture or 

photograph, scenographic production that brings together ideal surfaces with lifestyles, gaining more 

independence from public and private institutional support (gallery and museum), i.e. the potential for a 

painting studio to become its own political institution or interior. 

 

These formal potentials revolve around the five pillars of painting. They formalize exteriors and 

interiors in landscape or horizontal orientation. They formalize fabrics through portrait or vertical 

orientation, asserting that continuities between pictures, clothing, walls, and textiles represent the self, i.e. 

self-portraiture. They formalize objects and their arrangement through still-life.  They formalize ground 

and ceiling surfaces as a support for painting. They formalize the documentation of times (history 

painting) though design motifs, very well explicated by the movement of color, shape, pattern, and 

meaning between Indian, S.E. Asian, Chinese, Japanese, and European textile production and 

commerce. 
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Mark Rothko and the Spirit of Interior Architecture | Vera Maurina Press, Throw Blanket & Fruit Bowl for 
Interior Décor, Naught Company Loft, Chicago, IL, 2012 
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Weaving? Weaving I thought was too sissy. I was looking for a real job: I went into 
weaving unenthusiastically, as merely the least objectionable choice 
­­Anni Albers, World Wide Web cut | paste 
 

­­­­­­­­­­­­­­­­­­ 
 

What strikes me is the fact that in our society, art has become something which is                               
related only to objects and not to individuals, or to life. That art is something which is                                 
specialized or which is done by experts who are artists. But couldn't everyone's life                           
become a work of art? Why should the lamp or the house be an art object, but not our                                     
life?  
­­Michel Foucault, World Wide Web cut | paste 

 
­­­­­­­­­­­­­­­­­­ 

 
I accepted this assignment with strictly malicious intentions. I hope to ruin the appetite                           
of every son of a bitch who ever eats in that room. 
­­Mark Rothko, about his Four Seasons restaurant painting commission, World Wide                     
Web cut | paste 
 

­­­­­­­­­­­­­­­­­­ 
 

These are not paintings...I have made a place.  
­­Mark Rothko, World Wide Web cut | paste 
 

­­­­­­­­­­­­­­­­­­  
 
Abstract art never interested me; I always painted realistically. My present paintings                       
are realistic. 
­­Mark Rothko, World Wide Web cut | paste 
 

­­­­­­­­­­­­­­­­­­ 
 
Aha! It is true that certain parts in my own work approach nine, ten, eleven, twelve                               
pulses per second, around the alpha wave region, which is very important for                         
telepathy and telekinesis ­ a very interesting zone where we lose our ability to make                             
distinctions between rhythm and pitch. It starts already at six or seven per second,                           
and then after sixteen per second we are in a new realm of perception where we talk                                 
about pitch, a "low sound." But the zone that I have just mentioned is related to our                                 
brain vibrations, and I have composed quite a lot of music where I like to stay in this                                   
zone. It's a sort of gray zone between realms of perception, between rhythm and                           
pitch. And the same applies, by the way, to a zone between pitch and timbre. So if it                                   
goes beyond about thirty­two hundred per second, then there is a zone where pitch is                             
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steadily becoming what we call timbre, the high partials. And the same is true also for                               
eight seconds: when the durations from one­sixteenth of a second become longer and                         
longer, there is that gray zone, and then we come into rhythm. We are dealing with                               
longer and longer durations for slow movements, slow rhythms and metres; and when                         
we go beyond eight seconds, then we lose memory, we cannot remember well enough                           
if it is eleven seconds or twelve seconds. We have no developed sense for that. The                               
memory is then weak. And that's very good, very interesting. Because then we begin                           
to perceive formal subdivisions, longer durations. What's inside we consider as being                       
the texture of a longer formal duration. So we have new music, switching sometimes                           
in transitions from one realm of perception to another one, and that really is something                             
new. 
­­Karlheinz Stockhausen, World Wide Web cut | paste 
 

­­­­­­­­­­­­­­­­­­ 
 

Textiles have played a very special role in the history of humanity because of their 
unique and contradictory dual character: they are at the same time very delicate and 
vulnerable to the natural elements and human use on the one hand, while on the other 
hand, they are very rugged, resilient and portable as objects of transport. 
 
This latter characteristic has given textiles a unique place in history, especially silk 
textiles, in the interwoven history of ornament and the history of trade. The perfect 
combination of costliness, light weight and durability of silk made it a very profitable 
object of trade (along with spices, gems and other products which share these 
physical characteristics), and with this trade, an essential means of communication for 
motifs, designs, cultural values and ideas, as well as the power behind them. In this 
sense, the historical ‘durability’ of textiles is very similar to that of architecture, but 
instead of immutable monumental and heroic remains physically linked to a particular 
place, we have mobile textile fragments. 
 
Although textiles are often thought of simply in terms of clothing (first for protection 
from the elements and later, for purposes of adornment), and in terms of interior 
decoration, it should not be forgotten that they have also been an essential element of 
housing, in the form of the tent (on which subject there is a remarkably small 
literature), and for travel itself, in the form of luggage, and especially, for sails for 
wind­powered water transportation.  
­­Seth Siegelaub, World Wide Web cut | paste 
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Multi­dimensional Textiles : warp, weft, pattern, building, and allegory of the real | Five Pillars 

of Painting : history, portrait, landscape, still life, and abstraction 

 

­­Saul Aaron Appelbaum, VMP Co­Founder 

 

Calling a home and lamp works of art with no qualification between what is applied art, what is 

fine art, and who is authorized to act as an artist all resonate into the so called ‘post­medium’ and 

‘post­studio’ condition today, where painters use whatever material, process, language, location, and 

social grouping  that best suites the experience/ideal/concept they desire to stage. If a painter analyses a 

traditional textile motif, develops a variation on dying techniques, weaves a new abstraction, hangs it in 

an Italian palazzo, and calls it part of an extended painting practice, the question is not so much whether 

or not a textile or patterned surface is a painting, tapestry, or mural but rather it is a question of how well 

the surface supports the micro and macro­construction. 

 

Digital printing on a textile is not minor art. It is a technology. Oil paint production is not high art. 

It is a technology. Technology is technology. Here oil paint and textile production bind together through 

artificiality or artifice. The one­to­one identification of painting with textiles works because it cannot and 

has not been disproven, ever. Attempts have been made for sure, but most fall apart at the core of 

color, shape, and pattern. Painting per se today opens beyond recognition, beyond an identifiable 

medium, and is in a gray zone between realms of perception, language, and materiality. 

