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floatABOVEhorizontals, 2013 

Gouache on paper mounted  

on canvas mounted on panel 

38 3/4 x 22 in. 

 





 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
GOLD REVERSE, 2013 
Gouache and archival glue on paper  
mounted on canvas mounted on panel 
24 x 20 in. 

  
SILVER WHITE REVERSE, 2013 

Gouache and archival glue on paper  
mounted on canvas mounted on panel 

24 x 20 in. 





 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
WAS.GOLD, 2013 

Gouache on paper mounted  

on canvas mounted on panel 

28 1/4 x 22 in. 





 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
mudVISION, 2013 

Gouache on paper mounted  

on canvas mounted on panel 

30 1/4 x 22 1/4 in. 





 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

notTHE.star, 2014 

Gouache and archival glue on paper  

mounted on canvas mounted on panel 

43 x 30 in.  





 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

brkn.grfik, 2014 

Gouache and acrylic ink on paper mounted  

on canvas mounted on panel 

24 x 20 in. 





 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
old.collection, 2014 

Gouache on paper mounted  

on canvas mounted on panel 

40 x 29 3/4 in. 





 
 
 
 
 
 

Sad On It: Post-Season with Shaun O’Dell 
  
by Jordan Stein 
  
  
“I made this one when I thought it might never rain again in California.” 
  
We’re in Shaun’s too-small basement studio in San Francisco. The painting he’s describing depicts a collection of particles, 
maybe dust, blowing in a scramble of overlapping fore and backgrounds. Or we’re looking underground and not much is 
reaching the horizon. 
  
It’s post-season. 
  
Shaun’s team, the San Francisco Giants, have reached the World Series for the third time in five years. Baseball is good for 
endless possibilities and wild statistics, the quickness and slowness, the optimism and resolution, he explains. How can the 
same number of players and distance from home to first base yield such different results each and every time? 
  
I discovered Shaun’s work—and what, at the time, was its signature symbolist style—soon after moving to California 10 years 
ago. Large-scale gouache on paper dreamscapes twisted intriguingly paranoid theories of interconnection into precisely 
rendered compositions. They weren’t quite conspiracy theories, but private ones, and their excited mythologies lent an 
outsider-ish air. 
  
Shaun’s new work is free of symbols, a major departure, and the studio walls are lined with abstract cut-ups, fades, fractures, 
and glue-togethers. Many are woven-looking, like out-of-joint slices of a time-lapse photograph. 
  
I make a request and he narrates a few pieces out loud. Fears over the drought give way to a host of broader concerns and 
apprehensions. For the next hour his tone toggles between the epic and the workaday. “Three wars, global warming, the 
abstraction of The Cloud, the abstraction of money and the way it moves, the abstraction of ourselves, the techno-libertarian 
take over of not just San Francisco, but the intellectual, ethical, and cultural landscape of the contemporary info-sphere.” And 
also: “I come down here and make choices. If it’s not right I do something else.” More than once he describes the work as a 
collection of ruins. 
  
Meanwhile, local leases are exploding. Under the mania of the new Creative Class’ rooftop butterfly habitat, Shaun and so 
many others are no longer considered innovators, but the outsider artists they once flirted at becoming. An increasingly 
common approach among Bay Area artists at the moment is that the ideas should come from their work rather than the other 
way around. They must suspect that concepts won’t save them from the very real mess we’re in—if they haven’t already moved 
to Los Angeles. 
  
He points to another work. “This one has a sound to me.” 
 
Back upstairs we tune in to the first game of the Series. There’s an AM radio roaring in the kitchen and a pirated video stream 
on the computer in the next room. The stream, however, suffers a 30-second delay and as we eat, talk, and listen, when 
something noteworthy happens we jump into the other room to catch the “live” replay. It’s weird, because all those people on 
the ballpark computer screen don’t know what we know; they don’t know what’s about to happen. Somehow, impossibly, we 
identify with them. 
 

	
  



 
 
 
 
 
 

INTERVIEW 
  
I stopped by several days later with the impossible plan of tackling the small and large of Shaun's work in one short interview with 
one short question, something colloquial and democratic—something like, "What about that?" or, "How?" or even, "Tell me." 
  
We chose one painting – “WAS.GOLD” - and got started . The "small" section is first, made from incremental decisions and glue. 
I transcribed it faithfully. 
  
The next section is "big," like a horizon or a well. We agreed that Shaun would transcribe this part, which he did. But he 
subsequently changed it, rounding the corners into something more written over the course of several drafts. Finally, at my 
suggestion, he worked it back into something more spoken. 
  
The logic thread is abstract and crypto-paranoid, a bit "Uncle Crackpot." I'm not certain I follow each and every turn. Regardless, 
he’s feeling it and that emotion carries through to the work, exuding a spectral hysteria uniquely his own. 
  
A hyperactive blender was going in the other room for much of the interview. It occurs to me now that the blender sits between 
the big and the small. 
  
  
JS: "What about that?" or, "How?" or even, "Tell me." 
  
SO: Well, formally, I made a pattern and then I turned it a little bit and then I turned it again. There were three different colors, 
but that didn’t really work so I covered one part in black, then I covered the whole pattern in black, and then I covered the whole 
thing in white. And then I covered that in a layer of glue, all three patterns. 
  
I put a piece of glassine down on it and pulled that off. It seemed like maybe now there was something to work from. But I didn’t 
like it. I was sad on it for a while. Then I covered it in gold, but then it got all sloppy and weird and I wasn’t sure what I was doing. 
So I pulled off most of the gold. And I just missed gluing this area at the bottom. I stopped, or I can’t remember what happened. 
  
