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abstract

In my thesis paintings, abstracted bodies collide with
sticky shapes and residues in otherworldly spaces to
form a queer, diasporic mythology. Bodies are slick,
crusty, diaphanous, partial, chunky, other—they vary in
legibility, suspended in emergence and expulsion from
the environment. Multiple selves make these works.
One asks sensorial questions of painting: what feelings,
memories, and experiences can | transmit through
color and material? | embed the smell of marigolds, the
swift temperature change of the California desert, or
the thick haze of a three a.m. dance floor make-out. My
trusting self follows visions of color and shape, believing
that they reveal my ancestry and life experience. At
times | search for the painting through my body: |
press, rub, and scratch, my actions becoming form-
events. Still a fourth self renders and excavates the
mythic bodily forms, made not born, who dive

through, push, and hold up the paintings.

I am dealing in murky exchanges between figuration
and abstraction, flatness and depth, intuition and
invention. Right now, | digest these back-and-forths

by thinking of works as relational. Like bits of code,
they inform one another. They are each free to answer
a different question-or different parts of the same
question. This thesis is, similarly, structured as a
partial decoding, which creates a cross-pollinating
map of recent work in the context of influential

texts and artists.
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subject in

process

Stuart Hall describes identity as a suturing between
subject and social structures: a series of meeting
points that come together and break apart, as opposed
to a stable core of the self.' | love “subject-in-process”?
as a way to think about withholding legibility of identity
in my paintings. | invoke Glissant’s right to opacity,®
believing that there are colonialist undertones to the
desire to make clear differences that mark one as
Other. The figures in my paintings are illegible and
opaque, to various degrees, because | am interested in
countering the desire for transparency and stability of
identity with something stickier... a limbo between body
and space, where figures are suggestions and specters
of multiple selves rather than depictions of real people.
| desire a non-hierarchical structure in my paintings:
figures alongside objects and spaces that share vitality,
in which seduction is employed to bring the eye into an
armpit as well as a pocket of clotted, quilt-like space.

'Stuart Hall, “Who Needs ‘Identity’?” in Questions of Cultural Identity (SAGE Publications, 1996), 2-6.
2Hall, 8. Predated by Julia Kristeva, “The Subject in Process” in Polylogue (Seuil, 1997).

Edouard Glissant, Poetics of Relation (University of Michigan Press, 1997), 189.

dive — subject in process

In Queer Phenomenology, Sara Ahmed discusses
the interrelation of spaces, objects, and bodies,
how they orient and shape each other. She writes
that “space acquires ‘direction’ through how
bodies inhabit it,” and vice-versa.* My figures are
compositional actors that hold up, tear through,
and scaffold the space, as much as the space
does these things to them. They take many forms:
slick, crusty, graphic, tube-like, diaphanous. They
dart into and out of visibility, or get distilled into
shapes that become symbols in the next paintings:
arches are divers and shelters, triangles are a
view from below.

Ahmed goes on to frame queerness as a slanting
device that opens spaces and bodies to the
possibilities of a bad fit.5 ’m interested in “bad
fits” in my paintings; what are they and where do
they lead? Some come from figuration butting
up against abstraction, graphic symbols next

to atmosphere, or parts of a painting that

don’t make sense illusionistically-like a series

of triangles that are landscape, fabric, sky, and
geometry. When painting, / am the subject in
process; | explore the possibilities of not-fitting,

*Sara Ahmed, Queer Phenomenology: Orientations, Objects, Others (Duke University Press, 2006), 12.
s Ahmed, 70. : ’
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dive — subject in process

The figures in my paintings
are illegible and opaque, to
various degrees, because I
am interested in countering
the desire for transparency
and stability of identity

with something stickier...

a limbo between body and
space, where figures are
suggestions and specters of
multiple selves rather than
depictions of real people.