 

Painting today is the articulation of any surface with color and texture, regardless of the 

technology one uses. Painting may unabashedly become interior décor (a macro­construction), while the 

intention rhetorically binds to a medium specific discourse. It centers on the definition of painting as the 

application of color to a flat­plane (canvas or wood) with a rigid support (canvas stretcher or wall). 

 

The second one goes into a carpeted painterly space, the traditional definition of painting fades 

away into the experience of surface and sensual picturing.  The interior surfaces read at all levels of 

sensuality.  One feels the surface underfoot, hears mute sound, smells and tastes atmospheric musk, and 
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sees patterns flicker about the building.   The duration it takes to walk from a room on one end of a 

building to a room on the other end, to walk from a doorway to a wall, to focus on and understand the 

micro warp and weft pattern, may seem unrelated to the material patterns one sees en route, but one 

must consider this movement as part of the picture.  In a single painting composition, when we go 

beyond eight seconds, then we lose memory, we cannot remember well enough if it is eleven 

seconds or twelve seconds.  We have no developed sense for understanding painting in this way. 

The memory is then weak. And that's very good, very interesting. Because then we begin to 

perceive formal subdivisions, longer durations.  The painter understands the painting process from 

the scale of a weave to the duration of a building composition, potentially over many years.  

 

Traditionally the function of objects separates what is fine from what is applied art, e.g. a 

doorway design applies drawing to a function. One cannot use this distinction today because 

carpet­paintings still function to soften the ground as any carpet, yet the floor becomes a rigid support 

for color and shape; it grounds surface within the rhetoric of painting, in experience of horizon 

(landscape), vertical uprightness (portrait), historical reference through the representation of abstract 

thought (history painting), and the projection of self into a space (self­portrait) through the filter of 

abstract decorative pattern.  

 

No matter how well a painter embeds color in a functional wall, one can easily destroy the 

building, preserve the wall, steal it, put it into a gleaming white structure, render it dysfunctional, and then 

talk through the politics of color.  When is white an act of purification and when is it a neutralizer.  This 

is a subtle and quiet, yet powerful distinction.  In this sense, the historical ‘durability’ of textiles and 

paintings is very similar to that of architecture, but instead of immutable monumental and heroic 

remains physically linked to a particular place, we have mobile textile fragments, and mobile 

thought elsewhere while here.  

 

Now there is little to no substantial distinction between painting and the politics of architecture. 

The only thing distinguishing art from the function of architecture is the state of mind of the inhabitant and 

the context, but of course both are subject to rapid flux.  One may be in a courthouse worried about a 
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legal suit but the painting and support may move the context into something more open, less specific, 

more abstract, and less worrisome through focus on beauty and pattern (at least for the painter trained 

to see no matter the circumstance).   

 

In the classroom politic, the distinction between art and design sometimes makes sense for the 

sake of pedagogical simplification and clarity, but outside institutions for learning and inside homes, it 

does not. In other words, the second an art and design pattern leaves the classroom, the pedagogical 

simplification and historical hierarchy between applied and fine does not hold (applied art at bottom, fine 

art in the middle, and architecture at top). Industrial design is not in the basement, painting is not in the 

ground level, and architecture is not the roof. When all levels come together they do not necessarily 

create a larger whole that one can then pick apart with analysis.  

 

The arrival at an integrative concept through the separation of applied and not­ applied is not 

how spaces are built. Things are much more agile.  The gesamtkunstwerk does not work today. It is 

neither more nor less than a particular ideal. There is no necessity in proving or disproving that the 

hardwood surface of the balustrade is applied art, the wall painting is not, and the two come together in 

a total vision.  The softness, hardness, color, pattern, and shape of built­in furniture and its textile 

upholstery are part of wall painting.  The painting and furniture integrate prior to intelligent division.  This 

is another ideal, neither better nor worse. 

 

A solid theory of painting and the built environment today cannot begin with an apologia or 

gendered diminution about the sissyness of applied art and interior decor because many times an art | 

applied art division does not exist. A theory of painting and institutions (museum, gallery, alternative 

space) may focus on the rise of the curatorial profession, and curators acting like painters, but it is also a 

modest proposal for some painters to work with architects making the recognition of extended painting 

practice more visible.  A theory for political action in painting may begin with large­scale­ 

governmental­policies, but sometimes the small scale politics inside homes becomes large in another 

direction, i.e. thick layering of feelings, sensuality, interiority, and personal history (Kandinsky’s 

Spirituality in Art, Gerhard Richter’s Atlas, and Louise Lawler’s photographs of art in homes).  In other 

7 

words, as the production of painting moves further into a post­industrial­global­service­society, an 

architectural service by a painting studio focusing on micro to macro patterns becomes a powerful, 

emotive, and sensual complex in the tradition of painting. This is not a provocation. It is core to the life 

of paintings. 

 

So what happens when a painter acts as an intermediary between architects, collectors, 

exhibition spaces, and buildings? The intermediary seems to disappear, like Duchamp’s objet trouvé 

prior to being found. She reappears as the objective to articulate surfaces. She may seem like an interior 

decorator but if one takes the rise of the service sector in art seriously (the spectacular and social 

dimensions of art and exhibition production) then one certainly envisions interior decoration and 

architecture as not only intermediary, but part and parcel to a painting studio practice, something found. 

 

With these things in mind, an extended painting practice focuses on the formal potentials of 

laying a second skin (clothing and textile design) on walls, floors, and ceilings, composing a space that 

moves from a micro­unit like an Ikat weave to a macro­environment like a floor plan, moving from 

perceived depth to actual depth, from thick three­dimensional layering to a very thin flat picture or 

photograph, scenographic production that brings together ideal surfaces with lifestyles, gaining more 

independence from public and private institutional support (gallery and museum), i.e. the potential for a 

painting studio to become its own political institution or interior. 

