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The warehouse in West Dallas where Nathan Green shares studio space with 
three other artists sits in a kind of no man’s land. It’s surrounded by metal shops, 
scrapyards, truck mechanics, and furniture makers. For decades, it has been 
home to craftsmen, and so it makes an appropriate setting for an artist whose 
disposition towards his practice is that of building and constructing. Since 
moving into this studio, the painter has stepped away from (though not 
abandoning) paint, and embraced industrial, construction, crafting, domestic, 
and everyday materials more whole-heartedly. The result is work that is even 
more explicitly interested in how the use of common materials and the 
employment of a constructive process can produce paintings that blur into 
sculpture, reveal high art as a container of popular culture, and force abstraction 
to convey personal meanings and histories. 

Nathan Green’s paintings begin with wanderings through the aisles of Home 
Depot or Michaels, or finding abandoned or half-made work in the corners of the 
studio. They are then worked through a prolonged process of reworking and 
rethinking previous attempts. One of the results of this process is a modular 
quality, as well as a slapdash, DIY aesthetic. In West/Dusk (2014), for example, 
flattened boulders made of spray foam and covered with cheap wall texturing sit 
in a series on a wooden frame. They are painted with the hot-toned gradation of 
a sunset. The paint works against what is essentially a sculptural form, 
incorporating the lumbering objects into a pictorial pastiche. 

Specimens (Back to Nature) (2014) is a seemingly innocuous construction of rug 
sample tiles and colored plastic hangers set in a picture frame. The composition 
underscores the essential formality of the materials, highlighting Green’s interest 
in modernism. Here we see how Green’s art making transforms detritus into 
aestheticized forms that speak the language of modernist painting. In the color 
pallet we can catch a whiff of celebrated European design contrarians like Ettore 
Sottsass, and others of the Memphis Group, as well as contemporary painters 
like Matt Connors. 

Another work, Snow Angel (Grape) (2014), drives modernism’s tropes home. A 
configuration of woodcut geometric shapes are splattered with paint and held 
together by an exposed substructure. Purple paint sprayed on the back of the 
piece lends each shape a false shadow, further emphasizing the fabricated 
nature both of his object and the act of painting itself. Here we see again how 
construction is important to Green, how the use of three dimensional objects 
foils compositional technique that is in confrontational dialogue with Clement 
Greenberg’s definition of painterly flatness: Green’s paintings tease out 
illusionistic space with paint at the same time as they create real space with 
objects. 

Green grew up outside of Houston, TX and didn’t visit a museum until his later 
teenage years. During summers in college he worked on a home building 
construction crew. These biographical details inform the painter’s process; 
there’s a sense that the labor required to construct and build his paintings lend 
the work honesty, letting the paintings wear their process. They are hard-worked 
(you could even say hard-working) -- some lumbering with a bulky solidity, 
others scrappy.
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Shape, line, color, and form are comprised not merely of paint, but of things, 
appropriated from outside the artistic tradition, and thus bringing to bear in 
abstraction new associations, histories, and information, especially pop cultural 
references like the theatrical, faux worlds found in MTV videos and Pee Wee’s 
Playhouse. His work seems to be trying to reconcile his learned, more academic 
experience of cultural officialdom and the media-filtered aesthetic within which 
his early years were steeped. 

In this way, Green’s work can be seen as an attempt to measure formal and 
contextual congruities between aesthetic and lived experience. Towel rods 
become line drawings; push pins become dots of paint; burlap sacks become a 
gridded canvas. That this attempt is paired with a playful expressiveness is 
important. These works are supported by a buoyant optimism. Bric-a-brac – 
from the studio, from resale shop, from the free sample aisle at Home Depot -- 
function like found language. Shape, color, and form are kicked about in an 
effort to piece together a new painterly vocabulary. 

-Peter Simek





B.G. 2
2014
Joint compound on stretched burlap
11 1/2” x 8 1/2”
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B.G. 1
2014
Joint compound on burlap
20” x 16”
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Cumberland Valley Drop
2013
Cardboard, linen, Kilz, pompoms
64” x 48”
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Installation view of Building Pictures
Left to right: 
B.G. 2
B.G. 1
Cumberland Valley Drop
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Euclid
2014
Wood, nails
60” x 50”
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The Heavens, the Earth, the Sky
2014
Spray expanding foam, paper maché, sawdust, acrylic, wood
75” x 75”
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Installation view of Building Pictures
Left to right: 
Euclid
The Heavens, the Earth, the Sea
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Blinds
2014
Wood, enamel
22” x 24”
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Specimens (Back to Nature)
2014
Carpet samples, plastic hangers, wood, hardware
45” x 34”
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Installation view of Building Pictures
Left to right: 
The Heavens, the Earth, the Sea
Blinds
Specimens (Back to Nature)
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Golden Hour
2014
Spray expanding foam, paper maché, drywall texture, acrylic, wood
80” x 75”
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Installation view of Building Pictures
Left to right: 
The Heavens, the Earth, the Sea
Blinds
Specimens (Back to Nature)
Golden Hour
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Snow Angel (Grape)
2014
Wood, enamel, resin
40” x 30”
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Open Skies
2014
Cabinet doors, knobs, sandpaper discs
25” x 25”