Backrub
2020

7x5”
Oil on panel




d/ve — subject in process

| hope that my visual language is more decipherable
to some, and that residue of my in-process identity
remains in the work for those who can see it. José
Esteban Mufoz’s concept of disidentification resonates
when | think about the styles in my work. He says:

“to disidentify is to read oneself and one’s own life
narrative in a moment, object, or subject that is not
culturally coded to ‘connect’ with [you].”® Rather than
identifying with or imagining oneself as outside of a
dominant ideology, one can use disidentification as a
framework to work on, with, and against it.” For me,
disidentification involves accepting the instability

of self and searching for possibilities created by
misalignments. It is also a strategy to digest and
cannibalize art history. | disidentify when | lust over
the color and form in a Matisse painting. Matisse’s
seduction is not mine, but | move through it, giddily.

| also experience disidentification as an important
part of diasporic identity. | see my drawing hand

in the patterns of Indo-persian miniatures and the
modernist Indian renderings of almond eyes and
curved arms; | feel belonging. At the same time, most
of my encounters with this art happen in Western
contexts: the South Asian wing of museums like the
Met, or library books, usually compiled by European
authors. Making art before RISD on my own in New
York, | performed stylistic connections to miniature
and modernist Indian painting in order to strengthen
that which | felt as an undercurrent-and by doing so, |
eventually further absorbed these ways of making into
my hand and my taste. The embrace of disidentification
led me to a place where, now, the curved, calligraphic,
pointy shapes in my work symbolize that process of
diasporic affinity, longing, and metabolization.

Pool Diver |
2021

10x8”

Oil on panel

José Esteban Mufioz, Disidentifications: Queers of Color and the Performance of Politics (University of
; Minnesota Press, 1999), 12 8

Mufioz, 12






color

Untitled

2021

15x11”

Acrylic on paper

Untitled

2020

15x11”

Acrylic and monotype on paper
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Meeting

2020

15x11”

Acrylic and monotype on paper

dsve — color as material




In bis 1990 essay Matisse
and Arche-Drawing, Yve-
Alain Bois writes that
Matisse’s fundamental
discovery in color was that
quantitry equals quality;

in Matisse’s words: “one
square centimeter of any
blue is not as blue as a
square meter of the same
blue”.® Last year, 1

dsve — color as material

read Bois’s text and became fixated on this idea
and its extensions: how color alone creates space,
weight, and difference through scale and relation,
and how saturation and value are entirely relative.
Treating color as material became central in my
studio. The tiny things that | learned thrilled me;
greys and browns taking on different hues next to
each other, or the light created by a dot of high-
chroma paint on an unsaturated surface.

Scrawled Pthalo Blue became water hitting fin-
like hands in my first diver drawing. | mixed an
orange with the express desire for it to generate
heat in my belly. Things began to stand apart in
my increasingly geometric paintings through color
shifts. | reached for some tubes of paint again and
again—these pigments became secret weapons,
guilty pleasures, and symbols. Indian Yellow
(originally made from cow urine) is marigold at its
fattest, then, when rubbed thinly into canvas, a
hot sunset light. Indian Red is a really flat, matte
pigment; | mix it with sand and wax to create a
thick crust, earth that | dig into with my nails and
metal tools. In contrast, | make moon rock in a
cool, thin tint of Payne’s Grey and Transparent
Orange. Indanthrone Blue—transparent, smoky,
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Color is how I connect

10 a painting s mythical
aliveness. I am invested in
the feeling and experience
of color, its potential to
act on and rveside in the
body. The way color
relationships form and
change as I apply paint

0 canvas is alchemical,
Surprising.

21

Untitled

2020

15x11”

Oil monotype on paper

dive — color as material
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This fake light is
otherworldly but
inorganic, and is
slowly describing
a site [ can return
10 when I stage
future work.