 

These formal potentials revolve around the five pillars of painting. They formalize exteriors and 

interiors in landscape or horizontal orientation. They formalize fabrics through portrait or vertical 

orientation, asserting that continuities between pictures, clothing, walls, and textiles represent the self, i.e. 

self­portraiture. They formalize objects and their arrangement through still­life.  They formalize ground 

and ceiling surfaces as a support for painting. They formalize the documentation of times (history 

painting) though design motifs, very well explicated by the movement of color, shape, pattern, and 

meaning between Indian, S.E. Asian, Chinese, Japanese, and European textile production and 

commerce. 
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Images : Rudolf Stingel at Palazzo Grazzi | Mark Rothko and the Spirit of Interior Décor  

 

Weaving?  Weaving I thought was too sissy.  I was looking for a real job: I went into weaving 
unenthusiastically, as merely the least objectionable choice 
--Anni Albers 
 
What strikes me is the fact that in our society, art has become something which is related only to objects 
and not to individuals, or to life. That art is something which is specialized or which is done by experts 
who are artists. But couldn't everyone's life become a work of art? Why should the lamp or the house be 
an art object, but not our life?  
--Michel Foucault  
 
I accepted this assignment with strictly malicious intentions. I hope to ruin the appetite of every son of a 
bitch who ever eats in that room. 
--Mark Rothko, about his Four Seasons restaurant painting commission 
 
These are not paintings…I have made a place. 
--Mark Rothko 
 
Abstract art never interested me; I always painted realistically. My present paintings are realistic. 
--Mark Rothko 
 
The Five Great Pillars of Painting : history, portrait, landscape, still life, and abstraction 
Explorations in life and art are nothing new, but calling homes and lamps works of art is relatively novel, 
especially with no qualification between what is applied art, what is fine art, and who can act as an artist 
and when.  This resonates into the so called ‘post-medium’ and ‘post-studio’ condition today, where 
painters use whatever material, process, language, location, and social grouping that best suites the 
experience/ideal/concept they wish to stage.  If a painter analyses a traditional textile motif, develops a 
variation on dying techniques, hangs it on the Berlin wall, and calls it part of an extended painting 
practice, the question is not so much whether or not a textile or patterned surface is a painting, tapestry, or 
mural but rather it is a question of how well the surface supports a particular spatial experience.   
 
Digital printing on a textile is not minor art.  It is a technology.  Oil paint production is not high art.  It is 
a technology.  Technology is technology.  Here oil paint and textile production bind together through 
artificiality.  The one to one identification of painting with textiles works because it cannot and has not 
been disproven, ever.  Attempts have been made for sure, but most fall apart at the core of color, shape, 
and pattern.  Painting per se opens beyond recognition.  Painting today is the articulation of any surface 
with color, regardless of the technology one uses.  Painting may unabashedly become interior décor, 
while the intention rhetorically binds to a medium specific discourse.  It centers on the definition of 
painting as the application of color to a flat-plane (canvas or wood) with a rigid support (canvas stretcher 
or wall).  Still, the second one goes into Rudolf Stingel’s space, the definition fades away into the 
experience of surface and sensual picturing, including the plush fabric/carpet under foot. 
 
Traditionally the function of objects separated what is fine from what is applied art, e.g. a doorway design 
applies drawing to a functional use.  One cannot use this distinction with Stingel because his carpets still 



function to soften the ground as any carpet, yet the floor becomes a rigid support for color and shape; he 
grounds surfaces within the rhetoric of painting, in the human experience of horizon (landscape), vertical 
uprightness (portrait), historical reference through representation (history painting), and the projection of 
self into a space (self-portrait).  Does rotating a wall pattern ninety degrees into the ground lesson the 
ideal of painting?  Certainly not.      
 
This all says nothing about painting blending into the politics of architecture, because sometimes there is 
little to no substantial distinction between the two.  Other times the only thing distinguishing art from 
architecture is the state of mind of the inhabitant and the context, but of course both are subject to rapid 
flux, not to mention that the painting and support may change place.  No matter how well a painter 
embeds color in a temple’s stone structural wall, one can easily destroy the building, preserve the wall, 
steal it, put it into a gleaming white structure, and then talk through the politics of color. 
 
In the classroom, the distinction between art and design sometimes makes sense for the sake of 
pedagogical simplification and clarity, but outside institutions for learning and inside homes, it does not.  
In other words, the second an art and design pattern leaves the Bauhaus, the pedagogical simplification 
and resultant hierarchy does not hold (applied art at bottom, fine art in the middle, and architecture at 
top).  Industrial design is not in the basement, painting is not in the ground level, and architecture is not 
the roof.  When all levels come together they do not necessarily create a larger whole that one can then 
pick apart with analysis.  The arrival at an integrative concept through the separation of applied and not-
applied is not how spaces are built.  Things are much more agile.  The Bauhaus gesamtkunstwerk does not 
work today.  It is neither more nor less than a particular ideal.  There is no necessity in proving or 
disproving that the hard wood surface of the balustrade is applied art and the wall coloring is not.  The 
softness, hardness, color, pattern, and shape of built-in furniture and its textile upholstery always already 
are part of a painting on the wall, even if the painting and furniture are in separate rooms.  This is another 
ideal, neither better nor worse. 
 
Therefore, a theory of painting and the built environment today cannot begin with an apologia for the 
applied arts (as in the Arts and Crafts movement) because sometimes the distinction does not exist.  A 
theory of painting and institutions (museum, gallery, alternative space) may focus on the rise of the 
curatorial profession, and painters acting as curators, but it may also be a modest proposal for some 
painters to act as proxy for their talented artist friends, moving between their own personal painting studio 
practice and the design of motifs and patterns for collections and exhibition spaces.  Extending into the 
built environment even further, a theory for political action in painting may begin with large-scale-
governmental-policies, but sometimes the small scale politics inside homes becomes large in another 
direction, i.e. thick layering of feelings, sensuality, interiority, and personal history (Kandinsky’s 
Spirituality in Art and Gerhard Richter’s Atlas).  In other words, as the production of painting moves 
further into a post-industrial-global-service-society (as in art fairs, art tourism, and lifestyle marketing) an 
architectural service, by a painting studio, for other artists becomes a powerful, emotive, and sensual 
complex in the tradition of painting.  This is not a provocation.  It is core to the life of paintings.   
 
So what happens when a painter acts as an intermediary between other painters, collectors, exhibition 
spaces, and buildings?  The intermediary seems to disappear, like Duchamp’s objet trouvé prior to being 
found.  She reappears as the objective to articulate surfaces.  She may seem like an interior decorator but 

if one takes the rise of the service sector in art seriously, e.g. the spectacular and social dimensions of art 
and exhibition production, then one certainly envisions interior decoration as not only intermediary, but 
part and parcel to a painting studio practice, something found. 
 
