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Touch Screen

(Painting in the light of digital technology)

Dan Hays

Screen as Landscape

Fine Art PhD Thesis

Centre for Useless Splendour
Contemporary Art Research Centre
Kingston University

2008-2012




Exhibition poster, Al size screen print, edition of 35.
Commissioned by The Centre for Useless Splendour, Kingston University.
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Screen as Landscape exhibition at the Stanley Picker Gallery.

' Colorado Impression 16¢ (2006)
Colorado Impression 16b (2006)
Colorado Snow Effect 9 (2010)
Colorado Snow Effect 15 (201)
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Giverny (2011)
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Across the Water Dan Hays

The vanishing point is the elusive goal and the inevitable end, both a Zen
thing and the result of existential crisis. It is physically and metaphorically
approached ever closer through the ecstatic speeds and exponential scales of
technology, ever receding in perceptibility, increasingly out of control.

The digital sublime is the ultimate short-circuiting of the infinite and the
intimate, the instantaneous and the timeless.

—_-WF‘

In the film Vanishing Point disgraced ex-cop and war veteran Kowalski collects
his Dodge Challenger from Denver, Colorado, and takes a bet that he can
drive it to San Francisco in less than 15 hours. So a petro-chemical,
mechanical celebration of speed, escape and self-annihilation ensues. I watch
clips on YouTube, instantaneously transmitted over the Internet. Virtual
adrenalin isn't quite like the real thing, but it's all I have. Spectators at the
final scene just walk away after the show is over, yet we can return to watch
re-enactments in a multiplicity of versions, both fictional and real.

e Wairiime wn 8604 b Laghosh MU Catidnta Dinvar Mowston Doiin

Speed is the triumph of effect over cause, the triumph of instantaneity over
time as depth, the triumph of the surface and pure objectality over the
profundity of desire. Speed creates a space of initiation, which may be lethal;
its only rule is to leave no trace behind. Triumph of forgetting over memory,
an uncultivated, amnesiac intoxication. The superficiality and reversibility of a
pure object in the pure geometry of the desert. Driving like this produces a
kind of invisibility, transparency, or transversality in things, simply by
emptying them out. It is a sort of slow-motion suicide, death by an
extenuation of forms -- the delectable form of their disappearance.

Jean Baudrillard, Vanishing Point, from America, Verso.
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Colorado Impression 16¢ (2006), oil on canvas, 122 x 163 cm.

AR,
sl







Colorado Impression 16a (2006), 0il on canvas, 152 x 203 cm.
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Colorado Impression 163 (2007), 0il on canvas, 107 x 137 cm.

Colorado Impression 16dis an even
weirder painting. Here the mirroring and
repetition of the trees is doubled, their
silhouetted shapes appearing four times,
within a composition that is symmetrical
from left to right. The upper part of the
painting also mirrors the lower half but
asymmetrically, along a horizontal axis
positioned three quarters of the way down.
Again the trees in the upper part of the
painting are inverted, so that they appear
to hang downwards, but additionally, due
to the asymmetrical mirroring, they are
stretched to three times the length of the
lower ones. As a result the trees frame an
ovoid field of “sky” with a diffuse egg-shaped
area of light atits lower centre.

The image glows with eerie
phosphorescence - the swamp-light of
fireflies or a dying sun filtered through
low-hanging mist. Viewed at a distance,
references to landscape imagery and
pixilation are apparent. Yet the overall
impression is not so much that of an
enlarged jpeg - it’s more as if the image of
the landscape has been refracted through
amelancholy prism - the insectoid eye of
some faltering artificial intelligence. On
closer inspection the painting’s mystery
deepens: the rectilinear marks do not
follow the matrix of the grid precisely but

TURPS BANANA

meander around it, creating strange, glyph-
like patterns, as if some arcane symbolic
system had been discovered in the pixels.
Aspecific methodology underpins the
making of each of Hays’ works, but here it is
indecipherable - the painting seems to have
evolved according to a logic all its own.
One of the strengths of this
fascinating painting is the way in which
itstrenuously resists any form of direct
visual or interpretative reading, setting-
up complex associations simply through
the multiplication of possibilities within
alimited framework. Viewers unfamiliar
with Hays’ work don’t always immediately
recognise the landscape reference - ata
distance it also suggests the high vaulied
interior of a candle-lit church, or could
equally well be pure abstraction. Prolonged
examination of the painting at close hand
reveals that the mirroring and symmetry
of the overall composition recur in the
minute, intricate geometric patterning.
This emanates out from the painting’s focal
point - the light source, at the centre of its
horizontal axis. Here, where the sun or
moon would have appeared in the source
image, the lines in between the “pixel’
shapes form a tiny cross which, like the
painting as a whole, is symmetrical from
left to right but stretched in its upper half:

ISSUE FIVE

an inverse cruciform shape. One can’thelp
thinking of Friedrich’s ruined or
isolated churches.

Asillustrated in the exhibition
Traces du Sacre (recently at the Pompidou
Centre), the German Romantics
paintings’, as much as they exemplified the
notion of the sublime, also evidenced the
struggle to find meaning in an increasingly
disenchanted, post-enlightenment world,
shorn of beliefin the divine mysteries
of nature.

The idea that human beings have
undone the spell once cast over the world
by God threw an anxious shadow over
the nineteenth and twentieth centuries.

In the twenty-firsthowever, doubt centres
increasingly on the notion that technology’s
hold on reality may be usurping the
human. Inits eerie duality, Hays

recent work - embracing the disposable
artificiality of technological representation
on the one hand, while exploring the fragile
phenomenology of vision, or encrypting
hidden meaning on the other - seems to
echo Friedrich’s haunted vision.

( Auce Huiben)
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Colorado Impression 12a (Sunrise, Beaver Creek, 11-09-02) (2003)
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Frederic Church:

Frederick Church, Twilight in the Wilderness, 1860

artists brought to people the idea that wilderness was beautiful and it should lead us to feelings of awe

« what could we be proud of--having wilder wilderness
« saw nature as bringing us closer to God
« nature builds character, makes Americans what we are

it is city people who first begin to appreciate wilderness--it is appreciated only when we think it is going away

4 ; Copland: Rodeo - 2. Corral Nocturne
0O \\f},“,\llﬂ/,“k "" © Leonard Bernstein; New York &
O b = ) 3:2] CG— D 4:03

Twilight in the Wilderness (after Dan Hays and Frederick Church) (2005),
0il on canvas, 152 x 203 cm.




Welcome 1o Dan's Place . Please enjoy my live cam, scenic
pic'sand daily weather stat's from my part of the Roclky Mountains,

This isthe home page for Dan Hays and Family. Along with Amy
and our two sons Cole & Jegse we live at about 9,150 feet above sea
level in the Rocky Mountains between Denver & Boulder!
Algo new - Baby Ty
and

Snapshots

For the last fourteen years, I've been living on our littls one acre heavily wooded
Iot near the junction of Colorado Highway 119 (Peak to Peak Highway) and
Highway 46 (Golden Gate Canyon). Our backsrard (& mile ox 8o dowa the canyon) is
Grolden Grate Canyon State Park, a beautiful park full of hilung teails, ponds, and of'
coutse incredible scensry. Whils Arazr and I'both have a thirtsy mils plus cornrute,
we drive daily through scensyy that people cors ftor all over theswarld to see once,
and we're not stuck in stop and go traffic the entire tine.

L T R aa e R

Idore  ahout us, careers, pictures etc. check out oux farile section. While I'ta
doing this site mostly just as a hobby if you happen to sturble across it Diop us a
line, acehays@raho net, or better et Sign Wsr Guestiook!
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Images from Golden Gate Canyon

Fall '97 y Dan's Place Fall '97 _

Click for Full 600x400 Size Y Click for Full 600x400 Size

Colorado Impression (after Dan Hays, Colorado): 6 (2001), 7 (2001), 10a (2002),
10b (2002), Ma (2002), 1Mb (2003), all oil on canvas, 152 x 203 cm.



e 00 Dan's Place & Dan's Cam on Golden Gate Canyon, Blackhawk, Colorado
Dan's Place & Dan's Cam on Gol..