Untitled

2021

11x15”

Crayon and gouache on paper
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dive — lunar time
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dive — sticky space

Fireworks I
2020
24x30”

Oil on canvas

Studio Chair
2020
4x4”
Oil on panel

My spaces are sticky with clunky shapes, crusts, and
color tokens. The clogging of the atmosphere with
physical paint creates a continuous exchange between
figure and ground and rejects the Western aesthetic
division between abstraction and figuration. Spaces
describe the interior of a feeling or memory, a frontal
view looking way up, or an aerial perspective down
onto another world. Space can function like a net, the
architecture of the painting pointing to connections
between marks and folding in on itself. ’m discovering
new spaces as | keep making.

Some works inherit a sense of space from Tibetan deity
paintings, which captivated me in museums | visited as
a child. | also loved the Nataraja sculptures of Vishnu
dancing in a circle of flames, holding all the movement
of the universe. Gravity is suspended; weight spirals
out through movement. The same can be said in many
of my paintings. | know that my painted spaces feel
Other—mythological and weightless or radial. | am not
drawn to emulate real spaces; in part, maybe because
I moved often while growing up, and | don’t feel
anchored by memories of one home or one landscape.

37




The figures in my work
often pushed into the
edges of the canvas.
This tight, self-aware
framing is part theater
and part formalism. 1
acknowledge edges because
I'm thinking of each
painting as containing all
of itself; there is rarvely any
reference to a continuation
of the world of the painting
beyond the frame.
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dive — sticky space
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Right: Untitled
2021

15x11”

Acrylic on paper

Below: Little Fire Starter
2020

5x5”

Oilon panel
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dive — sticky space

42



[ also want a palpable
sense of touch; hugging the
edge creates pressure, both
on the bodies inside the
frame and on the viewer.

Untitled

2021

20x15”

Charcoal on paper
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dive — sticky space

The play between depth
and flatness is another
characteristic of my spaces.
[ acknowledge the painting
as a surface through
graphic uses of line, and
then turn this around by
creating illusions of

pocket-like depth.
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Left: Untitled
2021

11x15”

Acrylic on paper

Right: Untitled

2021

11x15”

Acrylic and crayon on paper







dive — embodiment: pushing paint around

¥ Untitled
e 2020
‘ 15x11”

Oil monotype on paper

Acrylic ground for future drawing









SZ. Z Zm &Z?fl bin Z-S Z—b d Z— dsve —embodiment: pushing paint around
queers are attracted o,

or compulsively pulled
towards, AbEx-ian ways of
putting down paint because
queerness is all wrapped

up in feeling weird in your
body, in turning away from
what is expected of you and
investigating what follows
when you discover that

you are oriented “wrongly.”

Untitled

2021

15x11”

Acrylic monotype with crayon on paper

57 58



dive — embodiment: pushing paint around

Untitled

2020

1ix15”

Oil monotype on paper
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dive — embodiment: pushing paint around

More and more, I think
with my body through the
Wwork—wobbling along

a line, turning back,
throwing down a large
mark and then desperately
rubbing it out—as a way
10 lay bare the messiness of
process and the experience

of turning around and
around.

Oil on panel

61 62
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Untitled
2021 2021
20x15” 50x38”

Charcoal on paper Charcoal on paper



dive

At the end of graduate
school, my studio feels
gutted, open, like
anything could happen
next. I am mistrustful
of my paintings; I want
more from them.

Untitled

2021

20x15”

Acrylic on paper

Untitled
2021

20x15”
Acrylic on paper
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By depicting an action, | could wield gesture and color
with new symbolic and affective purpose: speed and
direction of marks became weight, earthy color of the
body spit into color of the space, blue on hands became
water hitting skin.

| keep returning to and iterating the diver, which leads
me to nets with many divers, a pre-diver figure with
their arms outstretched, and different forms of abyss.
| ask what my figures are diving into with every new
painting. The dive becomes a site of projection, an
action, a metaphor and the thing itself. | think back to
the subject-in-process as the core of my interest in in-
betweenness; the dive is the moment between ground
and abyss, stand and submergence, knowing and not-
knowing.

79

dive

10,
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