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ABSTRACT 

COLLUDE COLLIDE 

Jay Hendrick , M.F.A. 

George Mason University, 2015 

Thesis Director: Paula Crawford 

 

 

Collude Collide is primarily a painting exhibition and asks axiological questions 

about and around painting. The objects ask questions about asking questions. The objects, 

when seen together are attempts at casting doubt on convictions, but also casting doubt 

on the concept of doubt itself.  
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COLLUDE COLLIDE 

 I am using painting to ask questions. I am using a visual vocabulary within 

painting to ask those questions. The visual vocabulary of grid and color. The grid 

measures and defines. The grid relates to mathematics, organization, architecture, and 

value systems in modernity. The grid is a weighty paradigm to assess. It has been much 

authored about. The grid organizes and through that organization it disallows certain 

potentials. A building cannot stand with a weak foundation. Mathematics is required or 

the whole thing tumbles. Therefore, that mathematics tends to create a sort of tyranny. 

That grid self organizes. It becomes total. It becomes expansive and does not allow for 

play. It might not be that the case of tyrannical grids is really a bad thing, it just means 

that the grid is a thing to be tested. I think that the way to test the validity of that 

paradigm is to graph the grid itself. To measure measurement. The paintings attempt to 

test that measurement. It can be seen with several paintings wherein the 90 degree angle 

of the rectangle is “rounded off.” The grid is abraded and made more malleable. The 

image is oval or circular. This can be seen in A Many One Layer Lie (Figure 1), Pivot 

Painting (Figure 2), Untitled (Figure 3), and Cleaning Canvas (Figure 4). 
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Figure 1 A Many One Layer Lie , 2015, acrylic on canvas on wood, 20x16” 
 

 

 

 

 

Figure 2 Pivot Painting, 2015, acrylic on unstretched canvas, 20x16” 
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Figure 3 Untitled ,2015, acrylic on wood, 36x36” 
 

 

 

 

Figure 4 Cleaning Canvas, 2015, acrylic on canvas on wood, 49.5x22” 
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My visual vocabulary also deals with color. The colors are also attempting to 

measure something. The colors are representative of oppositional paradigms. I can push 

those together and create a tension and asses what occurs. If there is a tension, is it due to 

purely retinal things or is it also due to cultural tensions? The colors are sometimes sweet 

and banal yet other times earthen and fleshy. For me, my use of pink points to popular 

culture, disposable and marketable. When ochres occur they are pushing back against that 

ephemera of pop culture. Earthen colors allow for an examination of a “natural” 

paradigm. By combining these colors together, I am measuring their interactions. It is a 

sort of visual anthropology.  

Who Needs Love When You Have a Paintbrush and its Discontents (Figure 5) 

brings together eight separate paintings. Each tied end to end, then rolled up, and placed 

in the corner. This piece explores several concepts. It deals with the value of a thing that 

is valuable: painting. It is eight valuable paintings wadded up, and discarded in the 

corner, like so much laundry. The painting on the outside of the wad once hung in 

Connersmith, a gallery in Washington D.C. that sells art for large sums of money. The 

paintings are now all unstretched and tied together. It is a three-dimensional object, yet 

full view of every dimension is denied so the object is neither just a painting nor just a 

sculpture. This piece is also repurposed from a previous exhibition at the Lorton 

Workhouse, a former prison, wherein the paintings where tied end to end in order to 

“escape” from the gallery. The work was tied to the ceiling beams and meant to be tossed 

out of the window, then the artist could escape the opening reception. However, the 

prison denied this escape, and so I had to walk out the front door.  
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Figure 5 Who Needs Love When You Have a Paintbrush and its Discontents, 2015, twelve unstretched acrylic on 
canvas paintings tied end to end and rolled up, dimensions vary 
 

 

 

 

Thrown Away the Away (Figure 6), is an acrylic painting on polystyrene. 

Polystyrene is an insulating material used in construction. I took the interior of the gallery 

wall, and placed it on view. I furthered this sort of space recognition by placing the small 

painting right next to a thermostat, echoing its shape. A reminder of the form of the 

gallery. A reminder that the place has heating and cooling, a thing that requires some 

kind of economic exchange. The electricity that powers that heating and cooling. 
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Figure 6 Thrown Away the Away, 2014, acrylic on polystyrene, 5x3” 
 

  

 

 

The keystone wall of the exhibition displays several objects. Several of these 

objects are paintings that fit right into the concept of what a painting is. There is an edge, 

it is on canvas, it is made of paint. Inflatable Painting (Figure 7) is a ready-made. It was 

ordered off the internet. The frame inflates. The image is a reproduction of Vincent van 

Gogh’s Starry Night. I painted on top of this image with a single layer of paint which was 

scratched away to leave a shadow of the plastic van Gogh.  
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Figure 7 Inflatable Painting, 2015, acrylic on ready-made inflatable painting, 16x20” 
 

 

 

 

The keystone wall also has two pieces each of which combines two different 

works. The first, Some Sort of Internal Logic, Quoting Endlessly, is a painting on 

cardboard, which encases Icon Shivers (Figure 8), a painting on canvas. This piece also 

sits on the floor. The works are separate from each other, yet together. The cardboard and 

the fact that it is on the floor suggests a packing or preparing to move, putting the 

painting away for storage. But the cardboard is itself a painting. So it is not only a 

package, but is itself a valuable painting. So the question of which painting is best should 

be asked. The second combination piece, Pivot Painting, is an unstretched painting on 

canvas hung over yet another painting on canvas, A Foreground Ground (Figure 9). One 

painting is draped on the other as if it is being stored there. The two paintings are separate 
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but must be read as a single piece, again requiring the viewer to assess the wholeness or 

completeness of the painting. 