« 3 countertrade.com g 23~ Dan updated his website with new images Q ' | | | 3 ~

T
| Home [ 2356 Com [ Wiiiher B8 Galterio |

Home
Live Cam Wélcomem Dan's Place. Please enjoy my live cam, scenic pic's and daily weather stat's from my
Weuther part of the Rocky Mountains.
Gualleria
Abokt Us This is the home page for Dan Hays and Family. Along with Amy and our three sons Cole & Jesse &
Gue;;book Ty we live at about 9,150 feet above sea level in the Rocky Mountains between Denver & Boulder!
s

Cool Story - click below

e 00 Dan's Place & Dan's Cam on Golden Gate Canyon, Blackhawk, Colorado

Dan’s Place & Dan's Cam on Gol.

| Sy countertrade.com *3~ Lovely that they returned to their source Q | | | | [3 ~

Hopme
Live Cam inni Just who the heck is Dan Hays anyway?

Wedther
Gulleria
About Us i Name: dan hays

-
Guéthook Our Gall Website:
Referred by: Just Surfed On In
Sh From: London

Time: 1999-11-19 15:45:09
Comments:
I've just linked up to the net and the first thing | did was type in my own name. And here | am. The amazing
coincidence for me is that you make photographs of the landscape around you, for | am a painter obsessed
with pine forest imagery, amongst other things. | would very like to maybe use this strange link in my work. |
work using my own and found photographic and printed material. When | better get the hang of this surfing
lark, I'll try and send some images. By the way, your site is great - in my limited experience! Best wishes,

The guestbook entry on this site, that started the whole thing!

Dan




Dan Hays/ Self-Portrait (2005), 0oil on canvas, diptych, 76 x 203 cm.
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Colorado at a Distance




Colorado at a Distance




Colorado at a Distance

Rocky Mountain High
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Raining Fire in the Sky (after Dan Hays, Colorado) (2008),
oil on canvas, 203 x 152 cm.
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Essays on Art & Language

Charles Harrison

These essays by art historian and critic Charles Harrison are based on the premise that making art and
talking about art are related enterprises. They are written from the point of view of Art & Language, the
artistic movement based in England-?and briefly in the United States—with which Harrison has been
associated for thirty years. Harrison uses the work of Art & Language as a central case study to discuss
developments in art from the 1950s through the 1980s.

According to Harrison, the strongest motivation for writing about art is that it brings us closer to that which
is other than ourselves. In seeing how a work is done, we learn about its achieved identity: we see, for
example, that a drip on a Pollock is integral to its technical character, whereas a drip on 2 Mondrian would
not be. Throughout the book, Harrison uses specific examples to address a range of questions about the
history, theory, and making of modern art—questions about the conditions of its making and the nature of

its public, about the problems and priorities of criticism, and about the relations between interpretation and
October 2003 judgment.

[L]w

Surface

Lucas van Valckenborch’s Winter Landscape hangs in the Kunst-
historisches Museum in Vienna (see plate 93). It was painted 400 years
ago as one of a set of the Four Seasons. Measured by sales of reproduc-

SR Sty :
Ploi 93 Lt ian tions, it is one of the most popular paintings in the museum, though it

Valckenborch, Wintee is by no means the most distinguished example of the genre to which it
Landscape (1586). Oil belongs. The picture is a snow scene. In the long series of represented
on canvas, 117 x 198 planes which recedes from foreground to horizon, fallen snow covers
cm. Kunsthistorisches fields and roofs. Across the surface of the canvas and scarcely
Museum, Vienna. diminishing in scale from bottom to top, touches of white paint

.3
§
3

45




On the Surface of Painting 177

represent falling snow. It is not a small painting and these are not mere
feathery indications, but palpable dabs from a loaded brush. To a taste
fed on Modernist painting — or, for the pedantic, to a prejudice fuelled
by Modernist accounts of painting — it is by virtue of this surprising
frankness that the painting achieves more than mere anecdotal charm.
It is not the illusion of depth in the picture that holds our sophisticated
attention, nor the atmospheric re-creation of a leaden sky, nor do we
admit to being engaged by the over-rehearsed animation of the
peasants. What gives us pleasurable pause is that strange and distinc-
tive form of scepticism about appearances which is set in play when
the allure of imaginative depth meets resistance from the vividness of
decorated surface.’

What is meant by scepticism here is not some hostile withdrawal of
sympathy on the part of the viewer. It is rather an imaginative
reconstruction of the artist’s practical enterprise: an alertness to arti-
fice; an appreciation in this case that the picture must have been
painted to be snowed on. Whatever may have been the nature of the
artist’s imaginative projection into the fictional space he was creating,
no other destination could sensibly be envisaged for the coming fall of
snow than the literal and factitious surface of the canvas. And those
white dabs, when they came, would not only obscure much of his own
painstaking work; they would call into question that form of mimetic
relation to the world which is conventionally secured by gradual
modelling, rational perspective and consistent tonal organization. It is
this very calling-into-question — this deliberate cancellation of the
fruits of a moderate competence — that renders the painting potentially
appealing to a modern interest (and it is surely a matter of indifference
here whether ‘modern’ translates as ‘Modernist’ or as ‘Postmodern-

Plate 94 Oscar
Claude Monet, Snow
at Argenteuil (c. 1873).
Qil on canvas, 54.6 X
73.8 em. Courtesy of
Museum of Fine Arts,
Boston. Bequest of
Anna Perkins Rogers.
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ist’). There may have been no possible thought of ‘foregrounding of
the device’ in the conceptual world of van Valckenborch, no conceiv-
able distinction between writerly and readerly texts or between a naive
plaisir and a sceptical jouissance. But we can still allow his art to have
been touched by that critical self-consciousness about reference and
technique which in recent years has been topicalized in such terms as
these.

It may seem that to discuss the painting in such terms is to give it the
benefit of a considerable doubt. We appear to be assuming that the
manifest facticity of those touches which signify falling snow is a
function in some intentional system of artifice and reflexiveness, and
not the mere accidental result of incompetence on the part of a painter
who would have produced a more seamless illusion had he been
technically able — had he possessed the kind of skill, for instance,
displayed by Monet in his painting of Snow at Argenteuil (see plate
94). But is this assumption actually implied? Are the relations between
intention and competence quite so easily decided? And what if we said
that, while Monet was painting a decorous and suburban fall of snow.,
an effect for which the technology of Impressionism was well suited,
van Valckenborch was painting a blizzard, a natural event which
strains the competences of painting itself? It is indeed a careless habit
of our culture — entrenched in connoisseurish talk about skill and
accomplishment and style — to assume a straightforward antithesis
between intentional competence and involuntary incompetence. But
this antithesis is far too simple to cope with actual cases. It also rests
on a misleading isolation of the matter of authorial intention and
competence from the question of determining conditions.* The history
of art and the practice of criticism instruct us that the processes of
judgement and interpretation are all too often vexed by the insecurity
of distinctions between intentional competence, intentional
incompetence, accidental competence and accidental incompetence. It
is not simply that these distinctions are fuzzy and philosophically
fraught. The point is that their fields of reference change with chang-
ing conditions. Among these changes are shifts in such contingent
factors as the interests of social classes. Competence is relative to
such interests. The popularity of van Valckenborch’s Winter Land-
scape is presumably due more to its status as a kind of ideal Christmas
card than to the kinds of verdict upon its accomplishment which may
be expected of art historians. According to the conventions of com-
petence which are supposed to regulate unspecialized judgement, a
sense that the snow is literally on the surface would be inconsistent
with the snow being figuratively in the picture = as it more clearly
seems to be in Monet’s painting. Once this inconsistency became
noticeable and describable it would tend to undermine the plausibility
of the illusion and thus the supposed competence of the painting.

