
 
 
 
 
 
 
 
 
 

 



 
 
This book represents the work of one artist painter, T.L. MANN. A general presentation is given 
first, the B.S. paintings secondly, and the Interface Paintings, from which the B.S. Paintings derive, 
are presented in conclusion. 
 
 
 
 
 

As to the Artist’s Statement 

  
In simple terms, the goal of his work is: « to give the viewer 
something to think about and add a little color to our lives. » 
In that which concerns the paintings, the focus of his work for 
a number of years now, they have taken on materials other 
than paint. In effect, the feeling of the artist is not to create the 
image of something but rather to create something in and of 
itself—and the more materials you use, the more you can do 
towards this end. Furthermore, this tendency to use, let’s say, 
whatever is needed rather than to limit yourself in the name of 
some mystical quest for a ‘singularity’, is emblematic of a 
core part of the artist’s philosophy, namely, that when asked a 
question of human import, one must realize, and reply: “It’s a 
combination of things.” 

The work is partially figurative at times but for the most part it is abstract. As to an artist’s 
statement, or what his work means, the artist says: « What it really comes down to is the following: 
knowing the meaning behind a work of art is not the main point. What is essential is that a work be 
good enough to make one stop in front of it and think about what it means… to think a little bit 
about life perhaps. What else could something with no practical purpose, be for? » 

Beginning, Initial Impressions 

The artist claims to have had no natural aptitude for drawing 
and painting. According to him he had to learn that which is 
necessary to respect the technical and aesthetic criteria of art 
the hard way—often by trial and error. He says: “Ironically, I 
feel the most important quality of much of my early work is 
that it does not have the typical look of paintings done by 
someone who is a naturally gifted illustrator or painter. What 
makes me say this is my feeling that if the quality of one’s 
work resides only in this natural aptitude being conveyed, the 
work falls short of its goal…the work must first of all express 
something of interest for the viewer and have the necessary 
emotional impact so that it be felt. And, when an artist tries to 
express something about life, I would like to think that the 
expression is coming from someone who has more in the way 



of life experiences than simply having received a bachelor of fine arts degree due to his drawing 
talent. In the end, whatever the subject of one’s expression, there must be reason for inspiration, 
without which, realizing a successful work of art is not possible.” 

 

The B.S. Paintings  

 

Art critic:  “What is this B. S.? I don’t see 
anything new about it.” 

Artist:  “Listen, if I’m not doing anything different, 
maybe it’s because I’m trying to do something 
fundamental. 

Art critic:  “What is this fun, duh, et mental? 

Artist:  “Look, there are certainly abuses in the 
blind quest of all these so-called important 
artists…I mean if they are forced to find something 
new in order to be considered important, then 

maybe that’s the only ‘force,’ or strength, of their work and that ain’t a good one, for their work 
must certainly look forced, while the forces I’m talking about are natural, naturally important too, 
for they are human, as human as they get. And they are opposing forces, with all the extra drama 
this entails, simultaneous, like two eyes, our eyes—one a witness to our sense of order, our order, 
the other to our sense of destruction, self destruction.” 

Art investor:  “Explain the value.” 

Break to dialectic below (by T. L. MANN): 

With the B. S. paintings (which I will refer to hereafter as the Bull Shit paintings) I tried to tame 
chaos, come to grips with it, to understand and neutralize it…I didn’t have much choice. 

The Bull Shit paintings derive directly from the clean-up rags I had accumulated from doing the 
“Interface Paintings,” (first exhibited in the spring of 2013 in Paris, France). These paintings are not 
bull shit though because they derive from clean-up rags. The paintings are bull shit because of the 
profound philosophical meaning attached to them. 

In order to understand, we must first begin with the Interface Paintings that the Bull Shit paintings 
derive from. The Interface Paintings are important for several reasons (multiple reasons—as 
opposed to our typical tendency to reduce everything to a simplistic explanation or even symbol—
always being what is really necessary to express/explain any issue of human importance), however, 
one aspect in particular, and a major one at that, must be brought out here: the Interface Paintings 
demonstrated the immense importance that structure has in nature in general, and more importantly, 
in our nature. 

And once we see this, we can better appreciate the core theme of the Bull Shit paintings—the theme 
being the total lack of structure that seems to be equally important as a force in nature, again, our 
nature. 



As stated, structure for the Interface Paintings is primordial. It is celebrated as a human end and as 
an artistic revelation; refer to the T. L. MANN website for pictures and full explanations: 
https://day4thart.wordpress.com/. Coming up with the different elements that constitute the overall 
image of one of these paintings requires veritable ‘discoveries’ on the part of the artist, and this, for 
each and every element—an exemplary level of effort being truly necessary in order for them to all 
work together. This exceptional effort is necessary for a couple of reasons: Firstly, because the 
individual elements stand out, they are easily distinguishable, and because of this, they may easily 
be scrutinized, critiqued. The second reason necessitating this exceptional effort, these veritable 
discoveries, is due to the fact that the images that the elements make up are conceptual rather than 
representational—in effect, if they represented a ‘natural’ scene such as a landscape, the viewer 
would not question the ‘workability’ of the elements within the painting—because they would just 
be considered natural. Lastly, the paintings are not highly abstract either, wherein lack of structure 
is forgiven far more. Indeed, to make structure work, as witnessed in the Interface Paintings, a high 
degree of research, analysis, and calculation is required to come up with elements that are visually 
interesting and that work together towards a final image that is not only technically successful in 
terms of aesthetic rules but that is also satisfactory in respect to its theme, which at the outset, is the 
reason-to-be of the work, any work. 