 

 

 

 

Figure 8 Some Sort of Internal Logic, Quoting Endlessly, 2014, latex and acrylic on cardboard, 39x37” on Icon 
Shivers, 2014, latex and acrylic on canvas, 48x36” 
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Figure 9 Pivot Painting, 2015, acrylic on unstretched canvas, 20x16” on A Foreground Ground, 2014, acrylic and 
latex on canvas, 60x48” 

 
 

 

 

 

There are a few harder to find pieces in the show. Some are slightly concealed in 

order to draw the viewer around the space. On a pedestal is The Average Color of One-

Hundred Paintings (Figure 10), a painting on a microscope slide. The work came from 

another work, Untitled (Figure 11), nearby. I had a solo show in New York city. To be 

offered a solo show in New York is an external validation of my work. If I was chosen, 

there must be something good present. With that in mind I made one-hundred Untitled 

paintings. As I made each painting, excess paint built up in my cup of water. The brush 

would touch the panel, then go into the cup of water. I did this one-hundred times. After 

that one-hundred times I took an eye-dropper and placed a single drop on a microscope 

slide. The thinking here was to test what it meant to make those one-hundred paintings. If 
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those paintings were all going to be in a solo show in New York, then they must all be 

valid in some way. They must all be “good” in some way. But they were each separate 

paintings, some good, some bad. The large number also was an attempt at testing the 

goodness of rarity or the reverse of rarity: abundance.  

 

 

 

 

Figure 10 The Average Color of One-Hundred Paintings, 2014, acrylic on microscope slide in wooden box, 6x4x1” 
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Figure 11 Untitled, 2013, acrylic, graphite, and oil on wood, 6x6” 
 

 

 

 

The Average Color of One-Hundred Paintings is a work on a microscope slide. 

The microscope slide is an object used in science to examine a limited array of variables. 

The microscope slide pushes aside extant information for the sake of clarity in looking at 

one thing. In this way the microscope slide functions similarly to the gallery. The gallery 

has white walls in order to neutralize the space and foreground the art.  

Adjacent to the microscope slide is a painting in the window. A sort of sign for 

passers by. A smile cut into a pink canvas, cadmium red surrounding the mouth like 

lipstick or herpes. The painting titled, SMILE! (Figure 12), is a playful piece intended to 

keep comedy in the room, but that painting is also a smile held too long. A nervous laugh, 

or overly enthused clown. That painting is a rictus smile yet bubbly in it’s pink veneer.  
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Figure 12 SMILE!, 2015, acrylic and oil on canvas in window, 16x14” 
 

 

 

 

Nearby, and unseen, is Fourteen Paintings Behind the Wall. Perhaps a symbiotic 

or parasitic collaboration between myself and artist, Levester Williams. Williams cut a 

hole in the wall for his own work, I stuffed fourteen paintings into that hole then it was 

sealed up. Those paintings will be there until that wall comes down.  

Many of the works lead to new works. The ideas behind, The Average Color of 

One-Hundred Paintings led to the creation of a project called, 100 Paintings (Figure 13). 

This was a project based work that began in the summer of 2014 and ended in the spring 

of 2015. The piece began with a painting, Erased Discard Painting (Figure 14), which 

was also validated by a gallery show. I used that as a zero point in terms of a “good” 
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painting. I wrapped a new canvas atop that painting. Then made a new painting. I did 

this, ninety-nine more times. It began as a 20x16x1.5” stretched canvas on a wood 

stretcher and ended as a 37x32x13”, layered canvas object weighing over fifty pounds 

and being displayed on an easel. This piece asked many questions. 100 Paintings was a 

discussion about labor. What does it mean to wake up each day and make a painting 

every day for several months? How does that change the artist’s understanding of a good 

painting and how might that change the viewer’s understanding of what a good painting 

is? When is just showing up, enough? What happens when I can no longer see the 

painting? If the painting is covered, and its record only exists in memory or in the form of 

a photograph, what changes for the maker and viewer? Why is a painting made the way it 

is made? Why wrap a canvas on wood? And where is the art located when one-hundred 

paintings are laid over one another and ninety-nine are unseen? 
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Figure 13 100 Paintings, 2015, one-hundred acrylic paintings on a 20x16” stretcher on easel, 74x37x37” 
 

 

 

 

 

Figure 14 Erased Discarded Painting, 2013, acrylic on discarded oil on canvas, 20x16” 
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100 Paintings created many questions and allowed for a lab type examination of 

the ideas. It also allowed for just working. If one question deals with labor and when 

labor is good, then just making paintings might allow for some kind of examination of 

that question. The project allowed for just working. There was no need for new carpentry, 

all that was needed was a simple stretching of a new canvas, then a new surface was there 

to work on. A new blank canvas was made available. The painting surface changed over 

time and became solid yet soft and it took the paint in a different way than I had 

experienced previously.  

All the works allow for an examination, for testing what a painting is and what a 
good painting might be. Asking these questions allows for a life long inquiry. 
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