It is only in a world emptied of external determinations and con-
tingent interests that distinctions between the intentional and the
accidental remain immutable. In such a world the test of time (applied
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some sense hard-won. On the contrary, they are the signs of limitation
upon what the work can be of, and thus of the painting’s containment
within a normative set of conditions. Virtually the same meaning is
conveyed by saying that they are the signs of limitation on the invest-
ment of the artist’s time. For us, though, the time of Wright’s picture is
theﬁozenmment,mdedhad(w"dsorfomards,iﬁtis,byour
own imaginative narration of events quite irrelevant to the history of
the picture. The act of perception is an act of consumption in which
we hazard nothing. The world of our own antecedent associations is
pandered to and privileged in ways which distract us from the unin-
teresting contingencies of the work’s production, and thus from the
relative ordinariness of what it is actually of.}! :

By contrast, the kind of painting I have in mind is one which
presents some aspect of its own production as a bar to unreflective
consumption; which renders problematic the relationship between
what it represents and how it represents it; which figuratively
embodies time as a necessary aspect of its own coming-into-existence;
which is therefore not possibly perceived as a mere glimpse or scene or
effect, but which imposes upon the spectator a necessity for engage-
ment with what it is of — an engagement which is disciplined by
acknowledgement of the painting’s own factitious character, and
which is objective to the extent that the spectator’s own preferences
and predispositions are regulated by the priority of that acknowledge-
ment (compare plates 107 and 108). : ;

The more familiar candidates for inclusion in such a category are
indeed drawn from the art of the modern period. Exploration of the
distinction between the represented and the means of representing,
lauelydaimedasadisﬁnguishinsfumreoﬂosmodemism,hasbm
a practical and conceptual priority in the development of modern

painting since the 1860s. Manet, Cézanne, Picasso, Matisse, Pollock —

Plate 113 Camille
Pissarro, Hoarfrost ~
the Old Road to
Ennery, Pontoise
(1873). Oil on canvas,
65 X 93 com. Musée
d'Orsay, Paris. Photo:
Réunion des Musées
Nationaux, Paris.
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tent with the rest of the painted surface. It seems that the
peasant could not be represented within a technically consistent
Impressionist landscape without losing just that monolithic property
which was both his normal pictorial identity and his conventional
Realist attribute. The price of preserving that attribute is thar the
figure is, as it were, refused by the technically resolved Impressionist
landscape. What the painting narrates is the divergence of two trajec-
tories: on the one hand those discourses within which rural labour and
the identity of the peasantry were possibly realistic topics; on the other
hand the developing discourses of artistic modernism, with their
emphasis on the autonomy of expression and of pictorial form. Pis~
ubt wished and intended to bring these discourses together

em both within one practice. The vivid testimony

873 this could not be done. In attempting to
painted dscape withour either anomaly
- painting an unpaintable picture. If Hoar-
work, it is not by virtue of what it depicts,

f a painting which thus catches the moment of this impossibility is
to be denigrated for its aesthetic disunity, it might be thought that we
should consider revising our aesthetic priorities. According to the
conventional wisdom of Modernist theory, however, our present prio-
rities are dictated by what subsequently happened — or, if you like, by
the evidence of the test of time. In the realist climate of early

the notion of atmosphere was autonomized and internalized.’” Atmo- |
sphere was seen, as it were, as something spontaneously generated
from the expressive surface rather than metaphorically represented by
it, and whatever could not be accommodated to that surface was seen
as alien to painting. It was the pragmatic Monet who solved Pissarro’s




0Os the acsthetic integration of the canvas was being
of a form of mlization of the artist’s self

typical post-war painting to such mtcgratcd surfaocs as
n lts dynalmc is the triumph of individualism and of
) d in the first of these essays,
history can also be recounted as a dislocation or
the irresolvable pictorial demands of realism into a
cement, evacuation and exhaustion. According to
the art-historical prising-apart of realism and
 and autonomy, realism and the practical surface
abbreviates the critical power of modern painting.

. tation all that is required is the kind of
which is achieved by putting scare quotes around
ph’, ‘indiv idu ahsm’ ‘independcnce and expres-

all-too-possible museum, its figurative
y recuperated into the imaginary s
e, where no cold wind blows and there are no
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In Colorado Snow Effect 5 the colour
system is further manipulated, as a means
of introducing visual information not
in the source photograph. By tweaking
or replacing a few pixels here and a few
pixels there, Hays suggests what appears
ata distance to be a trail of footsteps
preceding the lower half of a tiny figure
into the pines, where it merges with the
shadows of the trees. It’s barely there - you
think you’ve seen it but you’re not sure.
But to inspect the image more closely of
course is futile: the closer you get the less
discernible the ‘figure’ is, quickly breaking
down into abstract noise - a meaningless
array of coloured squares. One could
say that the human eye has an appetite,
adesire for an object to focus on. These
paintings work with this, tease and frustrate
it: we think we see something (or, more
pointedly, someone), drawing us into the
painting, but as we approach it evaporates,
atomises. Like a confused camera on
auto-focus, unable to latch onto anything
in an uncertain field, the viewer is caught
between two perceptions - stuck in a back/
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o0il on canvas, 137 x 183 cm.
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The Personalised Surface within Fine Art Digital Printmaking

This project, supported by the Arts and Humanities Research Counci (AHRC) aims to explore the role of surface within fine art digital print from a variety of perspectives
including those of practitioners, critics, publishers and curators. It wil investigate how it is possible to articulate the unique surface qualities of digital print and explore
ways, through engagement with the technology, of creating personalised surfaces, which reflect the artist's needs rather than accepting industry nomms.
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The Reassurance of Atmospherics

Dan Hays

London based artist

Artist researcher with FADE (Fine Art Digital Environment), the University of Arts London
danhays4@googlemail.com

The immateriality and infinite reproducibility of digital information presents significant phenomenological shifts in
the entwined relationship between painting and photography. The virtual matrix supporting digital images
reveals the mechanics of illusicn in pixelated close-up, reminiscent of representaticnal painting's abstracted,
brush-stroked surface. Seamless computer simulations of three-dimensicnal space, or different painting styles
combined with intended and accidental atmospheric effects and filters, dissolve distinctions between the two
media.

A fascination with the special qualities of electronic and digital imagery, growing out of Photorealist painting
techniques, led toc my on-going Colorado Impressions project. Through an Internet search In 1998 | discovered
another Dan Hays, living in Colorado, USA. His website consists of numerous photographs of the Rocky
Mountain landscape surrcunding his home, as well as a live webcam. With his permission a series of oil
paintings based on his pictures was initiated: "As for my images feel free to use whatever you wish, consider
them yours and original if you wish. If | didn’t forget they were up there most of the time | would probably take
them down because they are so blurry etc...”

My exploration of the strong formal associations between digital image compression and Impressionism has
grown in complexity, bringing into the frame guestions around authentic experience and imaginative projection.
My research into photegraphic source material has extended to websites across the whole state of Colorado in
this arduously slow and robotic pictorial expedition, forming a kKind of displaced and immgbilized homage to the
exploits of the Hudsen River School painters of the 19th century, and the romantic ideals of American
Transcendentalism.

Digital photographs are converted into paintings with the aid of image manipulation software in numerous ways:
explorations of colour separation, modulation and inversion; mathematical systems and patterns; restricted
palettes and tonal limitation; simulated texture, skewing and lighting effects. These processes serve to highlight
painting's imperfect physicality and to subvert the mechanics of illusionism, such as linear and aerial
perspectives. The aim has been to generate simuitaneous, ambiguous and three-dimensional convergences of
the represented scene and the physical surface (cr immaterial screen), with subject matter that reflects our
idealized and dislocated relaticnship to the natural.