With these things in mind, this series of texts in five parts for the Chiang Mai University Media and Art 
Workshop focuses on these painting techniques,  
 

1. the formal potentials of laying a second skin (clothing and textile design) on walls, floors, and 
ceilings 

2. the formal potentials of composing a space that moves from a micro-unit (an Ikat weave for 
instance) to a macro-environment like a floor plan 

3. the formal potentials of moving from perceived depth to actual depth, from thick three-
dimensional layering to a very thin flat picture or photograph 

4. the formal potential for scenographic pictures to bring together ideal surfaces with lifestyles  
5. the formal implications of a painting studio that produces design motifs for textiles and 

architecture, to gain more independence from public and private institutional support, i.e. the 
potential for a painting studio to become its own political institution or interior.    

 
These five formal potentials will revolve around the five great pillars of painting.  They will formalize 
exteriors and interiors in landscape or horizontal orientation.  They will formalize clothing fabrics through 
portrait or vertical orientation, asserting that continuities between pictures, clothing, walls, and textiles 
represent the self, i.e. self-portraiture.  They will formalize objects and their arrangement through still-life 
and the ground surface will act as the painting support.  They will formalize the documentation of times 
(history painting) though design motifs, very well explicated by the movement of color, shape, and 
pattern between Indian, S.E. Asian, Chinese, Japanese, and European textiles. 
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Saul Appelbaum: When our initial dialogue began back in the 
spring of 2023, you sent me a series of PDFs outlining your 
trajectory from 2002 - 2023. What stood out most was how 
you’ve grappled with technology, aligned that with some hard-
won original and quite beautiful gestures in painting, and then 
carefully laid out each invention into a retrospectively logical 
linear timeline, plot line, progression, or progress, if you will. What 
do you think about linear narrative or plotline in the life of an 
artist?

Chris Dorland: Yeah, it’s weird. I have a real need to order and 
structure things in a way that makes sense and appears linear, at 
least to me. It’s almost like a pathology: constant chiseling, 
ratcheting, and adjusting. Refining. It’s definitely my system for 
coping with the chaos. The creative process is like punching in 
the dark over long stretches while trying to build something that 
has no inherent logic or structure until it’s revealed or imposed. 
But maybe in a more general way, it’s my coping mechanism for 
the overall disorder and instability of being alive. Either way, I sort 
of obsessively structure and restructure things.

Detail, Untitled (necro techno), 2024. Courtesy Chris Dorland 
Studio and Super Dakota. Photo: New Document

Untitled (necro techno), 2024. Courtesy Chris Dorland Studio and 
Super Dakota. Photo: New Document
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SA: Does your focus on fiction operate in parallel to the more or less real dystopian 
results of modernism, its hopes, spirit, abstractions, tropes, desires, dreamscapes, 
horrors, etc.? It’s perhaps like parallel shooting and editing in film. Maybe it’s like the 
romance parallel in The Matrix. Maybe there’s more to life than purist abstraction and 
pure data. Cross fade from a love scene to dystopian hell, and then back to love, and so 
on.

CD: Yes it’s definitely important to cut to the love scene every once in a while. It’s not all 
just a hellscape. To be alive means we also have the great privilege to witness 
heartbreaking beauty and connection. I find myself moved to tears more often than I like 
to admit. The world, and ultimately humanity, is so fragile. It’s also important to laugh a 
lot. 

SA: Will you tell me about your upcoming presentation at Art Brussels?

CD: The Brussels presentation with Super Dakota is pretty straightforward. I’m very 
excited about it. The booth will consist of five large new paintings from a body of work 
I’ve been referring to as screenscrapes. They were all made over the last six months. 
The only additional intervention to the presentation is a chrome metallic floor covering. 
The idea is for the paintings to reflect and shimmer on the floor; hopefully it’s going to 
feel like entering a mechanized dream space. The paintings are dense and compressed, 
like digital palimpsests of future ruins.
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SA: I’m still determining if it’s straightforward. You made them recently so they would fit 
into something you told me about your latest series: they have a “synthetic reality” to 
them, or “Meat-space thrust into digital space in ways that the two collapse and merge, 
creating a new third space.”

Let’s flashback to some of your earliest paintings in a linear plotline. It’s a story of a 
youngster sweetly painting modernist architecture. Then, there’s a loss of innocence via 
terrorism, financial collapse, and a pandemic happening almost in real time on the 
global media stage. You move into an acceptance of that reality of constant crisis and 
full throttle frame it, a kind of “techno violence,” also in your words. Is there any 
resolution in this plotline?

CD: I have plenty of concerns, but I don’t know if resolution is one of them. Time and 
space operate differently in the studio–I think the studio suspends linear time and 
ultimately morphs into something liquid and multi-directional. Creative time operates on 
a different matrix. Hours can fly by, and on other days, time can stretch out, and minutes 
can seem interminable. One is constantly finding, losing, and reinventing the plot. I feel 
like an ouroboros is eating itself, spitting things back up, and rebuilding new limbs, only 
to chew them back up again and have them fall apart. And, of course, there is the 
constant toggle back and forth between physical and digital states. Nothing ever stays 
anywhere for too long in the studio. It’s in constant flux–until the work leaves, at which 
point it’s suspended and frozen like an archaeological relic of time spent doing, or 
thinking, about something.

SA: Your work focuses on dystopian narratives. Some of the attributes of your paintings 
relate to cyberpunk color schemes, glitch-like layering, and the collapse of meaning in a 
soul-crushingly dense information network advertising hell, bound to a chair, eyes 
mechanically pried open, in an isolation chamber, as seen in Clockwork Orange. That’s 
an incredible cinematic dream sequence that’s also more or less real, no? It makes me 
shudder with fear.