I’m trying to uncover something and at the same time I’m covering it up; I’m just trying to change it. Some of them want to be 
changed in certain ways and some of them want to be changed in other ways. This one didn’t want to be cut but it wanted to be 
changed. I was interested in whether or not the original pattern would still be visible in an obscured way. And then it seemed to 
me that the whole thing had been one golden field that was eroded somehow. Then it started to have depth and flatness in 
certain places. Formal decisions.  
  
JS: "What about that?" or, "How?" or even, "Tell me." 
  
SO: Beyond that are metaphorical interests related to collapse and the notion of golden ages. This “golden age” thing happens 
throughout history over and over again in different cultures at various times.  The Persian Empire, Fourth Dynasty Egypt, 
Periclean Athens, the Enlightenment, it happened locally in California, here in San Francisco. There are creative peaks in culture, 
in music and art; these are powerful moments in time. And then it collapses but returns again at other times and in other places. 
We name these periods retroactively by comparing them to our - less golden - present moment. So now, the possibility of any 
kind of golden age anywhere in the future seems unlikely. The utopian promises of modernity were supposed to produce one 
long lasting, global, golden age of the future  – that’s the pitch anyway. That doesn’t seem to be panning out. The painting is an 
exploration that confronts that failure - the failure of some future utopian golden age, the failure of the future as a possibility.  
  



JS: "What about that?" or, "How?" or even, "Tell me." 
  
SO: It seems like there’s been a fundamental change in the way we think. Or maybe it’s more like we’re thinking less like we’ve 
thought in the past. There’s less humanities thinking and more science, technology, engineering, math and business thinking. I’ve 
been reading Poetry and Finance by Franco Berardi. He’s talking about the difference between what he calls the conjunctive and 
the connective. Conjunctive he says is a modality of becoming-other. Singularities change when they conjoin, they become 
something other than they were before their conjunction. Conjunction wants to fuse round and irregular shapes that are moving 
around crazily without precision, repetition or perfection. Connection by contrast is the punctual and repeatable interaction of 
algorithmic functions required by the digitalization of everything. 
  
 I’m concerned because conjunctive thinking, the kind of thinking the humanities engages – an associative kind of thinking - is 
being edged out by the connective thinking required by digital capitalism – a dissociative kind of thinking that Berardi describes 
as reducing everything to straight lines and points that overlap perfectly and demand standardization. The shift to the connective 
as the main cognitive mode in which we interact is distressing because it signals an anthropological transformation that demands 
all our creative energy be exclusively channeled into the financialization of consciousness. The whole scenario is a doubling down 
on the abstraction of our bodies and minds from our selves, each other, and physical reality. 
  
 The situation makes me feel like time has stopped and shattered the future into impossible fragments. It’s like realizing you have 
just escaped being sucked over the falls while simultaneously realizing you have already been smashed on the rocks. It’s an 
indication that modernity’s utopian promises are not in the process of ruination or collapse but have already been completely 
obliterated. The present is gone. There is nothing to salvage nothing to reclaim. A biological mutation has been set in motion 
that is radically altering our ethical consciousness. I’m feeling this shit and trying to cope and navigate all of it without having a 
meltdown panic attack everyday. Making the paintings is a physical way for me to think through the collapse and process its 
effect on my life. The paintings are a pure emotional response to this catastrophe. It may not sound like it but, I’m still optimistic 
– and I think that is reflected in the paintings - because as I’ve said to you a number of times recently quoting Giorgio Agamben, 
“Thought for me, is just that: the courage of hopelessness. And is that not the height of optimism.”  
	
  
  
 
 

 

	
  





 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

MurderedBYnewSUNS, 2013 

Gouache on paper mounted on canvas  

mounted on panel 

26 1/4 x 20 in. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
y.cloud, 2014 

Gouache on paper mounted on canvas  

mounted on panel 

28 1/2 x 22 in. 





 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

fishMUSEUM, 2014 
Gouache and acrylic ink on paper mounted  

on canvas mounted on panel 
24 x 17 1/2 in. 





 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
all that.way, 2014 

Gouache and acrylic ink on paper mounted  
on canvas mounted on panel 

28 x 22 in. 





 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

fromTHEdesert.problems, 2014 

Gouache and acrylic ink on paper mounted  

on canvas mounted on panel 

40 x 30 in. 





 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
othersideIS.fuckedToo, 2014 

Gouache, acrylic ink and archival glue on paper  

mounted on canvas mounted on panel 

30 1/4 x 34 in. 

 





 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 

ultra.2, 2014 

Gouache on paper mounted on canvas  

mounted on panel 

30 x 22 in. 





 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
silver.BLK.ultra2, 2013 

Gouache and archival glue on paper  

mounted on canvas mounted on panel 

19 x 13 1/2 in. each 





 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
silverSTRAWBERRYgrid, 2013 

Gouache on paper mounted on canvas 
mounted on panel 

25 x 20 in. 





 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
videomix.sm, 2013 

Gouache on paper mounted on canvas 
mounted on panel 

29 3/4 x 22 in. 

 





pyrocumulus.Spring, 2014 
Gouache, acrylic ink and archival  
glue on paper  mounted on  
canvas mounted on panel 
44 x 30 1/4 in. 





 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
rain.FIGURES.2, 2014 

Gouache on paper mounted on canvas  

mounted on panel 

30 x 22 in. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
rain.fragments, 2014 

Gouache on paper mounted on canvas 
mounted on panel 

30 1/4 x 22 in. 





 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
z.analytics, 2014 

Gouache on paper mounted on canvas  

mounted on panel 

30 1/2 x 22 3/4 in. 





 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
a.series.ofdesert.problems, 2013 

Gouache and archival glue on paper  
mounted on canvas mounted on panel 

28 1/2 x 22 in. 
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