The quasi-object nature of lenticular printmaking forms an alternative, and in scme ways parallel, process to
painting in the translation of digital information into the physical realm. Continued experiments with this medium,
combining its limited 3D and animation pessibilities, will also be discussed.

In terms of landscape depiction remote web-cameras seem to offer an extreme, possibly exemplary
demonstration of the Internet's promotion of the aesthetics of functionality. Artistic notions of the picturesque
don’'t come into the frame. They are representations of landscape free from painting's history, so suggesting a
more objective visualisation of the natural. Yet these pictures are not free of painterly qualities. Digital
photographs are generally compressed to limit the use of computer memory in stering files. Processing
functions without regard to a hierarchy of forms, as grids operate as democratizing agents. Areas of contrast are
accentuated and color is simplified, giving rise to accidental effects known as blocking artefacts, which produce
surprising abstract forms, generating visual interest at the pixel level. This process is equivalent to the
Impressicnist imperative to capture the essence of a scene as quickly as possible with a restricted palette of
colours, regarding the scene as a whole, employing brushstrokes of a similar size, and returning tc the same
view in different light conditicns.

Low quality digital photegraphs can be seen as protc-paintings, abstracting visual infermation, creating painterly
effects several removes from the world. We can zoom intc these images with a similar wonder to the experience
of approaching the surface of a painting, seeing how the illusion is generated. The agent for this is noise, a

product of chaos and chance; the anomalies of entropic disintegration through flawed or mediated reproduction.




® 00 Media N Online Journal

|} MediaNoOnlineJournal | + | ~
T ey . 0 . . . — U o
4)» [ - |} www.newmediacaucus & | [~ hyperbolic trumpet (agreeing with now - but not stylistically) Q [il | "|

Faithfully reproducing and accentuating digital mistakes and glitches is a painstaking process, working from
computer printouts and projections. Oil paint is a subtly inexact medium when matching colour, usually drying
slightly darker. By alternating the pigments used in colour mixes and deliberately or accidentally pushing color
and tone away from the original, the immaterial and instantanecus digital information is given material and
temporal existence in fleshy brushstrokes and daubs.

The immaterial equivalence of all digital informaticn, from the virtual infinity of the Internet down to the
foundational pixel or bit, via discrete objects and catalogs, lends the noise of mistakes in the collection and
reproduction of sensory data, of equal value to the supposedly accurate depictive material. This offers a more
simultanecus, ambiguous and three-dimensional convergence of the illusory and the surface. This is the great
paradox: this infinite virtual source seems to have more veracity due to its comprehensiveness and intimate
humanity, short-circuiting the universal and the local, the objective and subjective.

The Internet represents a near infinite expansion of the mail-order cataleg, amateur snapshot or surveillance
video; a way of collecting visual infermation where the aesthetics of simple functionality or mediocrity is
observed, as there is virtually no material cost involved. It would seem that found images are all we have,
thanks to the Internet’s primary functiocn as consumer and diffuser of information, a generator of simulacra:
fugitive bi-products of systems of genetic and sccio-economic determinism and control, the seamless coalition
of the global and the personal, and the perpetuation of empty signs and products. The digital reaim is a
shadowy, ethereal, parallel world - an endlessly refracted trace of humanity. We can only engage with a few
images that emerge, half frozen, from this endlessly reproducible, unverifiable, and immaterial source. The
analogy is memory. How is it possible to navigate this vortex of information? We need to find or invent refuges.

The painter and cbject of attention are in a relationship. This is one of a possessive kind of love - a romantic
attachment. Colorado chose me by chance, initially through the channel of Dan Hays's website. My devotion to
it has given rise to a sense of colonization that is mutual. This love is, necessarily, unrequited. Physically going
to the real Colorado would destroy the reverie of what has become a mythic place, the land of COLOR,
inhabited by an alternative Dan Hays. In this way | lose myself and find myself: subject and object become
fused, consuming each other; realizing the dream of becoming a figure in landscape, at cne with nature, within a
painted illusion, within a digital wilderness.

The other Dan Hays is the real Dan Hays. | am his shadowy double, his virtual ghost, his Second Life avatar. |
have no materiality. I'm just a two-dimensional painter-parasite, skimming the surface of the lcoking glass. This
mirrored existential trap offers deliverance from self: freedom from responsibility at the same time as a
disembodied ccmmunion with nature - sublimation within the digital wilderness. Watery asscciations with the
flood of images generated by the Internet and the fluidity of the space between the virtual and actual abound.
Below the shimmering surface there are a myriad of invisible agencies in the generation of what comes to our
perception, suggestive of the spectral realm. These range, for example, from the complex and often arbitrary
cataleguing processes of search engines down to the abstracting effects of data compression and corruption.
Veracity, transience, expression, timelessness, physicality, uniqueness, and all qualities that are used to explore
the relationship of painting and photography are dissolved.

It's scmewhere within this uncanny space that the hyper-real simulations of lenticular 3D image making comes
into the frame, as the uses for this techneclogy have barely pregressed from ‘magic’ or ‘ghostly’ spectacle; the
capturing of 'spirits’ associated with early photegraphy. There is room for experimentation through the
deconstruction and subversion of the mechanics of lenticular design, and its abiding associations with
commercial or popular imagery. Contrasting with photography and film, and painting before them, the nature of
this medium, its special qualities and abilities to transfer meaning through self-reflexive material metaphor, has
barely been explored. Its optical limitations and ambiguities provide oppoertunities for creative intervention. The
parallel lines of the lenticules present the immaterial screen made physical: a transparent manufactured version
of the materiality of paint, necessarily having a thickness. The fragility of the 3D illusion, dependent on the
position of the viewer, echoes the mobility of the painting observer. Quasi-painting.

The reassurance of atmospherics is found through fabricating visual allegories for the fleeting or transient in the
face of perfect simulation. Imperfect, tangible simulations implicate an embodied, mobile viewer. This is in
contrast to the hypothetically fixed, menocular viewpeint dictated by linear perspective, the supposed pancptic
visualizations of Cubism, and the polyvalence of the computer’s virtual windows. Examining the seductions of
perceptual ambiguity, thresholds of recognition, abstraction and loss through a synthesis of digital reproduction
and painting, opens space for metaphysical reflecticn, whilst excluding the distractions of stylistic expression,
virtuosity or affectaticn.

Painting is an exemplary field in which to explore the duality of perfect resemblance and absolute chaos
engendered by entropy. For we are lost to the garden, removed from nature, and painting operates as a
technique to reconnect to the primal, a way of transforming immaterial representations back into physical
objects.
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Colorado Snow Effect 8 (2009), oil on canvas, 107 x 142 cm.
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= Press Release in Danish (PDF)
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Colorado Snow Effect 9 (2010), 0oil on canvas, 107 x 142 cm.
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& TERRA SUMMER RESIDENCY
IN GIVERNY, 2001-2010

The Terra Summer Residency’s mission is to provide a transatlantic
scope and context for the study of American art and visual culture.
As such, the Terra Summer Residency participates in the recent
interest in transnational and cross-cultural perspectives and theo-
ries of cultural exchange. Artists and scholars today are engaged in
questioning previous notions of art as bound by national borders and
dominated by national identity. Scholarship within American art his-
tory and American studies has taken up this challenge by examining
North American culture as a multi-cultural composite or through its
interaction with others. In Giverny, this intellectual agenda takes on
concrete forms. The fellows™ reflection on the connections between
world cultures is enhanced by the experience of living in a tightly knit
international community for two months. Fellows and senior scholars
compare subjects of study and discover unexpected connections along
with the value of opening their horizons in order to assure the validity
of their scholarship or art-making. The synergy between the residency
and the scholarly inquiries that have steered art history, cultural studies,
o and contemporary aesthetics over the past fifteen years has ultimately
made the Terra Summer Residency’s position in the field relevant.

e <« |_| Ravel: Miroirs - Une Barque Sur L'Ocean

(@) © Pascal Rogé — Ravel: Piano Worl Q@
1:23 G T— 7:20

O o o) 49

e 00 Useless Splendour
Useless Splendour I+ l . Xal

=
@ - [EZ danhays.org/uselesssplendour.html & | (*J- perchance Q) @

The Centre for Useless Splendour

Student: Dan Hays
Research title: Painting in the Light of Digital Technology
Departments:

Practical experiments are undertaken in the Lumber Room and Machine Room

INITIAL MONITORING REPORT, June 2009

TERRA FOUNDATION APPLICATION, January 2010

ANNUAL PROGRESS REPCORT, June 2010

PRESENT TECHNOLOGY SYMPOSIUM, July 2010.
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Dan Hays
Statement of Purpose for the Terra Summer Residency in Giverny 2010

The purpose of my stay at the Terra Foundation would be on several fronts: to engage with
the research of other artists and scholars; to present my own work and ideas, in order to
gain critical feedback and suggestions; and to continue with my own practice, both in terms
of painting and the gathering of digital photographic source material.