Untitled (background host), 2024; Courtesy Chris Dorland Studio 
and Super Dakota. Photo: New Document

Detail, Untitled (background host), 2024. Courtesy Chris Dorland 
Studio and Super Dakota. Photo: New Document
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CD: I flew to Mexico for a family vacation earlier this year. The entertainment system, 
courtesy of DIRECTTV, was super janky and outdated, but it couldn’t have been that 
old. There was a weird contradiction to its clumsy anachronism. It felt and operated like 
dial-up. For the whole flight, and I mean the entire flight without interruption, the 
monitors on the seats across from us (and everyone else’s) were playing ads for the 
airline. You couldn’t turn them off. You could only switch to watching whatever crap 
shows were available. It was terrible. Ad after ad after ad. Cruises, flights, credit cards. It 
wouldn’t stop. We ended up covering the screens with tape we had brought with us to 
keep our kid busy. At the end of the flight–the steward gets on the P.A. to say “Thanks 
for flying United” and then promptly dives into reading a script for a branded credit card 
advertisement. The whole experience was insane. Not only because it was a literal form 
of consumer torture that we were subjected to but because you could feel that it was 
also kind of quaint and old-fashioned. The whole flight, I thought, god fucking help us 
all, imagining what’s in store for us as capitalism continues its death spiral towards its 
next phase. When that phoenix rises from the ashes–it’s going to be terrifying.

SA: In many of your other interviews, you often use variations on the word capital. I 
usually cringe a little when I hear it. It feels like a stand-in for everything. Recently, I’ve 
given a lot of thought to libertinage and the idea that humans are first and foremost 
primal pleasure seekers, and knowing that one may create a series of checks and 
balances that are more predictable and civilized. Capitalism, I have much more trouble 
wrapping my head around. What do you mean by hyper-capitalism, late-capitalism, 
capitalism, capitalist, etc.?

CD: Yeah, I mean, I feel you. I think everyone, myself included, groans a bit at the 
mention of “Capitalism.” But at the same time, there is a reason capitalism or its multi-
headed derivatives show up so much as a subject or catchphrase within critical 
contemporary thinking and the arts: it’s monstrously dominant and permeates all our 
lives without exception—even the richest among us can’t fully escape its tentacles. To 
reference the now-famous quote by Fredric Jameson and Slavoj Žižek: “It’s easier to 
imagine the end of the world than the end of capitalism.”

I grew up in Montreal, Canada, just north of the N.Y. border. My Dad, in particular, really 
exposed me to an incredible amount of pop culture in the form of music, television, and 
movies starting at a very young age. He was a communications and media professor, 
and despite his Marxist roots, he enabled me to flourish as a consumer for some reason. 
There were very few boundaries, if any; it was almost perverse. We watched The Shining 
when I was five years old. I mean, it’s kind of insane in retrospect. So, as a kid, I was 
heavily invested in consumer culture. As I got older, mainly as I developed my first body 
of work, I came to understand that the myth of the future, of progress, or even the 
cherished concept of “freedom” are all interconnected into the logic of a particular 
brand of American-made corporate capitalism that has functioned very effectively as a 
form of highly effective propaganda that has enabled a tremendous amount of 

Untitled (leviathan), 2016. Courtesy Chris Dorland Studio and Super Dakota. Photo: Isabelle Arthuis
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ideological dominance over the planet. One can easily see how Hollywood functions the 
seductive dream factory in the propaganda machine. It’s so pervasive and all-
encompassing a matrix that it’s almost impossible to delineate. It’s as if we’re all living in 
the Truman Show inside some giant mechanical dome we can’t visualize. That’s why the 
financial crisis was so powerful: it was a significant crack in the ideological screen. And 
as such, it exposed that there was an illusion. Unsurprisingly, Mark Fischer’s writings 
emerged at that time and were so influential in analyzing and dissecting what he calls 
“Capitalist Realism.”

I’m pretty sure we no longer really live under late-stage capitalism but have already 
begun to slowly morph into whatever postcapitalism is. The conditions of which will 
slowly reveal themselves over the next few decades. Cryptocurrency and AI are both 
likely going to play prominent roles in that. To reference Leonard Cohen: “I’ve seen the 
future, brother. It is murder.”

Exhibition view, Chris Dorland: New Day, 2021, Lyles & King, New York. Courtesy 
Chris Dorland Studio and Lyles & King. Photo: Charles Benton

ACT TWO
DEADPAN, FOR REAL THOUGH

Exhibition view, Chris Dorland: New Day, 2021, 
Lyles & King, New York. Courtesy Chris Dorland 
Studio and Lyles & King. Photo: Charles Benton
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SA: In another interview, you joked that if you weren’t a painter, you’d be a C.E.O. Your 
paintings nod to managerial factory production, bureaucracy, and marketing. Are you 
serially pounding out units or products? Do you sign your paintings? What about 
blockchain signatures? Do you do cost, sales, and demand analysis? 

CD: Yeah, I was tongue in cheek, but there was a tiny grain of truth–or at least of 
possibility, in that answer. But the older I get, the more obvious it is how dysfunctional 
and unhappy I become if I’m away from the studio for too long. So, that ultimately limits 
my options!

In terms of production, I like to make work, and I’m productive, but I’m definitely not 
pounding out units or anything. I have a fairly low annual output and always have. But I 
think it’s hard for anyone involved in the production of a painting not to be aware of its 
status as a commodity object. It’s definitely the most commercial of the fine arts and the 
most market-friendly. I think all contemporary painting grapples with that condition to 
some extent.

I maintain a fairly extensive and comprehensive database for my work. And I love the 
idea of barcodes or Q.R. codes for each painting, but it also feels a bit gimmicky, not to 
mention sort of annoying to have to manage an additional management system, which 
is why I haven’t implemented a barcode system (yet!). I’ve also considered backing my 
paintings with blockchain. And conceptually, I’m into it, if not entirely. It all adds a whole 
new layer of management that, while compelling, feels a bit too cute of a gesture for me 
to take action. But once the technology evolves a little further, it will make sense, and I’ll 
adopt something along those lines. 

I think a lot about hardware vs. software when it comes to how my work operates in the 
world or what kind of physical substrate is needed for it to snap into focus. It’s probably 
my roots as a painter, but ultimately, I’m most drawn to things that have hardware as 
opposed to purely digital works. I’ve often described my work as operating like a virus 
hunting for host bodies to take over. And yeah, I’m a fan of analyzing the analytics when 
possible.

SA: I have a confession. I had some dark thoughts. What if painting, writing, and ideas 
are only beautiful insofar as they’re also quite evil, things worth doing ineffable horrors 
for, like diamonds, gold, data, nation, and religion, and we’re all complicit? Maybe the 
horrors even feel good to commit. What if the beauty of art, thought, poetics, and 
systems sets the stage for us to commit horrendous acts at a distance, like the beauty 
of a Taurus missile? 

