The ‘painting’ of the gif frames in sequence is not a description of 2000s
online aesthetics, nor is it a commentary on the tools used to
communicate online — instead it is an exploration into how painting can
be used (and fails) to depict time, temporal contingency and order. The
gif is chosen because it is a ubiquitous mode of communication, and
largely conceptually hollow — more often than not it displays what it is
through what it looks like, e.g. a gif of a fisherman on a website is likely
indicative of something to do with fishing. The gif loops eternally, so to
remove it from this lifecycle and isolate one section on canvas is to
reduce its function as designed on the web. It now becomes a series of
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