I am currently in the second year of a full-time PhD at Xingston University, which will
culminate with an exhibition and submission of a doctoral thesis in 2011. However, I am
applying for the residency as an artist rather than as a scholar due to the practice-led
nature of the PhD and having twenty years experience as a professional artist, exhibiting
widely.

The chance of an extended stay at the Terra Foundation next to Claude Monet’s garden at
Giverny presents a serendipitous opportunity, given the influence of both French and
American art and visual culture within my research. Associations between Impressionism and
digital image compression are being explored through a painting practice based on
low-resolution Internet-sourced images from the website of another Dan Hays in Colorado.
(See the accompanying artist’s statement).

Parallel researches into French Impressionism and American Luminism (historically
concurrent) seem appropriate to the Terra foundation’s setting at Giverny, especially given
the particular relationship of Monet’s work with my own. Indeed, the painting precursor for
the Colorado Impressions project was a blockbuster exhibition at the Royal Academy in London
in 1999 called Monet in the 20th Century. I didn't go, fearing a vast sea of heads blocking
a direct communion with the great water-lily paintings. Instead, I sent off for a video tour
of Monet's garden at Giverny, produced in association with the exhibition. Working from
numerous slide photographs of the corrupted footage on the TV screen as the camera panned
across the lily pond, I produced a series of paintings, which present very little visual
information connecting the viewer to the original location.

This failure is the subject: how successive technological filters, from video, photography
and painting remove us from nature, yet offer a sense of longing for something lost,
projecting into the atomised remains of pictorial illusion. Monet’s work in particular has
opened up water as an elemental link between the veiled, elusive and abstracting distortions
of image compression (and the Internet), and the frozen fluidities of oil paint.

Within the residency a re-engagement with Monet’s lily pond as a subject would be of
particular interest. It could be that I continue where I left off, using found video and
photographic material, perversely relishing the fact that the real ly pond is just next
door (echoing the fact that I’ve never been to Colorado); or otherwise developing a novel
way of collecting digital photographic material from the primary source amidst hoards of
visitors.

There is another project that I’d like to resume, which came about on a trip through France
last winter, culminating with a wvisit to Barbizon in the Fontainebleau Forest, south of
Paris. The Barbizon school painters of the mid-nineteenth century - Millet, Corot, Rousseau,
etc. - were realist painters working against the Romantic movement of the time and had a
strong influence on the Impressionists. There’s an early Monet painting titled The Bodmer
Oak, which was a touchstone for my series of forest paintings in the late 1990s. There’s a
picturesque section of forest famous for the oaks and rocks painted over the years by a
role-call of 19th century painters, including Cézanne. With a mental image of Monet’s
painting I spent a morning in search of the famous oak. I later discovered that the tree was
named after the Swiss artist Xarl Bodmer, who studied it repeatedly. Bodmer is best known
for his watercolour studies of the American West in the 1830s, especially detailed portraits
of native people. He settled at Barbizon on his return to Europe. I would like to continue
the search for a probably long dead tree (and an intriguing history), possibly finding

contemporary stand-ins or rotting stumps.

The residency at Giverny would offer a return to the creative roots of my research.

Claude Monet, The Bodmer Oak, Fontainebleau Forest, 1865.
Photograph of another oak near Barbizon today.




TERRA

FOUNDATION FOR AMERICAN ART

Mark A. Angelson
Gilda Buchbinder
Gerhard Casper
Ronald R. Davenport Sr.
Charles Eldredge
Ruth Fine
Cathanine C. Hamilton
David G. Kabiller
Clare Munana
William Osbome
John Rogers, Jr.
Michael Shapiro
Marilynn Thoma
Fred Vogel
David B. Weinberg

Terra Foundation for American Art Europe
29, rue des Pyramides

75001 Paris - France

Telephone +33 1 43 20 67 01

Fax +33 140 20 49 88

March 20, 2010

Dear Dan Hays,

Thank you for your interest in the Terra Summer
Residency in Giverny. We extend our congratulations to you
on your nomination for the program, which proves you to be an
exceptional and accomplished artist.

The selection committee was impressed with your application,
and the decision was a difficult one. Unfortunately, only two
European artist fellowships are available to distribute among a
pool of remarkable and qualified applicants. It is with regret
that I must inform you that you were not chosen to receive one
of this year’s residencies.

Again, thank you for taking the time to apply to the program
and we hope you will consider reapplying if the residency
could be of benefit to you in the coming years. | wish you the
best of luck in your future endeavors.
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PRESENT TECHNOLOGY

A two-day symposium organised by Emma Hart and Dan Hays. Hosted by the Contemporary Art
Research Centre, Kingston University.

Day two: Screen as Landscape

Friday 16th July 2010, 10.30am - 5pm.

hin our environment offer new
paradigms, profoundly extending human perception and reach in spatial and temporal terms. Is
the genre of landscape ideally placed tc tackle debates around technoclegy and human
subjectivity its relevance and poignancy heightened through our desire for control over,
and consequent separation, from nature? Will humankind be consumed by the technclogical
sublime, lost in a virtual wilderness: prismatic and pocetic sensibilities integrated

The discoveries of science and the intrusions of technology w

perfectly into code? Or is it vital or reassuring to engage with visual material and
processes that reveal the flaws and limitations of technological representatiocn, in a sense
humanising it, giving the ubigquitous screen tangible form?

Invited artists and presentations: Be
Malcom Le Grice, and Guy Sherwin. Chris Horrocks will chair the panel discussion.

Harland, Andy Harper, Dan Hays, Lizzie Hughes,

Goed morning. I’d like to welcome all of you te Kingston University and hope you didn’t have
too much difficulty finding your way here.

I’'m Dan Hays instigator of today’s event Screen as Landscape, the second part of Present
Technoleogy, a symposium conceived and crganised by Emma Hart and myself in connection with
our practice-based PhDs in the Contemporary Art Research Centre.

We are both in the second year out of three, a time when a morass of information and
possible lines of enquiry should be cocalescing intoc some kxind of manageable structure. The
oppeortunity to invite a selection of artists whose work variously connects with what we are
doing has been a wonderful, as well as a daunting, challenge. I must thank Sarah Jones, the
fine art PhD co-ordinator for instigating and securing funding for this initiative.

Emma Hart came up with the umbrella title Present Technclogy for these twoc days, which
wonderfully encompasses our dif

ferent research interests.

Present Techneclegy could be imagined as some kxind of overview of current forms of equipment
and mediation, falling within the bracket of the cutting edge, perhaps suggesting the
awesome power of computers in terms of simulation, networking, analysis of data, etc. and
the mesmeric seductions of high resclution flat-screens or data projectors.