As  fascinating as this structural type of work can be, however, I now turn to total disorder, another 
fundamental characteristic of our nature, and as such, another theme worthy of artistic expression. 
But being so fundamental, hasn’t this already been done? Hasn’t everything already been done for 
that matter? I mean, after all the abstract expressionism we have seen over the years—from 
canvases painted by a drip painting mind to those excreted by pigeon behinds—what could one 
possibly imagine left to be done in the way of disorder? On top of this I realized that this going 
from one extreme to the other, from total order to total chaos, may be interpreted as a lack of 
coherency in my oeuvre …fair enough…but—such interpretations are really no less errant than the 
mystical quest by so many artists for some ‘singularity’ whereby they want us to believe that they 
have discovered that “one thing.” That kind of stuff there is only ‘interesting’ in some esoteric, 
academically technical way for those heady individuals in the art milieu, or of course, for the art 
merchant who has to be able to claim—for marketing purposes—some sort of originality, which for 
the most part, unfortunately, is only forced, purely and simply contrived, non existent and/or 
deficient. Better to stick with the fundamentals: something human, something important to the 
bone—and see what comes of it. 

Now to the heart of my Bull Shit art. It started from the natural allure of those clean-up rags. The 
colors and chaos I saw in all that paint were naturally…I will say attractive. But when I went to 
frame them, they didn’t seem finished. The frame, by virtue of what it implies and by the effect that 
it naturally has on its environment, required me to intervene. The natural implication of the frame is 
the following: what it frames is not a natural phenomenon and must not be taken as such, must not 
be ‘accepted’ as something in an otherwise seamless nature, where natural chaos is in natural flux 
with a certain degree of natural order. Indeed, the additional sense of order, the exceptional, 
‘unnatural’ sense of order that the frame naturally possesses, its geometric ‘presence’, required me 
to add exceptional, ‘unnatural’ touches to the chaos in order for the final presentation to be correct, 
look natural, be satisfactory in the scheme of things at hand… Is it only a coincidence that this is 
precisely what the frame of an Interface Painting is all about? 

Regardless, what it comes down to is this: I had to tame chaos. I had to fight the natural forces of 
entropy to maintain sufficient order. Now, is this sufficiently important as a subject for art? Is the 
imagery expressing it sufficiently interesting? I’ll let you yourself decide about these big words: 
fundamental, discoveries, singularities, or any other such pretense that has come up in this Bull Shit 
Painting treatise. But make no mistake about our nature, the complexity of our being (mind and 
body working together no less) and the complexity of the anatomical composition giving rise to all 
this. A literally incredible order has arisen between our countless atoms to constitute our seemingly 



miraculous self, too incredible perhaps for one to have much faith in. Indeed, and in effect, the very 
existence of this order gives rise, at the same time, to the underlying, simultaneous, ubiquitous, 
indisputable law of ‘entropy’—this natural physical force that acts upon us without exception—and 
that is irrefutably resolute in its task of tearing us down…to diddly squat. 

Bull Shit art is my act of resistance. 

The B.S. Paintings: 

 

 ‘‘‘! L”’ Grandiloquence...and All 
that Goes with It  

2013 

Dimensions: 52 by 72 cm, framed. 
Media: Paint on T shirt on wood panel, with 

painted framing mat. 

 
 

 

Acorn areRn't NotHot 

2013 
 

Dimensions: 43 by 53 cm, framed. 
Media: Paint on T shirt on wood panel, with 

painted framing mat. 

  

 

Sail, Afloat, Washboard Boat, and Dirt 
 

2013 
 

Dimensions: 43 by 53 cm, framed. 
Media: Paint on T shirt on wood panel, with 

painted framing mat. 



  

 

Thumb in pi E Astro 3 Bambino 
 

2014 
 

Dimensions: 52 by 72 cm, framed. 
Media: Paint on T shirt on wood panel, with 

painted framing mat. 

 
 

 
 

 

Socialite 1 Entrance Way 
 

2012 
 

Dimensions: 45 by 45 cm, framed. 
Media: Paint on wood panel, with painted 

framing mat. 

  

  

 

Interesting Sea Weed Horse 
 

2014 
 

Dimensions: 52 by 72 cm, framed. 
Media: Paint on T shirt on wood panel, with 

painted framing mat. 

  



 

Exalt!…What? 
 

2014 
 

Dimensions: 52 by 72 cm, framed. 
Media: Paint on T shirt on wood panel, with 

painted framing mat. 

  

  

 

“Gold Nugget”, Another Exoplanet 
of No Interest 

 
2014 

 
Dimensions: 43 by 53 cm, framed. 

Media: Paint on T shirt on wood panel, with 
painted framing mat. 

  

  

 

Astronomer Marylyn’s Rendition of I t 
 

 
2014 

 
Dimensions: 52 by 72 cm, framed. 

Media: Paint on T shirt on wood panel, with 
painted framing mat. 