CD: Those are both excellent and legitimate questions. I have a lot of dark thoughts as 
well. Art functions in tandem with humankind. Humans, while capable of heartbreaking 
beauty, are monstrous and wretched little creatures as well. The history of the world is 
built upon humans doing horrible and atrocious things. It’s delusional not to 
acknowledge that about human nature. What makes art so powerful is that it’s adept at 
holding those complex contradictions together at once—the beautiful and the vile.

3/24/26, 6:39 PM Chris Dorland — Curator
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SA: I usually severely cut my preparatory observations for these interviews, but going 
out on a limb, all of this dystopia and madness in our ongoing conversation gave me a 
space to come to terms with Marquis de Sade’s 120 Days of Sodom. Thank you for that. 
I recently completed it after about two years. I kept putting it down when things got too 
intense, when I started to see myself and those around me echoed and reflected in it. It 
was a more intense experience than Sartre’s Nausea and Bataille’s Story of the Eye. It 
started to palpably and negatively color my world outlook and observations about 
money, sexuality, and power in the art and culture industries, and society at large.

Yet despite this, on a good day, I still believe in the positive energy of sublimation or 
turning primal urges like greed, stealing, murder, etc., into culture or something civilized, 
like philanthropy, S&M, painting, and legal justice at their best. Last month, I did a web 
search for Eros. I happened upon the Merriam-Webster definition with an entry that 
read, “Eros is the sum of life-preserving instincts manifested as impulses to gratify basic 
needs, as sublimated impulses, and as impulses to protect and preserve the body and 
mind. Compare Death Instinct”. That was a light at the end of the tunnel moment, or 
another cliché, that love is the cure.

I’d venture to say your art expresses quite well the inhumanity and humanity of it all. It’s 
about as oxymoronic as the idea of progressive libertinage, yet those two conditions 
sometimes exist simultaneously in the same person or thing. There’s good and evil, yet 
no moral or ethical compass or imperative, no resolution, no catharsis, no progress, yet 
it’s moving the discourse forward, and the tactility of painting as a process feels good to 
make and behold, like making love and pornography. Alternatively, maybe you’ve 
cleared the playing field for us with a process of speculation and then elimination, 
arbitrated noise into silence, and crystalized ideas so we may look at a painting and 
enjoy it while calmly coming to terms with our imperfections, like public therapeutic 
catharsis. You may be more like a public servant or official. Thank you for your 
unwavering commitment and service to the arts, humanities, public good, and nation. 
Here’s your title, Sir Dorland, and a platinum medal. All of the above? Did you see 
Everything Everywhere All at Once? It has some spectacular bureaucratic and dream 
sequences.

CD: I love this—all of the above. Thank you. 

Untitled (data haven), 2021. Courtesy Chris Dorland Studio and Super Dakota. Photo: Isabelle Arthuis
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SA: All of the above gets under the skin of the beautiful and tragic human condition 
without making hasty judgments. That’s an accomplishment—progress. Is this end 
cliché? Do you have any thoughts that may be less so? Maybe something with a 
redemptive and uplifting quality?

CD: “Time moves in one direction, memory another. We are that strange species that 
constructs artifacts intended to counter the natural flow of forgetting.” ― William 
Gibson.

Chris Dorland is a New York based artist working in 
painting and digital media. His work examines the 
ways in which technology frames and reproduces 
reality. Dorland uses a variety of screens, scanners 
and other tools to explore the increasingly tenuous 
boundaries between physical and digital 
environments, actual and virtual realities. His work has 
been exhibited nationally and internationally.

Chris Dorland
@chrisdorland

Saul Appelbaum
@thepioneers.la

Music: Leon Louder
@leonlouder

Cover Photography: Jason Schmidt
@jasonschmidtstudio

Saul Appelbaum is the Founding Director of The
Pioneers. He holds a Bachelor of Fine Art from the 
School of the Art Institute of Chicago, a Master of 
Architecture from Cornell University, and a Master of 
Fine Art from the University of Chicago. He has 
worked with Harper’s Bazaar, Serpentine Gallery, 
Asics, Petzel Gallery, Elle, FGP Atelier, Heidi Klum, the 
Scottsdale Museum Of Contemporary Art, InStyle, the 
Ann Hamilton Studio, Snoop Dogg, the Jewish 
Federation, Zión Moreno, Kohn Pedersen Fox 
Associates, Mick Jenkins, Transfer Gallery, the 
Columbus Museum of Art, de Sarthe Gallery, 
TCAmgmt, Diego Boneta, SCNR and Rocco Castoro, 
L’Officiel, Hirmer Verlag, Kids of Immigrants, Natalia 
Reyes, Vogue, the Singapore Art Museum, The 
Visionaries Agency, Pope.L, Grazia, Critical Inquiry, 
Perry Ellis, and Numéro
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Things becoming walls becoming things they are not
Pictures drape over figures like walls, floors, furniture, 

and bodies.  Machine production is a trope and model for 
repetition, decorative excesses, and informal taste.  At 
handiness is a form of presence, personal address, and 
informal decorative production.  Rug, Curtain. Wall. Low 
relief. Layer. Context.  When did surface articulation per se 
become painting?

Decoration, ornament, and structure, become each 
other depending on transformations and the angle of view.
It is a topological space.  Ornament may be integral to a 
building’s function, e.g. the color and temperature of a wall,
but it is not necessary for the building to work structurally.
One may also use color programmatically to mark off areas 
of a building, but as one moves into smaller and slighter
articulations of the colored surface, one moves closer to 
decorative painting, that is further removed from the 
building’s purpose.

In Balthasar Neumann’s Residenz Palace, Würzburg,
the shape of a leaf does not give more integrity to the 
building’s function. This is when ornament becomes 

decoration, and not in the pejorative.  While décor is completely excessive and/or external to
architectural integrity, it is simultaneously the freest and most imprisoned artistic system in the built 
environment, and therefore something to take seriously.

Similar topological relationships exist in pictorial space in the transformations between 
Renaissance, Baroque and Rococo perspectival-optical systems. Baroque pictures take bare bones 
classical perspective to extremes. Think of Caravaggio in demented subject treatment and twisted 
forms .  Nevertheless, there it is, classical perspective, but only after scraping off a few warped
features.  Caravaggio ornaments with expansions and contractions that are not necessary to give the
sense of a believable three-dimensional space on a two-dimensional plane.