TECHNOLOGY REPENTS
Yet this is where the title Present Technology is misleadingly playful. For rather than
=

looking at state-of-the-art technoclogy, we are both more interested the state of art within
the prevailing tide of immersive entertainment presented, for example, by CGI, or the

augmented reality and interactivity such as that presented on the iPhone via GPS and touch-
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screen technecleogy. This is not to suggest that artistic responses to technoleogy are in any
way a new phenomenon. It’s just that techneclegy is becoming ever more pervasive and
increasingly transparent - progressively more integrated intc ocur lives, yet alsc removed
from any comprehension of its workings or any apprehension of its material existence.
Except when it goes wrong.

ELECTRONS GET PHONY

Foregrounding illusion generating technclogy presents a myriad of artistic possibilities,
either accidental or elaborately nurtured. For example: mechanically describing the surface
of the canvas, print or screen with visible brushstrokes, film grain or pixels; celebrating
automatic stylistic idiosyncrasies, technical glitches, entropic scratches and
deteriorations; examining generated bi-preducts such as repetitions, noise and blocking
artefacts resulting from technolecgical breakdown, data compression or corrupticn; reducing
down to component parts and essential structures; or layering and synthesizing separate
visual registers or streams of information. These processes follow technical and
philosophical responses, both reactionary and celebratory, to burgeoning scientific theory
and technology witnessed through Impressionism, Fauvism, Cubism, Abstraction, Futurism,
Verticism, Dada and Surrealism.

ONCE LENGTHY TROPES

Walter Benjamin’s celebrated 1935 essay The Work of Art in the Age of its Technological
Reproducibility threw intc question the aura of the unique art object with the proliferation
of film and photographic reproduction. Yet Benjamin’s utopian vision of the accessibility of
culture, accelerated by mass communicaticn, hardly foresaw the passive consumer implicated
by television and courted by advertising to be mirrcred by Pop Art.

Structural filmmaking in the 1960s and 70s, of which Malcolm Le Grice and Guy Sherwin are
leading exponents, began to examine and question the medium cof £ilm as a transparent vehicle
for communication through revealing the metaphorical and literal nuts and bolts of this
technology. These would include investigations of film’s illusion of linear time, through
time-lapse and repetition; celebrating decaying fragments of early cinema and the entropic
effects of successive copies; revealing the limitations of the camera in terms of
photegraphic exposure and focus pulling; or challenging the unquestioned immersive nature of
the film event through performance. The participation of Malcolm and Guy tecday is of genuine
excitement, as seeing some of their work over the last few years has had a bigger influence
on thinking through my own research than the majority of contemporary painters.

NO GHOSTLY PRETENCE

My work over many years has tried tc engage with the techneclogy cof painting in the context
of digital photography and image manipulation scftware, drawing distinct parallels and
extreme contrasts. And, as I feel Guy’s and Malcelm’s work demenstrates, this is not without
symbelic or poetic rescnances related to the opacity and stubborn materiality of our chosen
media and equipment. And this goes for the painting work of Beth Harland and Andy Harper,
who in different ways approach the medium of painting as a still radical and potent vehicle
for reflection on the influence of technoleogy within their practices. In Beth’s case this is
through distillation of the fragmentary and £luid nature of digitally mediated imagery,
showing materialization intec paint as analcgous tc memory retrieval. In Andy’s case, the
self-duplicating fecundity of a systematic and expanding catalogue of gestural marks
suggests a dark symbiosis of techneclogy and nature, of genetic medification gone haywire,
perhaps. Lizzie Hughes’s screen-based work highlights the absurd and sublime artistic
possibilities offered through a direct engagement with information technoleogy, making it
tangibly present through processes of pictorial coincidence and subversion of its usual
functionality.

These are just some of my personal thoughts about the artists presenting teday, simply
sketching a fuzzy cutline of my reasons behind inviting them. I’m sure they will want to
expand on these ideas and probably contest them.

LONG CHEESY PORTENT

Today’s title, Screen as Landscape, is intentionally elusive or ambigucus. It suggests the
surface of the screen - be it paper, canvas or TV monitor - as equivalent to a section of
landscape, offering the twoc dimensional cartography of the map, but also the suggestion of a
topography - the physicality of paint forming a kind of terrain. But also, to my mind, it
hints at the projected image presented by the camera obscura, an imaging technoclogy with
more associations to a kind of scientific objectivity or surveillance, where the screen both
represents a transparent illusion of deep space, as well as being amenable to a
two-dimensional mapping of visual information across its surface.
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Colorado Snow Effect 12 (2010), 0il on canvas, 56 x 75 cm.




Colorado Impression 17 (2010), 0il on canvas, 56 x 75 cm.

Colorado Snow Effect 10 (2010), 0oil on canvas, 56 x 75 cm.
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Super Natural

Andy Harper
Dan Hays
Marc Hulson
Damien Meade
Mike Silva
Camilla Wilson

3rd - 20th November 2010

Private View Tuesday 2nd November 6 - Spm

Super Natural

Oil paint is base matter, the prima materia, with material
properties akin to many substances: body fluids and skin,
organic sludge, mud, clay, and synthetic compounds, at
the same time as liquid light. In these animal, vegetable
and mineral forms paint re-materialises the doubtful
visual evidence of the physical world. Simulacra are
made flesh.

From the myth of Echo and Narcissus to Tennyson's
Lady of Shallot - only viewing the world through a mirror,
‘to weave the mirror's magic sights’into the form of a
tapestry - the mirror has been a potent symbolist motif
and object for philosophical speculation. Monet's late
water lily paintings, for example, fuse the perceptual
complexities between painted substance, canvas and
lake surfaces, and mirrored reflection.

Super Natural brings together the work of six artists
whose work variously shows paint in the process of
emergence, of becoming something other than itself.
Paradoxical combinations of hand-made materiality and
apparently automatic imitation or reduplication are
presented through diverse painting genres and styles.
These range between landscapes, interiors and stillifes,
with mechanical, expressive or realist painting
techniques.

Discovering and working through analogies between
paint on canvas and natural or technological phenomena
reveal painting as an experiential testing ground. Painting
can be seen as a supernatural agency - a psychic
medium - where painterly transformation into realist
illusion is mirrored by close attention to physical
transubstantiation. Equivalent to cloning, animation or
metamorphosis, lifeless matter is in the process of
becoming fluid, living stuff.

Dan Hays




Colorado Snow Effect 13 (2011), 0il on canvas, 107 x 142 cm.
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TERRA SUMMER RESIDENCY
An Opportunity for Research and Creative Work in France
June 13 - August 7, 2011

June 18 - August 12, 2012
Giverny, France

The Terra Foundation for American The Terra Summer Residency fellows
Art offers ten summer fellowships to receive a stipend and are provided
artists and scholars from the United with lodging and study or studio space,
States and Europe for the independent daily lunches, and a program consisting
study of American art and visual culture of independent study, meetings,

within a framework of interdisciplinary and seminars.

exchange and dialogue. Only one hour

away from Paris, the residency fosters

a community for the creation, exploration, Application Deadline: January 15,
and discussion of transatlantic cultural 2011 and 2012

contributions and their contemporary

resonance while building an intellectual For further information on conditions
network for lifelong exchange. During of eligibility and application forms,

the eight-week stay, senior artists and please visit www.terraamericanart.org.
scholars are in residence to mentor

fellows and pursue their own work.
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The Centre for Useless Splendour

Statement of Purpose Dan Hays, January 2011

My intended purpose for a summer residency at the Terra Foundation would be on several
fronts: to engage with the research of other artists and scholars taking part; to present my
own work and ideas in order to gain critical feedback and suggestions; and to continue with
my own research - gathering source material, painting in the studio and accessing the
library.

I have a specific painting project in mind for the residency, which would engage directly
with Monet’s garden at Giverny. It will be outlined later in this statement, after a
discussion of my academic context, and the influence of French and American art and culture
on my work.

