






In an article in early 2003, William Satire fished around for etymological 
'Â¥%son behind the resurgence of the word "jonesing," which he had begun 
tumbling upon in various places in the popular press: 

The root is a proper noun: for a reason I cannot fathom, 
Jones-a familv name held in mv estimation bv nearlv 18 million 









interesting that in forms reduced to 
the simplest versions of themselves, 
Hookins ornamental touches are also 
typically reductive- holes, apertures, 
punctures, perforations, and intentional 
cracks are the more cornmonlv-traf- ~ 

licked textures i n the  work, a s  thouqh 
these oblects somehow need fissures 
through which to breathe. The newer 
vessels appearing in lonesingextend 
all these oualities throuah their tall. 
fiuurative stances ~olid"and certain, 

Megan Bisbee's paintings convey them- 
selves as simultaneously concrete and 
intangible. Mingling a rigorous drawn 
(or even doodled) quality with the 
expressive broadstrokesof painting, 
Bisbee has made intentional works 
that often aooear incidental, as thouuh . -. ~ ~~ 

the artist has only oartially suqqested 

& i i ~ i s m  and oossibilitv. In this way, 
&bee accepts, relishes, and empha- 
sizes the visual promiscuous pleasure 
percolating throughout her work. 

Parallel to his painting practice, 
Francisco Amaya explores the 
revelation and obfuscation of  meanlng 
lhrouah "translated ohotouraolls." 
Found photographic' images ;ire 
revamped into large-sciilc (lrld work5 

FKANCISCO AMAYA, Iwrtliifm PillMlf liJ#lli 1111 
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that both retain the onginal 
imaqe and abstract it, breakin! 
it down to forms and pattern: 
As witli the aerial irnage of 
the Pentagon, Amaya selects 
imaqes whose narrative con- 
tent or (in the case of the 
Pentaqonl subject matter is 
inherently ambiguous, which is 
then accentuated by his 
methodoloqy. The resultinq 
work evokes a jonesing for 

clarification, even if clarification cannot be achieved, Amaya is willfully wading 
in the ambiguity of his imaqes, collapsing issues of consumerism, politics, am 
media into a somewhat recoynizable-yet probably unknowable-entity, 

John Opera's short video Valiey toys unabashedly with sentiment as an active 
mechanism within lonesinq. As the artist's voice plaintively (very plaintivelv) 
sings an acapella versionof "Down in the Valley," we watch asilhouetted 
face serve as a darkened landscape against a blue sky, A bird flits by. Cloud 
tumble in from the left of the frame After a while. the facellandscane shifts 
ever so sliqhtlv the qentle seismic movement of a deeper emotion We have 

In Nathaniel Freeman's aniblinq narrative video The Tourist, the artist ~ l a v s  
the title character, your standard Everyman in warm pursuit of an unspecified 
somethinq. He seems to be seekinq shelter, which he never finds and never 
adequately constructs. If he is seekinq companionship, he never finds it. It he 
is seekinq purpose and meaninq, that pursuit remains unresolved by the end 
of the piece. Freeman's Tourist is a wayward pilqrlm jonesing for something 
and we are witnesses to his lack of progress. He moves, he passes throuqh 
locations, but Freeman's clever use of time-lapse photography articulates the 
restless soul within. Freeman's Tourist is never auite in svnc with the world 
(either moving faster or slower than Ins environment) and we are left with th< 
sensation that he is traipsing through some ambiguous netherworld. 

JOHN OPERA, Valley, 2004, video still 



times to be spontaneous visual ruptures will just 
as quickly slide into lean, elegant abstractions 
Milbrand is merging the organic shapes of video 
feedback with the striped patterns created using 
voltage osciilations The simpler, linear shapes of 
the oscillations are complicated by the nowlinear 
feedback, the combination further textured bv 

undeniable, a hunger that mi 
condition. Feed the ionesinq 

audio created by cycling the visuals througha 
series of cameras and a sequencer. In some 
cases, the audio reverses the process and is 
itself converted into a visual oscillation, Not 
unlike the paintings of Megan Bisbee, Milbrand's 
"paintings" seek an expression between the 
formless and the concrete. It is not an eitherlor 
proposition, Milbrand's work pursues that 
space-call it the point break-between order 
and chaos. 

Ambiguity lies at the heart of all lonesing. No 
matter if the jonesing is pointed toward a partic- 
ular object, person, drug, or idea, the generalized 
craving remains ineffable and often inarticulate, 
It is what it is, a feverish impulse, a desire that's 

)st be fed-none of which implies a resolvable 
and. soon enouqh, there's more lonesinq. There 

may be no verifiable end, lust the unrelentinq tremble of desire 

Mad jonesing in the service of art. 

John Massier 
Visual Arts Curator 

1. William Safire, On Language: lonesmg, 1 
Times Machine, May 11, 2003 I 
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