If one projects a Caravaggio onto a classical Renaissance building then the relations between 
structure, ornament, and décor intensify.  Above all, the Neumann building reduces perspective ad 
infinitum.  There is so much ornament of ornament of ornament of ornament that it all becomes 
something else.  It becomes decorous.  It is like the difference between Chopin, Mozart, and Haydn, or 
Mondrian, Rothko, and Stingel, where Haydn and Mondrian act as exemplar classicists.  The 
becoming of something else, becoming decorous is the saving grace of pictorial space, the way out of 
an infinite regress.

Hanging carpets remained the true walls, the visible boundaries of space.  The often solid walls 
behind them were necessary for reasons that had nothing to do with the creation of space; they 
were needed for security, for supporting a load, for their permanence and so on.  Wherever the 
need for these secondary functions did not arise, the carpets remained the original means of 
separating space.  Even where building solid walls became necessary, the latter were only the 
inner, invisible structure hidden behind the true and legitimate representatives of the wall, 
colorful woven carpets.
- Gottfried Semper

Chamnan Pakdeesuk, Bangkok International 
Fashion Week, 2011



 
 

At moments the syntactic and semantic functions of the built environment become more important 
structurally than anything else.  Meaningful decorative patterns on a tapestry become literary form
becoming walls.

Now there are 3 sets of 3 to permute over, 

{structural painting, ornamental painting, decorative painting}
{structural building element, ornamental building element, decorative building element} 
{structural literary geometry, ornamental literary geometry, decorative literary geometry}

leaving an ordered list with no repetitions at 362,880 possible combinations. 

Site Information: 
i. A single room with: 

a. One non-load bearing wall
b. One load-bearing wall with a door in it

Technique 1:  
ii. Hang a tapestry the size of a non-load-bearing wall in front it
iii. Knock out the non-load bearing wall behind the tapestry 
iv. Use the curtain-like-tapestry to divide rooms 

Technique 2: 
i. Hang a painting without stretcher bars on a load-bearing wall
ii. Cut  a doorway into the load bearing wall behind the painting
iii. Use the curtain-like-painting to control room temperature

Technique 3: 
i. Take a large rug off of the floor
ii. Hang it in front of a non-load-bearing wall, like a tapestry
iii. Knock out the non-load-bearing wall behind the tapestry-like-rug
iv. Use the curtain- like-tapestry-like-rug to hide something 

Technique 4: 
i. Take a large rug off the floor
ii. Hang it on a load-bearing wall like a tapestry or painting without stretcher bars
iii. Cut a doorway behind the tapestry-like-painting-like-rug
iv. Use the tapestry-like-painting-like-rug as a door decoration

Technique 5: 
i. Hang a curtain the size of a wall in front of a non-load bearing wall
ii. Knock out the non-load-bearing wall
iii. Use the curtain as a wall to meditate behind

Saul Aaron Appelbaum 
saulsanfrancisco@gmail.com 

 
 
 

Artist’s Statement, 2013 
In my work pictures drape over figures like walls, floors, furniture, and bodies.  Machine 
production is a trope and model for repetition, decorative excesses, and informal taste.  At 
handiness is a form of presence, personal address, and informal decorative production.  Rug, 
Curtain. Wall. Low relief. Layer. Context.  When did surface articulation per se become 
painting?  

I explore the topological spaces of decoration, ornament, and structure, where one can become 
the other depending on transformations and the angle of view. Ornament may be integral to a 
building, e.g. the capital of a column, but it is not necessary for the column to function as a load 
bearing structural member.  Ornamental fluting in a column expands the cross-section to better 
support a beam and give the structure more integrity. As we move from a Doric to Corinthian 
column, the fluting moves into smaller and slighter articulations of the surface. In Balthasar 
Neumann’s Residenz Palace, Würzburg, the shape of a leaf does not give more integrity to the
structural system. This is when ornament becomes decoration, and not in the pejorative.  While 
décor is completely excessive and/or external to architectural integrity, it is simultaneously the 
freest and most imprisoned artistic system in the built environment, and therefore something to 
take seriously.

Similar topological relationships exist in pictorial space in the transformations between 
Renaissance, Baroque and Rococo perspectival-optical systems. Baroque pictures take bare 
bones classical perspective to extremes. Think of Caravaggio in demented subject treatment and 
twisted forms . Nevertheless, there it is, classical perspective, but only after scraping off a few 
warped features.  Caravaggio ornaments with expansions and contractions that are not necessary 
to give the sense of a believable three-dimensional space on a two-dimensional plane.

If one projects a Caravaggio onto a classical Renaissance building then the relations between 
structure, ornament, and décor intensify.  Above all, the Neumann building reduces perspective 
ad infinitum.  There is so much ornament of ornament of ornament of ornament that it all 
becomes something else.  It becomes decorous.  It is like the difference between Chopin, Mozart,
and Haydn, or Mondrian, Rothko, and Stingel, where Haydn and Mondrian act as exemplar 
classicists.  The becoming of something else, becoming decorous is the saving grace of pictorial 
space, the way out of an infinite regress.



Edith Platzl’s Graphic Thread

Saul Aaron Appelbaum, Vera Maurina Press
September, 2014



If one sees two or more figures overlapping one another, and each of them 
claims for itself the common overlapped part, then one is confronted with a 
contradiction of spatial dimensions.  To resolve this contradiction one must 
assume the presence of a new optical quality.  The figures are endowed 
with transparency; that is they are able to interpenetrate without an optical 
destruction of each other.  Transparency however implies more than an op-
tical characteristic, it implies a broader spatial order.  Transparency means 
a simultaneous perception of different spatial location.  Space not only 
recedes but fluctuates in a continuous activity.  The position of the transpar-
ent figures has equivocal meaning as one sees each figure now as the closer 
now as the further one.

- - Gyorgy Kepes, Language of Vision, in Rowe and Slutzky, Transparen-
cy: literal and phenomenal, Perspecta, Vol. 8, Yale School of Architecture, 
1963.
_  _  _  _  _  _  _  _  _  _  _  _  _  _  _  _  _  _  _  _  _  _  _  _  _  _  _  _

Oh, this is a Kandinsky! A double-one painted on either side. May I see? 
|  Yes, of course. | Extraordinary. | What makes it exceptional is that Kan-
dinsky painted on either side of the canvas in two radically different styles. 
One wild and vivid, the other sombre and geometric. | My God! | We flip it 
around for variety. Chaos, control. Chaos, control. You like? You like? | It’s 
wonderful. | Wassily Kandinsky. Born Moscow. Blue Rider exhibition, he 
said The choice of object that is one of the elements in the harmony of form 
must be decided only by a corresponding vibration in the human soul.