I am entering the final year of a PhD, titled is Painting in the Light of Digital
Technology, in the Contemporary Art Research Centre at Xingston University. It wi
culminate with the submission of a doctoral thesis early in 2012, which will comprise of a
dissertation, titled Screen as Landscape, and the presentation of artwork in an exhibition
and publication, titled Colorado Impressions. Research has been led by experiments in
painting and printmaking, informed by extensive reading into the following subjects:
Impressionism, photorealism, the Hudson River School painters, the phenomenology and science
of perception, the technical functioning and aesthetic qualities of electronic and digital
images, and the philosophy of technology.

Given the practice-based nature of doctoral research in the Contemporary Art Research Centre
- not exclusively theoretical - I am applying as an artist. I have written extensively and
given lectures about my own and others’ work over several years, occasionally being
published, yet my engagement with art history and theory has emerged gradually through many
years of studio practice and exhibiting. I understand that preference is given to MA
graduates of the last five years, though hope an exception can be entertained if the
relevance of my work to the aims of the Terra Foundation and its location at Giverny is
proven strong enough.

Why the Terra Summer Residency?

A stay at the Terra Foundation would present a serendipitous opportunity, as the influence
of both French and American art and visual source material has been intrinsic to my work
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over the last decade. Associations between Impressionism and digital image compression have
been explored through making paintings based on low-resolution Internet-sourced images from
the website of another Dan Hays in Colorado, now extended to landscape web-cameras across
the whole state, in the collectively titled Colorado Impressions project (see my artist’s
statement) .

Research into Impressionism, post-Impressionism, American Luminism and photorealism seem
appropriate to the Terra foundation’s setting at Giverny, especially given my strong
attachment to Monet as an artistic touchstone (not to mention the American painters
Lichtenstein, Ryman and Close).

Monet’s work in particular has opened up water as a symbolic link between the veiled,
abstracting and spectral distortions of data compression and the frozen fluidities of oil
paint. His water lily paintings fuse the perceptual complexities between painted substance,
canvas and lake surfaces, and mirrored reflection.

An interest in Luminism came about through another exhibition in 2002, The American Sublime
at Tate Britain. Finding myself a dislocated and technically impoverished descendent of the
Hudson River School painters came as a wonderful surprise, as their work is hardly
represented in British collections and art education. Regarding the Internet as a virtual
wilderness is a strong theme through my research, and has encouraged an enquiry into the
philosophical and art historical influences on painters confronted with wvast uncharted
landscapes. The Luminists also share a thematic link to Monet with their attraction to
reflected light on water. Indeed, associations can be made between Monet’s Giverny and
Thoreau’s Walden, although Thoreau’s lake was ostensibly a vestige of wilderness, as opposed
to Monet’s simulated and idealized one.

For a recent painting, photographs of Nymph Lake in Colorado were sourced and collaged. It
is painted in two layers of saturated colour, the under-painting consisting of vertical
red-green-blue stripes, akin to a TV screen, and an upper layer of broken brush-marks pushed
away from naturalistic colour by modulating through 180 degrees from left to right. Nymph
Lake is Giverny’s super-sized American twin, its resolution as a coherent scene frustrated
by a kind of imposed, robotic Fauvism, the mystery of the mirroring lake surface replaced by
a systematic traversing of the canvas one.

The residency at Giverny would present another chance to engage with the water-lily theme
from a new perspective. I would like to work with digital photographic material, both
directly from Monet’s garden and from Internet sources, in order to construct a painted
synthesis of surface and illusory depth with layers of inverted colour that imperfectly
cancel each other out. This can only really be visualized through working through computer
models and painting within the residency. It would present a new line of technical enquiry
within my broader research, and its possible meaning (or symbolist effect) is, necessarily,
nebulous at this stage.

A residency at Giverny would effectively offer a return to the creative roots of my work,
providing an opportunity to reflect on my work of the last decade and its links to American
and French culture. It would prove invaluable to my research in the final year of my fine
art doctorate.

Artist’s Statement

Web-cameras generate authorless and somewhat arbitrarily framed images largely free of
landscape painting’s picturesque history, ready-mades for the reconciliatory intentions of
photorealism: the merging of the entwined histories of painting and photography. The
abstracting, painterly effects of data compression, such as Jpeg, arising from technical
limitations, lend an aura of authenticity to these fugitive and transitory images.
Comparisons between Post-Impressionist painting techniques, and the atmospheric effects of
noise in the transmission of electronic images, suggest narratives around thresholds of
recognition, imaginative projection, memory failure and loss. Landscape surveillance images
share associations with Monet’s late work in their return to the same scene in different
atmospheric conditions.

Many writers have investigated the influence of digital technology on photography and the
moving image. I believe that painting offers a novel perspective from which to examine the
philosophical ramifications of computer imaging from our side of the screen, as it can
transform immaterial representations into tangible substance.

Dan Hays, January 2011
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Giverny - Monet's Garden and Water Lily Pond

Some scenes from Monet's Garden and Water Lily pond that he designed and had the nearby
river diverted to create. It is a beautiful and idyllic.

by andyrosenberg09 | 2 years ago | 3,754 views

Giverny, France: Monet's Gardens
Claude Monet, the father of the Impressionist movement, spent his last 40 years in Giverny

HD by RickSteves | 11 months ago | 7,204 views

The main water lily pond at Giverny, Normandy.
by cjeffcoat | 5 years ago | 3,960 views

Create Account  Sign In
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Featured Videos

"Water Lilies and so much more" Hsb's photos around Giver...

Preview of Hsb's blog at TravelPod. Read the full blog here: www.travelpod.com This blog preview
was made by TravelPod using the TripAdvisor ...

CC by TripAdvisorTRIPWOW4 | 1 year ago | 82 views

Monet's Water-Lily Pond
Claude Monet's water-lily pond and a stream in his garden at Giverny northern France
photographed and filmed in August 2009

by 1452leonardo | 1 year ago | 591 views

Giverny - The Magic of Monet's Garden
Claude Monet noticed the village of Giverny while looking out the window of a train he was riding.
He made up his mind to move there and rented a ...

by wesmfmm | 3 years ago | 14,432 views

Water Lily Pond at Giverny.AVI

This is where Monet painted his water lily paintings (Nympheas). It is in his Garden in Giverny
France.

by GiftSparks | 7 months ago | 46 views

MONET'S WATERLILY GARDEN IN GIVERNY, FRANCE
www.youtube.com MONET'S WATERLILY GARDEN was one of the BEST things | have seen in
my life...it was so AWESOME to see his wonderful paintings that ...

HD by jewelchic | 5 months ago | 516 views

Waterlily pond @ Monet's garden, Giverny
Waterlily pond @ Monet's garden in Giverny, Normandy
by brightshiningcloud | 5 years ago | 3,615 views

Lee Negin, "Giverny"

passingphasemusic.com It was in 1999 that | made my pilgrimage to Giverny, to the house and
gardens of the master of light, Claude Monet. My ...

HD by passingphasemusic | 2 months ago | 1,794 views

Water Lily Pond at Giverny- Part 2.AVI
Another view of the Water Lily Pond at Monet's estate in Giverny.
by GiftSparks | 7 months ago | 45 views

Claude Monet's Garden -- Great Attractions (Giverny, France)

Take a tour of Claude Monet's Garden in Giverny, France -- part of the World's Greatest
Attractions travel video series by GeoBeats. The small ...

HD by geobeats | 1 year ago | 790 views

GIVERNY September 2011

“"Apart from painting and gardening, I'm good for nothing™ Claude Monet "sometimes | went to sit
on the bench from which Monet saw so much in the ...

by roadbikegarden | 7 months ago | 223 views
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ART&MUSIC - Monet,...
ART Monet, Claude French
painter (1840-1926) selected
works:

by Love4Beauty | 6,070 views

ART&MUSIC - Monet,...
ART Monet, Claude French
painter (1840-1926) selected
works:

by Love4Beauty | 26,165
views

NYMPHEAS DE MON...