  



 

 Some Sort of Sign and Reset 
Switch for Everything 

 
2014 

 
 

Dimensions: 52 by 72 cm, framed. 
Media: Paint on T shirt on wood panel, with 

painted framing mat. 

  

  

 

 Electrolysis Pool Teeming with 
Nippon Koï 

 
2014 

 

Dimensions: 52 by 72 cm, framed. 
Media: Paint on T shirt on wood panel, with 

painted framing mat. 

 

  

  

 

Pre Historic Display of Mind-to-
Hand Articulation 

 
2014 

 

Dimensions: 52 by 72 cm, framed. 
Media: Paint on T shirt on wood panel, with 

painted framing mat. 

  



 

In the Form of a Cross, Final 
Boarding 

 
2014 

 
Dimensions: 52 by 72 cm, framed. 

Media: Paint on T shirt on wood panel, with 
painted framing mat. 

  

  

 

Like-Never-Before Crapola, Now a 
Total Reality 

 
2014 

 
Dimensions: 52 by 72 cm, framed. 

Media: Paint on T shirt on wood panel, with 
painted framing mat. 

 
 

 
 

 

Cumulus Cube (§) Comes to Mind, 
Sign of Better Times 

 
2013 

 
 

Dimensions: 58 by 74 cm, framed. 
Media: Paint on wood panel that was used as a 

drop cloth. 



  

 

1st V N T Trivial Log 1 
 

2013 
 

Dimensions: 35 by 45 cm, framed. 
Media: Paint on T shirt on wood panel, with 

painted framing mat. 
Signature logo bottom right. 

  

  

 

Sun Deck; No Chair to Stand On 
 

2013 
 

Dimensions: 58 by 78 cm, framed. 
Media: Paint on T shirt on wood panel, with 

painted framing mat. 

 
 

 
 

 

Dr. Looey Pasteur Normal Superior  
 

2013 
 
 

Dimensions: 50 by 68 cm, framed. 
Media: Paint on wood panel that was used as a 

drop cloth. 

 
 



 

Abe Lincoln’s Signature L 
 

2013 
 

Dimensions: 63 by 75 cm, framed. 
Media: Paint on on wood panel that was used as a 

drop cloth. 

 
 

 

Red Effluence; Whqt are we in 
deep? 

 
2013 

 
 

Dimensions: 71 by 91 cm, framed. 
Media: Paint on wood panel that was used as a 

drop cloth. 

 
 

 
 

 

Washed-up, Marooned…but not 
Collared 

 
2014 

 
Dimensions: 52 by 72 cm, framed. 

Media: Paint on T shirt on wood panel, with 
painted framing mat. 



  

 

…Every Last One of Us: 
 

2014 
 

Dimensions: 52 by 72 cm, framed. 
Media: Paint on T shirt on wood panel, with 

painted framing mat. 

  

  

 

A Dearly Hilarious Social Affaire 
 

2014 
 

Dimensions: 52 by 72 cm, framed. 
Media: Paint on T shirt on wood panel, with 

painted framing mat. 

  

  

 

T Shirt of Artist 
 

2014 
 

Dimensions: 90 by 72 cm, framed. 
Media: Paint on T shirt on painted wood panel. 

  



 

2nd V N T Trivial Log 2 
2013 

 
Dimensions: 45 by 45 cm, framed. 

Media: Paint on T shirt on wood panel, with 
painted framing mat. 

Signature logo bottom right. 

  

 

 

Story behind the Interface Paintings, from which 
the B.S. Paintings Derive 

 

As reported by the artist: 

“After doing work on various themes for a number of years, 
all the while sticking to the guidelines for what I think good 
art is (“Review Criteria” section http://day4thart.wordpress.com/) an 
idea came to me, an idea which all artists hope to have at 
some point in their life. As I stated in the Review Criteria 
section, a good work of art should respect certain visual 
criteria concerning art and definitely show some heart and 
soul but it doesn’t necessarily have to have any idea behind 
it of  ‘theoretical’ importance. Nonetheless, the ultimate 
goal of an artist is to do both, that is to say, to find this idea 
that you feel is particularly important and to carry it out with 
the full visual effectiveness alluded to above.” 
 

“While doing my first « interface » painting I felt I was struck with such an idea, which surprised 
me, for I thought this would never really happen to me. In fact, as I stated in this aforementioned 
« Review Criteria » section, such an idea is not mandatory for good art, but moreover, it is even to 
be avoided if the idea compromises the visual interest of your work, the visual interest being, 
afterall, the primary goal of visual art. This having been said, I feel such an idea struck me one day 
and I am presently pursuing only this: what I refer to as « Interface Paintings ».” 

 



 

” Art for our sake.” ® With the Interface Paintings, T.L. MANN has tried to reinstate the importance of the 
subject: meaning that art should be about life, as opposed to some narcissistic “art-for-art's-sake” concept. 

This having always been one of his deep beliefs, he was struck one day by the following idea: treat that part 
of our nature that is forever elusive in any absolute sense, incarnated one might say, in an unseizable, 
unseeable bridge, or interface. 

