
As I further orientate towards my identity as an artist, lover, and queer polyamorous 

man, I find that desires for the materiality of art-objects and for specific bodies become 

increasingly entwined. I have come to see the processes of developing my studio 

practice and of nurturing intimate relationships as my life's work – a vocation that 

provides privileged points of contact with the material world.  

 

Relationships between desire, media, and representation are analogised within Pliny's 

Corinthian Maid, the mythical origin of the graphic and plastic arts. It tells the story of a 

young woman who traces her departing lover's shadow, which is then used as a pattern 

for a ceramic semblance – a surrogate object – to stave off the trauma of romantic loss. 

This myth provides means to consider ways in which desires for beloved bodies are 

projected onto art-objects, and conversely how bodies are subjected to the same kind of 

objectification as works of art.  

 

* * *  

 

My conceptual thinking is underpinned by photographic theory, specifically with regard 

to ideas of mediated touch and indexical trace in relation to bodies and artworks. My 

work quickly expanded out of photography into sculpture and painting, and I now work 

at intersections between these three primary media. I have a keen interest in geometry 

and formal abstraction stemming from classicism and modernist minimalism, both of 

which have singular and inextricable relationships to the human form, architectural 

space, and controversial masculinities. I have found juxtaposing austere minimalist and 

classical formalism to be both productive and challenging.  

 

The 2:1 ‘screen’ is a recurring motif of my work, which provides a scalable format for the 

exploration of various material interactions, with the vertical ‘double square’ ratio 

intended to evoke a body, or bodies standing/lying side-by-side. I name these works 

after beloved individuals, usually the men in my life, past and present, which has 

become a personal process of mapping and memorialising alternative modes of 

intimacy, community, and kinship – a process of dis/reorientation through an 

investigation of form, space, and material.  

 

Conceptually, this aspect of the work developed from Lacanian psychoanalysis, to which 

Roland Barthes’ touchstone work on desire, materiality and the photographic image 



Camera Lucida is indebted, hence another deep-seated connection to photography. 

Within the poetic space of Lacan’s archaic and problematic theories of psycho-sexual 

development (which much queer theory has been written through and against, 

ironically) I have found new opportunities to reinterpret, appropriate, and develop my 

practice. 

 

* * *  

 

I situate my practice within the field of queer formalism. This is an emerging and 

contested area of artistic research, which provides means to reconsider spatial 

dynamics between bodies and other forms, why we are orientated towards some more 

than others, and how these relations are activated and perpetuated within different 

contexts and environments. My recent series of graphite paintings/sculptures, made by 

buffing handfuls of powdered material into various supports, have elusive surfaces that 

appear to extend space and elicit the desire to touch. The activation of spatial relations 

between bodies and art-objects has potential to give way to a heightened awareness of 

one’s embodiment, of being positioned within a given space in relation to external 

objects. This, I believe, has great potential to open up alternative and ultimately more 

nuanced questions of gender, sexuality, and the erotic, than figurative/image-based art.  

 

These are some of the ways in which desires and reflections upon queer experience are 

inscribed within my working process, both subjectively and in relation to established 

theory.   
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