Gros plan sur les Nymphéas
de Monet que I'on peut
observer ...

by vdome100 | 291 views
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Dan Hays

Peter Klare

Klares works are
non-functional hollow
surrogates just sturdy
enough fo hold the
paint and to bear the
viewers look. Inside
their hollowness they
seem fo host memo-
ries and emotional
connotation of familiar
objects. Despite the
heavily painted sur-
faces and the large
sizes they appear
surreal and demand
as aresult a certain
faith in illusion.

Like Paint

For the upcoming show, Like Paint, LoBe has invited two painters to
share the exhibition space using it as a studio for a month.

Both Dan Hays and Peter Klare see the canvas as a screen or inter-
face between image and material substance, between its identity
as both depiction of the world and physical object.

Dan Hays lives and works in London. He studied at Goldsmiths.
His intricately detailed landscape paintings take their source from
the digital and print media images that surround us. He has exhib-
ited widely in the UK, Europe and internationally. His work is held in
the Tate, Art Council and Saatchi collections. He is a past winner of

Hays is infrigued by interrogating found images in microscopic
B iy O 90 0 £ the UK’s John Moores prize for painting.

detail, deconstructing and reassembling them from atomized

parts, forming pictures that question the viewer's levels of engage-  Peter Klare lives and works in Berlin. He has studied af the Uni-
ment; an appreciation of their surface qualities and a longing for versity of California, Los Angeles, USA. His work explores the
their illusory effects. Using a range of techniques, often character- boudaries of painting with photography and sculpture. He has ex-

ized by repefitive, grid-based marks over large areas of his canvas-  hibited widely in Europe and internationally.
es, Hays' landscapes offer a confusion of pictorial resonances,

through printmaking, photography and the digital. LoBe is a residency-led contemporary art space, which provides
artists with an opportunity to develop their practice within an envi-
Klare's work exceeds the boundaries of the canvas, and its usual ronment that promotes dialogue, collaboration, exhibition making
condition as a flat rectangle hung on the wall. These sculptural and interdisciplinary practice. The aim of the project is fo develop
paintings, or shaped canvases, explore the expressive limits of meaningful cross-cultural networks within a British German context
what is reconcilable as both everyday object or architectural by giving artists from the UK the opportunity to collaborate with

feature, and mental images. Berlin based artist and visa versa, in our permanent space in Berlin.

LoBe

London Berlin Art Kunst

Like Paint

Private View
Thursday 8 September
7pm -11pm

Exhibition continues
until Sunday 8 October

Open

Thursday to Saturday

3pm - 6pm

or by appointment

please call +49 1717724 502

LoBe London Berlin Art Kunst
Scherer Strasse 7
13347 Berlin

+49171772 450 2
info@lobeart.eu
www_lobeart.eu
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Monkey Dreams

The following excerpt is from Charles Vaughan's doctoral dissertation:

SUMMARY AND CONCLUSIONS

It was hypothesized that rhesus monkeys would experience visual
imagery if kept under a monotonous sensory environment which included
visual non-patterning. An environment was arranged which provided
continuous white noise background, restriction of movement, relatively
constant temperature, and a non-patterned visual field. Translucent
corneal contact lenses were used to create the visual condition, and
maintenance in a modified restraint chair minimized movement.

Human reports of visual images occurring under similar conditions
were examined, and the content of the images was used to construct three
classes of training stimuli, each one corresponding to a class of imagery
reported. The stimuli were projected onto a uniformly illuminated screen
directly in front of the animal. A training procedure was developed which
required the monkey, confined in the restraint chair, to press a large lever
repeatedly in the presence of any of the visual stimuli or be shocked.

Seven experimentally naive, male rhesus monkeys were used in the
experiment. Two of them were immature, the others were adults. One
was completely eliminated because he developed body sores which
invalidated his data. The two immature animals were also eliminated
before reaching criterion of avoidance responding. One of them never
avoided shock effectively and developed an experimental neurosis; the
other animal became progressively more tense, regressed, and finally
began to respond in the absence of training stimuli.
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Colorado Postcard 3 (Chapel) (20M), acrylic and oil on canvas, 150 x 200 cm.




Colorado Impression 13a (USAFA Chapel)
(2004), 0il on canvas, 45 x 75 cm.
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Colorado Impression 13b (Pike's Peak)
(2006), 0il on canvas, 203 x 152 cm.
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Oh! I have slipped the surly bonds of earth

And danced the skies on laughter-silvered wings;
Sunward I've climbed, and joined the tumbling mirth
Of sun-split clouds - and done a hundred things

You have not dreamed of - wheeled and soared and swung
High in the sunlit silence. Hov'ring there

I've chased the shouting wind along, and flung

My eager craft through footless halls of air.

Up, up the long delirious, burning blue,

I've topped the windswept heights with easy grace
Where never lark, or even eagle flew -

And, while with silent lifting mind I've trod

The high untresspassed sanctity of space,

Put out my hand and touched the face of God.

High Flight by John Gillespie Magee Jr.

Narrator: Welcome to the Unites States Air Force Academy, one of the finest, most
modern Officer Training Facilities in the World. Where young men and women of every
race, color and creed may acquire a college education while preparing to become officers
in the Air Force.
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Colorado Snow Effect 14 (201), oil on canvas, 122 x 163 cm.
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Digimarc

Late Snow (2011), oil on canvas, 122 x 163 cm.




TR A R LA-1 AR e 008 YOO Y
*@ay““.%“ﬁ ,, ¢3¢u9 i) 2 2]
L i) waq&* 003 4‘64"000@”‘0'
»% 0300@0 V08 Q0PT oW 0800
SeeePes 0B o0 éit,,t0¢4
Iaabuﬁﬁ’débﬁﬁﬂlﬁ'ﬁO‘gﬁﬂvu9v¢g‘
BP0 JOVLO LUB VG LOVIOOLBCL LG
T o .w‘.”"‘ PG IS PP e Oﬁw
008 s v 0leWYSI v 0&0."0@@?2
b!owﬂaat3@@@00@entwﬁttét oﬁtf
19 $ 00000 00eOC IVBLBU VO L.
T .toeotcmnoovgee SO0 _ 96 g 500
»g‘avgaﬂ.i! PR LA Ol PR S Rl @
IS e GSIE U0, 0. 905 00Ppes0L% Y
90 295509000000 00 000
O Qﬁﬁg&. SO0V T Ji
}@“.'..’wﬁ.ﬁuf’,ué %
Q_’M. POPLI® 8. 0.0 :
FL TR EY ] ST ey wOO a”.@eﬂ
T G008 009 LTS 000RST
0 @@V PeEOB U ! 0«6’@@00&90‘
1900608969000 L BCV00,00999 85
% “” te@ aai 7 1.041@@ a"e.QO .
rctatfettyﬁloloégOatDabu@O#‘s;

2 1 ﬁ”“ S &i@ & gti' @Q‘ { &

;jid”w"“!§9 .uw!QéTﬁ,

Vee®. oo &‘u“ - I® R R :
'l!thQ@‘.'QQﬂQ¢cgo.oeutoooew
19000065 _ 9895 _c68C 0o BTOO %w
gpgtgyg;nfﬁog% oo ceeTSe

sise0, 3: 2esos o::, f:"-

0. 90009088 {4 3 2 2 A
*ﬁgw 2’3&..’@;@”&.@’&'!”00!&
“gaooﬂnca w0980 0o 0@

'f.t’ " g L Q..':‘W"'.'u
|¢’@¢Ojﬁi 60% e Q.DQOQ: quﬁﬁ4

1080 0008 ~00 88609l Ge




X




Ives: The Unanswered Question
© ard Bernstein: New York Philharmonic Orch¢
ey, e 6:07