The Interface Paintings represent this bridge and the psychological and physical sides to ourselves that this 
bridge links together. These sides, this duality: mind-body, body-spirit, however you want to refer to it, is of 
course, an ages-old subject and is foundational for all the world’s great religions and philosophies, 
consequently, the idea behind the interface paintings was hard to miss. Trying to come to grips with the 
interface itself however—and what the hell it is that you’re feeling from such an experience—is another story. 

 

The Interface Paintings 
by T. L. Mann 

 

Forethought: 

At a certain point in man’s evolution, his brain went 
from unconscious, as say, that of a dog’s, to 
conscious in the sense that we humans commonly 
ascribe to ourselves: we reflect on our existence. 
Only man does this. No other animal, chimpanze, 
dolphin, etc., does. If they did, they would express 
this to us in whatever language they have at their 
disposal: a monkey would endeavor to draw, 
however painstakingly, evocative figures for us in 
the dirt—a dolphin, advancing on the tip of its tail, 
redolent of purpose, would trace deliberately 
intriguing signs—something, anything, to try to 
communicate the same existential predicament that 
we as human beings find ourselves in, that is to say: 
« do you have any friggin’ clue as to what is going 

on? ». 

Due to this transitional point that was bridged in our evolutionary past, it is not surprising that we 
see so much neuro-biological complexity in ourselves today, the most noteworthy being our 
oscillatory consciousness-subconsciousness trait—the most fundamental of traits, and responsible 
as much as anything else for that which makes us human: irreducible—as far as we can be aware—
by either ourselves or by anyone else to any final identification or understanding. This complexity 
of course, extends to the extreme manifestations of our psychological nature as well but we need 
not go there for this exposé, which is meant only to offer an idea behind the « interface » paintings. 



The interface paintings: 

The idea behind these paintings stems from that part of 
our nature, alluded to above, that is forever elusive in 
any absolute sense, incarnated we might say, in an 
unseizable, unseeable bridge, or interface. The 
paintings represent this bridge and the psychological 
and physical sides to ourselves that this bridge links 
together. These sides, this duality: mind-body, body-
spirit, however you want to refer to it, is of course, an 
ages-old subject and is foundational for all the world’s 
great religions and philosophies, consequently, the idea 
behind the interface paintings was hard to miss. Trying 
to come to grips with the interface itself—what the hell 
it is that you’re feeling from such an experience and 
representing it in the form of art—is another story 

however. In effect, the experience here takes on the added complication of the mind’s dichotomous 
nature in and of itself—its difficulty in claiming an ultimate sense of the real, as opposed to the 
imagined or misunderstood. 

Nonetheless, however complicated the enterprise might seem, coming up with a physical 
representation for it proved to be quite simple, given that it was an accident, and quite a surprise, in 
view of the fact that a form of it has existed right in front of our nose ever since we domesticated art 
so to speak—ever since the idea came to people to display art with the aid of a frame, this 
fundamental, ubiquitous, accoutrement that, as it turns out, has a metaphysical yet definite 
relationship to the “interface” (see accompanying article below “About the Interface” for details). 

Which brings us to the physical, or technical, aspect and explanation. In a nutshell: the part within 
the painting’s ‘frame’ (the humanly created part) represents the mind or spirit. That which is 
exterior to the frame is the physical world, our bodies as well. The frame itself, is the necessary 
bridge linking the two. 

The fact that the frame is doubled so to speak, with an inner field, is my attempt at putting a finger 
on this bridge, or interface. And, though the whole is what is of ultimate importance, the bridge, 
however difficult it is to put your finger on, makes it all possible. In fact, it is responsible for that 
infinitely elusive quality that makes us human. 

About the Interface 

 
The whole idea of the Interface Paintings is 
about transcendence. 

So, a word on the relevance of transcendence in 
our lives: all scholars in the human science 
fields speak of the fundamental need of all 
humans for philosophy, religion, and the arts 
that bring their themes to mind for us. 

If we are to believe the common discourse of 
psychologists, it appears that the human 
condition, or more precisely, our mind in 
respect to it, can not be left unattended: First 



we are cast out of nature when we are born, when we leave the mother’s womb, then we are unto 
ourselves to reflect on life and to make something of it—less we lose it (to use a common turn of 
phrase). And this making something of it, of life, can ironically be construed as a quest to re-assume 
the form of a perfectly integrated being in respect to our environment—that original state of ours in 
the womb as it were, perfectly integrated with nature. Our ‘normal’ state of mind, and behavior, is 
one of continually seeking appropriate orientation in life and to keep our footing. And more than 
being a need, this seeking of appropriate orientation leads us to our very reason to be—to transcend 
the isolated, alienated nature of our lives as individuals and to find a meaningful role to play in this 
life. 

And we are all in the same boat. 

Whether we are artists, businessmen, or nondescript members of the masses tweeting viral 
invectives to bring media personalities down to our level, we strive to transcend our lonely, lowly, 
positions as individuals in society and on this Earth. The ever so practical-minded businessman may 
deny the value of art, and make fun of all the unnecessary art history majors in school today (and 
rightly so I suppose) but his anti statement to this effect is a conscious recognition of the subject at 
hand, that being one’s need to transcend, and is even a manifest form of such behavior on his part 
towards this end. 