- - John Guare, Six Degrees of Separation, 1992

+  +  +  +  +  +  +  +  +  +  +  +  +  +  +  +  +  +  +  +  +  +  +  +  +  +  

My sketchbooks form the focus of my personal development and work 
processes.  

They always describe,
 
 -  thought flows,
 -  specimen samples
 -  dreams, quotes, photos etc.

Each exhibit accompanies a new book, whose aim is to leave traces of life, 
thread patterns and networks.  

I draw with the help of a sewing machine, double handed, just like with a 
pencil.  Shades and lines appear on paper and tissue.  Painting, graphic art, 
drawing and textile art have been gelled into a robust thread.  

Individual disciplines of the formative arts, usually separate turn into a joint 
result.  This is the process which led to the invention of my thread graphics.

-- Edith Platzl, Artist’s Statement

cover picture, Edith Platzl | facing page, film stills from Six Degrees of Separation 

One side of an opaque surface stands in for chaos and the other order.  How does one imag-
ine line, shape, and color on the invisible back combining with line, shape, and color on vis-
ible front, giving insight into visible chaos in invisible order and vice versa?  After all, one 
cannot hold a position at two opposites at the same time without contradicting either logic 
or physical limits, but one may imagine an opposite position while standing on its reverse.  
From the front the back registers in mind’s eye, a corresponding vibration in the human 
soul.

One side of a translucent surface stands in for chaos and the other order.  How does one 
imagine line, shape, and color on the partially visible back combining with line, shape, and 
color on the fully visible front?  One sees the front side vividly, and the other side washes 
out.  From one side the back reads from left to right, and the other side from right to left.  
It physically mirrors as a result of viewing position and not optical mirroring.  The mirror 
registers in mind’s eye, a corresponding vibration in the human soul.

One side of an opaque surface stands in for chaos and order and the other order and cha-
os.  Many stitches dash line across the surface.  The blank spaces in the line dash on one 
side fill in with thread on the other.  The full spaces in the line dash on one side fill in with 
blank spaces on the other.  The line may begin with a knot on one side, but no matter what 
it begins with an emergence from an invisible side.  Because one does not see what comes 
before the emergence, one may imagine any number of possibilities on the other side.  One 
may imagine either a knot, a straight line, or a tangle of string on the other side.  If one 
applies this threading principle to a more chaotic or irregular form like a blind contour 
drawing of a garment, and one walks from side to side, it becomes close to impossible to 
remember the exact points where each emergence occurs and whether it knots, tangles, 
or straightens on the other side.  One could plot out the emergences, knots, tangles, and 
straightening on both sides on translucent sheets of paper and then overlay the surfaces to 
see the exact modalities of emergence, a combinatorial mode of analysis.  The combina-
torial patterns would register in plain sight analysis, but prior to analysis, each side of the 
surface registers three distinct potentials (knotted, tangled, or straight) in the mind’s eye, a 
corresponding vibration in the human soul.  If one performs an analysis prior to threading, 
then one controls the patterning of two sides simultaneously, an extension of frontal under-
standing in pictorial space.  Opacity, double-sided threading, and transparency [mean] a 
simultaneous perception of different spatial location[s], viewing positions, patterns, poten-
tials, emergences, imaginings, and combinations, [implying] more than an optical charac-
teristic, [they] imply a broader spatial order.



Edith Platzl stages cause and effect chains that form a core of architectonic thinking by 
stitching through translucent and opaque surfaces, different spatial locations, viewing 
positions, patterns, potentials, emergences, imaginings, and combinations.  Even if some 
threads physically disconnect, all sides and movements gel into a single composition, 
turning independent threads of thought and experience into a joint result or representation.  
Even if Platzl intends for the pictures to hang in one frontal orientation on a wall, all sides 
still register in mind’s eye.  Compile the double-sidedness of one surface with layering and 
sewing together fabrics and the methodology moves into a series of lines like floor and ceil-
ing plans on tracing paper with the implication of three-dimensional space.  The material 
overlay of surfaces moves into real three-dimensions.  

In terms of line quality per se, one’s perception of line in an object either signals a change 
of material (color included) or a change of planar shape.  Juxtapose the representation of 
line and shape in pencil and paint with the materialization of line in thread, and painting, 
graphic art, drawing and textile art have been gelled into a robust thread, dematerializing 
ideological linear divisions.  Beyond disciplinary combinations, Platzl’s double-sided rep-
resentations of things in stitch materialize line in pictorial space, something akin to Degas’ 
elegant-proto-collage-brutalism when dressing a bronze, a brutalism where threads more 
real than realism bring representation into question.

Platzl dresses pictures with paint, pencil, and stitch.  In a self-referential gesture, she 
represents garments, whether on or off bodies.  Real garments form according to a struc-
tural body.  Real garments hold together according to the structural skeleton of threads.  In 
Platzl’s work the stitch both represents structural stitches and offers real structural support 
for holding layers of a picture together.  The knots and emergences make structural nodes, 
sometimes in regular and irregular patterns.  The nodes make strong points allowing the 
artist to suspend a curve span or a tangle of lines.  Despite the irregularity in tangling 
technique, the thought orders finely.  Nodes offer structural support for tangles, pinpointing 
order in chaos.  

Layering forms a core concept to painting and pictorial space.  In its most basic articulation, 
one paints one surface over another, either fully or partially concealing (glazing) the the 
thing beneath, either noticeably (one shape over another) or subtly (full cover over a thin 
brushwork layer).  Unlike paint layers, clothing comes off.  While physically prohibitive 
to pull apart or undress paint layers, if the tectonic features of the work loosen the binding 
(overlaying and sewing together several fabrics), then one perceives the work in several 
imaginary and material layers, in several dimensions.  In Platz’s work, the double-sidedness 
of threading and translucence complexify and undress pictorial space, registering a broader 
spatial order in mind’s eye, a corresponding vibration in the human soul.
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