artpalace
Photo credit: Kevin Todora





Installation view of Building Pictures
Left to right: 
Golden Hour
Snow Angel (Grape)
Open Skies
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Warm Skies SW
2014
Thumbtacks & enamel on moving blanket
74” x 44”
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Installation view of Building Pictures
Left to right: 
Snow Angel (Grape)
Open Skies
Warm Skies SW
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Minimalism at the Megastore
Elizabeth Kauffman

    Many artists I know shop regularly at places like Hobby Lobby, Michaels, 
and Home Depot. Art supplies are expensive and hard to find if you live 
outside a large city, so these big box stores have become essential for 
many. The mundane origins of the materials artists procure though are often 
completely concealed by the finished work. The industrially, mass-produced 
supplies in Nathan Green’s new work however are laid bare. Hangers, 
dresser knobs and carpet samples—among other things—are plainly 
discernable yet they have been relieved of their normal jobs. As functionless 
versions of their former selves, these objects serve as elements of design: 
color, line, shape, texture, and value in minimal, abstract compositions. His 
choice of material serves not only as form but also meaning. These “non-
art” materials refer back to their origins (probably a factory somewhere in 
China) and broach the topic of cultural value. In this way and others, Green’s 
work speaks beyond decoration and addresses the history of painting and 
its evolution from illusion to flatness to process and beyond.  
    Connections between mid-century American Abstraction and Green’s 
work are easy to spot, yet he manages to skirt the alienation many feel from 
the heroic form of abstract painting by making things that are as playful as 
they are deliberate. Like Eva Hesse on Prozac, Green’s work is reminiscent 
of what Lucy Lippard termed in a 1966 exhibition, eccentric abstraction. In 
contrast to what she refers to as “formalist painting trends” Lippard 
identified a group of painters who moved into the third dimension without 
formal training and little concern for activating space. These eccentric 
abstractionists—who included Eva Hesse, Alice Adams, and Bruce Nauman 
among others—were instead “devoted to opening up new areas of 
materials, shape, colour and sensuous experience.”1 Green has had a 
similar trajectory, and as his paintings have developed over the past five 
years so have the tactile qualities of his objects. From early works his 
interest in texture is clear, yet in this latest body of work the sensuous 
aspects are the most palpable and refined. 
   The prime qualities of Lippard’s eccentric abstraction include incongruity, 
irreverence, and humor and all these qualities can be found in Green’s 
paintings-turned-sculptures. In his slow, meditative process Green 
constructs abstract and relatively straightforward images that appear almost 
digital at times, yet retain the record of their making. Candy-like surfaces 
and saccharine colors incongruently mix with burlap and burber. His 
imperfect craftsmanship and scintillating color choices seem a more jovial 
approach to minimalism, bringing a hint of psychedelia into modernist 
tropes. He irreverently mixes source material from all over the visual 
spectrum, from Navajo blankets, to Sol LeWitt’s drawings, to 1990s screen 
savers.





This internal mash-up results in work that seems to compress the distance 
between highbrow and lowbrow culture while it dilates the juncture of art 
and design. It flirts with the decorative but resists wallflower status with a bit 
of ugliness, ridiculousness and wit. 
    The incongruity, irreverence, and humor in Green’s work rests in its 
multiple ambivalences. His objects sit between many things, refusing to be 
bound by a single camp. To some this may suggest a political or cultural 
ambiguity, however I see it as a clear reflection of the time and place within 
which these objects were created. The megastore is at home in Texas as it 
is in just about every corner of our country, and as others have pointed out, 
it can be seen as a metaphor for the blurring boundaries of just about 
everything in our lives these days—high culture/low culture, work/play, etc. 
The megastore embodies a mix of convenience and commodified culture, 
as well as abundance and abject materialism. It signals the hybridity 
inherent in the unfolding of our 21st century lives that is both dark and 
ecstatic.

___________
1 Lucy Lippard, “Eccentric Abstraction” 1966, in Abstraction, The MIT Press, 2013, p. 89.