Concerning the subject of transcendence in respect to the Interface paintings: As amply said in the 
general presentation for these paintings, the interface, in the form of a ‘doubled’ frame with ‘field’ 
in between, represents a bridge between our physical and spiritual worlds. But more than that, I 
would like to add the following: that from the interior of the work, the creative work of the mind, 
outwards to the interface, or frame, you are going towards the solid, like a search for something that 
Is—something that is without having to ask yourself any questions about it—something 
simplemindedly simple, down to earth…or perhaps even primitive—a fetish—on which, one may 
focus all his tension and alleviate himself of all those questions that won’t go away. 

A closer examination of the more technical aspects helps understand the relationship mentioned 
above: The fact that the interface (frame) is squared, or rectangular in shape, is imperative and 
perfectly in line with this solid, simple, physical thing that is sought after, for right angular forms 
express stability, something you can lean on without it rolling away as it were. The pure colors of 
the interface are associated with the simplicity that one may hope for in the physical world, the 
world that the interface is making a link with, and when these colors are bold on top of it, this is to 
give extra emphasis to the interface in respect to the more ephemeral or cognitively subtle side to 
our nature seen at the interior of the work. Lastly, and perhaps most importantly, they change (their 
color being but one notable example), like any other artist changes the subject or scene that he 
paints. Remember, the interface is the most important and this interface is anything but a frame 
whose only purpose is to present the work that it frames. 

The general visual concept is the following: the interface carries the primary visual message. The 
remaining imagery can be quite diverse—representational or abstract, as long as this imagery 
respects the geometric/thematic nature of the interface. One could say that it is this secondary role 
to the interface that allows the remaining imagery to be so diverse. The reason behind this is, firstly, 
because the interface, the primary feature, bears, as stated above, the essential part of the 
responsibility in this matter, and secondly, because it all too simply does not disallow it. Finally, I 
ask myself: is it only a coincidence that this tendency to exploit, let’s say, whatever is at my 
disposal rather than to limit myself in the name of some mystical quest for a ‘singularity’, fits so 
well with the core part of my outlook on life, namely, that when asked a question of human import, 
one must realize, and reply: “It’s a combination of things.” 



The inspiration behind the Interface Paintings is not about that which brings so many artists to paint 
that which is nothing more in the end than just another interminable image that has come to mind, 
but rather, I hope, an inspiration that has resulted in a certain philosophical-physical construct and 
style that makes a real contribution to its art form and to artistic expression more generally. In one 
respect, this contribution even touches upon the nature of the frame itself, the most fundamental of 
accessories in respect to paintings. The nature of the frame, its inherent purpose, is to integrate a 
painting with its environment, and this, represents a definite parallel to what is taking place in an 
Interface Painting. However, I must emphasize, the integration on the part of the interface is not 
merely an add-on or aesthetic aside as the frame is in respect to its environment. The quality of the 
interface in respect to integration is intrinsic—when we consider its very material quality in respect 
to the physical world that it means to link. Also, just as importantly (as opposed to the frame) the 
interface is the starting point, or foundation to the overall work of an Interface Painting, from 
which, the creative center and its inspiration comes. 

And this integration with an environment that we are speaking of—in the case of the Interface 
Paintings—the quality and effect this entails may just represent a complete—even more than 
complete—transcendence, one that has come full circle as they say. For, not only can the artistic 
endeavor be transcendent in a liberating sense, for the artist and for the viewer who is particularly 
taken by the product of his endeavor, it can come full circle to the point of someone who « wants to 
be a machine, » (the opposite of liberation), as expressed so well by Andy Warhol in respect to 
himself. The inanimate, tranquil quality of the machine that is hoped for by certain people may be 
appreciated in this context: in the solid, physical, inanimate quality of the interface, or frame. 

To conclude: Art may provide a sort of transcendence, allowing a communication link between 
ourselves as otherwise isolated individuals and giving expression to the spiritual concerns that we 
commonly share. This is a general, even figurative interpretation that is commonly related on this 
subject. But with the Interface Paintings, the subject of transcendence becomes literal, by the 
physical link that the interface literally makes with the outside physical world. It is as if the 
paintings weren’t just bringing about the effect that art may have on us but actually materializing 
the effect. And this, only the Interface Paintings do, or at least, as I implied above, seem to do. 

 
 
 
 

 



 
 
 

 

Bump, Concrete, Grass, Night 

 
2011 
Dimensions: 90 by 75 cm, framed. 
Media: Mixed media on wood panel. 

The relationship with the interface-frame, is literally accomplished 
through the legend. The legend not only plays the conventional role 
of explaining the visual subject at hand (which one would normally 
take to be the center portion of the work), it attracts us to the fact 
that the interface itself is part of the main subject. 

  

 

Revised Reputation of Infinity  

 
2012 
Dimensions: 90 by 76 cm, framed. 
Media: Mixed media on wood panel. 

Comment: According to infinity theory, anything that is possible in 
the universe exists. Why not add to this anything that is imaginable? 

  

 

Hospital Colors 
 
2012 
Dimensions: 90 by 98 cm, framed. 
Media: Mixed media on wood panel. 

Artist Comment: Four is an unlucky number for the Chinese and the 
Chinese are big into red, but what does this have to do with the price 
of rice—right?—there or anywhere else for that matter? Imagine 
rather, a chair in a hospital registration office whose leg slips into a 
floor-level bed of plants (because there is no protective border 
around it) and that the person sitting in the chair is your sister and 
she dies bumping her head from the fall. Now transform the situation 
in such a way that you can live with it. In this case, I chose not to 
color in the unpainted puddle-like parts. 



