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“If I sat down with God and asked him to take away all of the pain in my life. How much
of me would be lefi?’-Ronald Green, my father.

Pain is a phenomenon like fear, belief, and love -- among the forces that determine the
course of our lives long before we are born. These conditions generate the layers of the human
soul, marrying one life with others past, present and future.

There is an unconscious consensus on the linearity of time. Our lives, memories, dreams
and reflections constantly present a challenge to this general agreement. Life, like time, is a
series of interlocking awarenesses. Paths intersect, the actions of individuals deposit change into
an internal pool of collective experience. Freud once believed that the past is not fixed in the way
that linear time suggests. We can return. We can pick up what we dropped. We can mend what

others broke. We can talk with the dead. What do we learn? What do we see?
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This image (*Image 1) is 35,000 years old, and in it there is an investigation of life that has been
remarkably unchanged to this day. The answer or the question is in the line, in the process of its
creation. The creative mind has been in pursuit of this clarification of self for as long as we can
remember. There is something that we share that echoes in our subconscious. Something that I
believe can only begin to be articulated through the creative process. Although this may sound
spiritual or religious, that is not my goal. I must use creative and imaginative means belonging to
an unfamiliar medium. I am not a writer. But I will try to put into writing the most important
visual influences and methods that the history of art and my own making have solidified as my

ways of capturing the human condition I see through my own living experiences.

In my work, I pursue a timelessness of space in which human contemplation is staged in a sort of
grandeur. My aim is to create a spectacle of our internal struggle, to make our tragedy beautiful.
The complexity of the human soul is undeniable. The layers of experience seem too many to
record. We continue to create in hopes of understanding, regardless of the seeming impossibility
of the task. For the sake of some clarity in this paper, I will describe how I take on this task
through the description of three major investments, without which I have no chance of
succeeding. First is figuration. The long visual history of figuration engages in

the mysterious and powerful presence of the human figure, seen in every role, emotion and
symbol belonging to life as we know it. Every characterization from violence to tenderness, from
the beautiful to the frightening is called upon. Second is drawing. Drawing is the lifeblood of
painting. Drawing allows me to navigate visual languages more fluidly. Third is composition.

How I construct the space in consideration of the two-dimensional surface has a great effect on

(*) Refer to Image reference page 3



how the viewer's eye interacts with the image, and is directed toward the meanings I hope to
convey.

The human figure, our own body, is the instrument we have to interact with the world.
Throughout history we can see many depictions of the human form, using a wide range of visual
elements to evoke different emotional states. Many of these have seeped into the common
lexicon of figuration and how we understand the form. Take the two standing nudes of young
boys in the early Greek statues of Kleobis and Biton (*image 2).
These Kouros figures represent the idea of youth. In their
nudity, with each figure’s left foot forward, we see images of
human courage and ambition, a new future. This same depiction
of form can also be found in ancient Egyptian figuration.
Alberto Giacometti, an artist I deeply admire and one who has

been a major influence on my work, would often use this same

influence in his depiction of the human
form. His figures (*image 3) arrest the eye in their forward-moving
motion, leaning into that step, giving the motion urgency. This action
combined with the material distortion of his figures creates an
undeniable presence of anxiety. The pressures placed on Giacometti’s
figures become those placed on the viewer. The weight of life and
contemplation overwhelms them, and in turn the viewer cannot help but
feel some of that same burden. Giacometti knew that the forwardness of the Egyptian and Greek

figuration was what he needed. With this pose his figures face the allness of life head on,

(*) Refer to Image reference page 4



becoming monumental. “What better way to make the frail and fleeting life of humans be seen as
pitched against life’s oppositions?” I imagine he may have asked himself. I have also utilized the
walking man in my own sculpture, positioned at the center of my installation.(*/mage 4) What |
see in the language of this
form is the opportunity to
speak about the present
and future. The concept of
taking a step forward is
instantly recognizable, to
move forward is to take a
risk. The next step you

take will bring you closer

to whatever your goal
may be. A direction is anticipated, and depending on how you create a relationship between the
viewer and the figure, that single step can begin to mean a lot more than a simple action.
Giacometti's awareness of this was nothing short of brilliant. His obliteration of the figures,
literal identity completely changes the context of the step, and brings out more identification
with the medium amplifying the presence of the whole figure. With no specificity of face, there
is no longer the question of who is this individual. The emphasis is on human presence itself. In
my case, complete obliteration of identity was not what I wanted. The individual identity of my
figure is still important to me. What that individual person experienced still played a critical role

in capturing a realer sense of human presence. I wanted distance from the individual but not a
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melting down of specific characteristics into a homogenous depiction. Along this line, Amedeo
Modigliani’s solution captured my imagination. I thought his simplification of the eyes without
the iris or pupil created a necessary distance from the viewer, preventing involvement with the
subject beyond a certain limit.(*image 5) His depiction feels real. When sitting down face to face
with a person so much of what you understand about them
is subjective, and you can never experience the world as
they do. There is an internal distance between your life
and theirs, a gap that can never be bridged. What I found
to be most interesting about Modigliani's figures was how
keeping just enough likeness to facial specifics can create
an uncanny depiction of human identity. The mystery of
his believable but unidentifiable figures starts to become
almost threatening in how present but unknowable they
are. As in life, here they sit or stare back right in front of

you, but you don’t know what choices they will make and

how those choices will affect you. What I needed from my
figures was a depiction that would make trusting them a challenge. In my paintings, I did not
want the viewer to trust the figures any more than the figures would trust each other. This search
led me to ancient West African masks that I fell in love with. Their striking features and
ambiguity of expression are powerful. The ever-present use of line allowed great flexibility of
expression from elegant to foreboding. The visual tools that lay at the heart of these masks tap

into human depiction with unimaginable creativity.(*/mage 6,left) (*Image 7, right) 1 can see
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Image 16. St Christopher oil on panel 2019
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