 

It’s Only A Scrape 
 
2010 
Dimensions: 92 by 92 cm, framed. 
Media: Mixed media on wood panel. 

To note: A black and red block are used in this work. Certain linear 
forms are scraped into the wood, leaving the raw wood color; others 
unveil red paint. An olive green, used with the grey, provides a 
working opposite to the red, offering a more full palette, and thus, 
“completing” a work based on opposites, which is fundamental to the 
idea behind the interface paintings. 
 

  

 

Poorly Informed  
 
2012 
Dimensions: 90 by 76 cm, framed. 
Media: Mixed media on wood panel. 

To note: The theme is information, how it ‘stacks up’, with all the 
reverence or reservations one might have in respect to it. We have 
come a long way since the categorical certitude of René Descartes, 
passing by way of the categorical incertitude of Heisenberg and 
Gödel. The latest approach taken by leading physicists (both 
theoretical and experimental physicists), in the understanding of who 
we are, is to give up on the desire to know what we and our world 
are made up of. In effect, rather than knowing ourselves in terms of 
matter, the actual material substance that makes us up—something 
real that you can get your hands on as it were—we must settle for 
certain information concerning the material’s behavior. But more 
than just having to settle for certain information due to the natural 
limits of knowing matter, sub-atomic matter, due to the nature-
altering impact on the material that the very act of trying to know it 
has (which is the typical way of thinking on this subject—since 
Heisenberg) we must now actually see our world, come to accept 
our very selves, as nothing more than ‘material information’, 
whatever this means, and/or however unsubstantial this, or rather 
we, may seem. 

  

 

The Groundwork, for Thee Megaliths  
 
2011 
Dimensions: 90 by 75 cm, framed. 
Media: Mixed media on wood panel. 

The relationship to the bridge/interface is done with the wire, seen at the left. 
Entitled, “The Groundwork, for Thee Megaliths”, the ‘painting’ is a surface of 
wood panelling where various tones/forms have been brought out by 
sanding the surface with sand paper. A discrete amount of paint has been 
applied in symmetric fashion to complement the brown shades of wood. 
Pencil lines have been added to the “megaliths”, and can be viewed as 
extensions to the aforementioned wire that is in the interface. These 
pencilled lines are sealed with a transparent art fixative. The signature L at 
the bottom right is done with the same wood as that of the panel used for 
the painting support. 



 

Which One to Follow and When ??  
 
2011 
Dimensions: 90 by 75 cm, framed. 
Media: Mixed media on wood panel. 

This painting addresses the classic dilemma: Should I follow my 
heart or should I follow my mind. The black square represents the 
mind and the orderly black lines represent a possible path of the 
‘logical’ mind. The red rectangle represents the heart and the 
dynamic red lines represent a possible path for the ‘emotional’ heart. 
 

  

 

Which One to Follow and When ???  
2011 
Dimensions: 90 by 75 cm, framed. 
Media: Mixed media on wood panel. 

This painting addresses the classic dilemma: Should I follow my 
heart or should I follow my mind. The black square represents the 
mind and the orderly black lines represent a possible path of the 
‘logical’ mind. The red rectangle represents the heart and the 
dynamic red traces, or lines, represent a possible path for the 
‘emotional’ heart. 
 

  

 

Auguste Comte: The Father of Positivism  
 
2011 
Dimensions: 90 by 75 cm, framed. 
Media: Mixed media on wood panel. 

This square in the face and these cubes on the head… This “T” 
signature tie. These square blocks in the interface. This whole 
balancing act. An unshakeable faith in science he had—Auguste 
Comte, “father of positivism.” 
 

  

 

Correcting the Subject of the Center  
 
2012 
Dimensions: 90 by 75 cm, framed. 
Media: Mixed media on wood panel. 

The subject is the “interface.” The interface, the exact middle or 
point between the two sides to our being, should be dead center. If 
the interface is off center, a certain adjustment is to be made. The 
complexity of this task is in correlation with the complexity of the 
subject, if you know what I mean. 



 

Taking Up Positions on the Playground  
 
2011 
Dimensions: 90 by 75 cm, framed. 
Media: Mixed media on wood panel. 

To note: According to psychologists/sociologists, the types of 
interpersonal situations you were typically in on the playground 
during your childhood, and/or the positions you took up (aggressive, 
defensive, cowardly, courageous), greatly determines the type of 
person you become in your adulthood, and by this they are referring 
to one’s most basic determinant: that being, nothing less, than the 
primordial matter of whether one falls to the proverbial “left” or 
“right”. The information you gather from your school books at any 
point along the way has little if anything to do with it. 

 

Her Place on Earth, or, Flower in the Ground  
 
2011 
Dimensions: 90 by 75 cm, framed. 
Media: Mixed media on wood panel. 

The flower represents a person greatly impacting the life of the artist. 
Artist comment: “Whatever you—or I—may see in this piece, or in 
any of my work for that matter, this flower is the key.” 

 
 

 

Our Social Portrait: Startled Harmony 
 
2011 
Dimensions: 90 by 75 cm, framed. 
Media: Mixed media on wood panel. 

Upended elements, fallen into place. This incident and its aesthetic 
result is achieved through a rather complicated harmony and 
symmetry based on the colors, forms, the size of the forms, and of 
course the positioning of the forms. A complicated harmony indeed, 
which explains the title of the painting. 

 
 

 

Covered Sky, 
Blue Shores, 
Sign of Life, 
Digging Around  
 
2011 
Dimensions: 90 by 75 cm, framed. 
Media: Mixed media on wood panel. 

The relationship with the interface-frame, is literally accomplished 
through the legend. The legend not only plays the conventional 
role of explaining the visual subject at hand (which one would 
normally take to be the center, ‘framed’ part of the work), it attracts 
us to the fact that the interface itself is part of the main subject. 
That the legend doesn’t help much in explaining that which can not 
be understood is to be expected. Refer to title. 



 

She Would Agree  
 
2011 
Dimensions: 90 by 75 cm, framed. 
Media: Mixed media on wood panel. 

Squares equate with stability, circles with instability. In this 
painting, an attempt at stability is being carried out. 
 

 
 
 
 

 

Solid White, 
Solid Yellow, 
Sallowed White, 
Hallowed Ground  
 
2011 
Dimensions: 90 by 75 cm, framed. 
Media: Mixed media on wood panel. 

The relationship with the interface-frame, is literally accomplished 
through the legend. The legend not only plays the conventional 
role of explaining the visual subject at hand (which one would 
normally take to be the center, ‘framed’ part of the work), it attracts 
us to the fact that the interface itself is part of the main subject. 
That the legend doesn’t help much in explaining that which can not 
be understood is to be expected. Refer to title. 

 

The Wheel and the Zero, at Your Service  
 
2012 
Dimensions: 90 by 90 cm, framed. 
Media: Mixed media on wood panel. 

A conscious effort won’t work for the task at hand. “What task are 
you talking about?” “Curiously enough, the most difficult ones, the 
ones that just won’t give way, get out of the way—like the digit one 
before the zero, or this square at the service of a wheel.” In effect, 
only a welling up of some thing, some insight, from the realm of 
the unconscious is susceptible to break through and do the trick. 

 
 

 

Two Is the Magic Number  
 
2012 
Dimensions: 90 by 75 cm, framed. 
Media: Mixed media on wood panel. 

“Two is the magic number”, according to the polymath Jacob 
Bronowski–as expressed in his book “The Ascent of Man”. This 
painting tries to present in the purist of forms the purist 
representation of what Dr. Bronowski had in mind: the human 
couple, man and woman. 



 

The Path to Enlightenment, or, One to Abandon  
 
2012 
Dimensions: 90 by 76 cm, framed. 
Media: Mixed media on wood panel. 

Comment: Enlightenment? What can be seen on its path? Where 
does it lead? Given the rough definition of the path seen in this 
painting—or one may even view it as a dead end—that seems to 
be the size of it: a rough path at best, at least from what we can 
surmise in our restricted life form and in our limited life time. 
Insisting on going down this path? Obsessing over some absolute 
truth? Sometimes you have to know when to just let go. 

 

 

Epicentral Representative  
 
2012 
Dimensions: 90 by 75 cm, framed. 
Media: Mixed media on wood panel. 

Comment: Man’s normal existential condition is one of discontent. 
And only those who are spoiled or those who are worn out from 
war would claim to want peace. The theme here is social 
upheaval, the individual’s posturing in respect to his immediate 
group, society in general, his rapport with a leadership figure—
worldly or extraworldly. It’s not enough to say that we are poorly 
organized. 

 

 

Super Organism  
 
2012 
Dimensions: 90 by 75 cm, framed. 
Media: Mixed media on wood panel. 

To note: In this particular painting, there is absolutely nothing in 
touch with the "interface" part to make it work, if not for the color of 
the sun... That thing we see then—as improbable as it might 
seem—could it be the manifestation of some super organism, or 
rather perhaps, the birth of one? 

 

 
 

 

I Have Nothing Left to Say  
 
2011 
Dimensions: 90 by 76 cm, framed. 
Media: Mixed media on wood panel. 

I have nothing left to say. 
 



 

Show and Tell: Modelization of Consciousness  
 
2012 
Dimensions: 90 by 76 cm, framed. 
Media: Mixed media on wood panel. 

In studying all the space-time, quantum physics, and 
neurophysiological concepts at our disposal we may come away 
with the idea that our consciousness/being is limited to dry 
physical laws at an infinitesimally insignificant point in time and 
pertaining to an infinitesimally insignificant amount of matter 
compared to the universe that overwhelmingly envelops and 
overruns us, thus effectively dehumanizing us in all respects such 
as free will, spirit, etc. But—and though this may not make hope 
for us or our hope for understanding any less unreasonable—we 
must understand that this picture of the universe, and of our being, 
is in turn rendered ridiculously insignificant next to the fact that our 
death renders anything and everything we may claim to know, 
notably spiritual claims—atheistic as well as theistic—just as 
meaningless. 

Indeed, only some existence/awareness after death (external 
reference point), could lend some final light on what we 
consciously claim to know about existence (any or no existence), 
before or after death. But with this new consciousness, or 
perspective, one must interrogate ‘himself’ about its origins, its 
end, and about a valid observational reference point for it in turn, 
ad infinitum. And if this infinitum stuff weren’t enough, consider 
this: all these thoughts, any thought at all, comes only from the 
physio-psychological reasoning and awareness capacity of our 
biological makeup. Who knows if this is anything more than a 
terribly limited standard to go by, or any standard at all? Perhaps 
we are, as many would suggest, just living in some little dream 
world unto ourselves. 
 

Boxed Out  
 
2012 
Dimensions: 90 by 76 cm, framed. 
Media: Mixed media on wood panel. 

The box is meant to be a symbol of safe keeping or containment, 
and manifesting itself in raw wood as it does, displays a certain 
down-to-earth reality. What should be of importance however, its 
contents, is anything but concrete or clear. This interplay between 
that which is solid, or clear, and that which is ephemeral, 
represents the essence of the “interface” paintings. And touching 
upon the interface itself, this elusive phenomena defining our 
consciousness, would seem improbable if not impossible, hence, 
the title of the work: “Boxed Out”. 



 

Borne Out Without Conclusion  
 
2012 
Dimensions: 90 by 76 cm, framed. 
Media: Mixed media on wood panel. 

Stars are born of universal debris and then, once formed, generate 
the chemical elements necessary to build life as well as the energy 
necessary to sustain it. Despite the obvious fascination that we 
have always had for—and the obvious importance that we have 
always placed on—the stars, it wasn’t until the middle of the 20th 
century that Hans Bethe, physicist and nobel laureate, came to 
understand this: what a star really is. However important this 
knowledge was though, the first person Bethe related his 
discovery to was his child, during their afternoon walk. 

As for the birth of the universe, this all-encompassing phenomena 
for whoever, whatever, and wherever we are, I was told: “With 
today’s latest knowledge we’re going back to mere fractions of 
seconds before” — “But before the big bang?,” I cut him off. We 
seem to be forever left in the dark about our origin, or more 
precisely and importantly, who we are. This is where, as was in 
the case of Hans Bethe I suppose, one is want to look into the 
eyes of a child. 

  

 

Who Do Buddhists Pray To ? 
2012 
Dimensions: 90 by 76 cm, framed. 
 Mixed media on wood panel. 
 
I have no idea. 

 
 
 
 
 
 
 
 
 

 

Waiting Room Chair 

2011 
Dimensions: 87 by 83 cm, framed. 
Media: Paint on wood panel, with wood structure. 

 
The lone and isolated post of observation, the chair, sits staring in 
the face of the interface, if I may say that. A definite attempt at 
communication is being made by way of the interface: to wit, the 
chair and the interface are of the same exact visual aspect: 
varnished wood. This communication is also apparent between the 
interface and a sort of painting that hangs on the wall, both having 
the exact same visual elements. 



A Still Life Thank You  
 
2012 
Dimensions: 90 by 76 cm, framed. 
Media: Mixed media on wood panel. 

To note: the apple is carved out of the wood panel. The linear 
forms, typical in these works, are executed by pencil, dug into the 
wood, and fixed with a transparent lacquer. Certain portions of the 
graphism lean toward chaos. A solid lime green and orange wood 
block are used to ‘inanimate’ the scene, to render a ‘still’ life–if not 
arrest a jittery mind. 

  

 

Taken Aback  
 
2011 
Dimensions: 75 by 60 cm, framed. 
Media: Mixed media on wood panel. 

To note: A link to the interface is directly made by wiring physical 
elements to it. To accentuate the relationship, these physical 
elements also bear the exact same colors of the interface, or 
bridge. The bold colors of the interface are used in order to give 
extra emphasis to it, the interface being the most important part of 
the work. This bold color can also be interpreted as a counterpoint 
to the more ephemeral or cognitively subtle aspect of the idea 
behind the interface. This aspect is normally depicted at the 
interior of the work. See the two articles explaining the interface 
concept, one at the beginning and the other at the end of this 
page. 

Important:  When I did this painting it was as if you did it. For you 
to say it is my problem… 

 

 



 

 
 

 
 

 
 

 

Artist Biography 
 
 

1978: Bachelor of Arts, Political Science, University 
of Missouri Columbia, United States. 

Photography studies. 
 
1979-1985: Photography—street scenes. Personal 
development of the film and photographs. At same 
time, begins painting. 

1985: Moves to Paris and maries. Begins working as 
artist-painter. 

 

1985 – 2008: Divers paintings acquired by art 
collectors. Refer to web site  “Early Work” and 
“Recent Work” for examples of this work: 
http://day4thart.wordpress.com/ 
 
 
 

2009-11: During this period of his research, artist is 
struck by an idea he considers important—work 
begins on the “Interface Paintings.”  
 

 

2013: Interface Paintings introduced to the public. 
For complete information concerning this work, 
refer to web site Day4th Art: 
http://day4thart.wordpress.com/ 
 

 

2013-2014: During this period artist is struck by a 
complementary idea to the Interface Paintings: "The 
B.S. Paintings". 
 

 

2015: Introduction of the “B.S. Paintings” to the 
public, Toko Gallery. 

 
 


