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INTRODUCTION
In this thesis, entitled Fracture, Representation, and Identity, I am creating images of
people that more accurately consider individual identity as a response to limiting and damaging
representations of people in visual culture. Understanding fragmentation to have a positive
impact on the representation of people and their bodies, I use this element in a series of drawn
diptych portraits and a self-portrait video installation to speak to the multiplicity of identity. Each
of these components invites some element of viewer participation; this allows the work to serve
as a way to further explore identity representation. This thesis is informed by my own
consumption of visual culture as well as the discussion of identity politics that has led to changes
in how and which people are represented in mass media. Creating this work allowed me to think
about the importance of accurate identity representation as a means to enhance the discussion of
identity.
In our present day, it is almost impossible to escape visual imagery. Our visual culture,
which Nicholas Mirzoeff describes as “visual events in which information, meaning, or pleasure
is sought by the consumer in an interface with visual technology” (3), is saturated with still and
moving imagery. To me, a twenty-some year old, female consumer, the most salient images I
experience daily are those of women. My consumption of this imagery over time has made me
increasingly aware of the limited ways in which women are represented in various forms of
media. I encounter the display of female bodies as commodities and accessories to men in
advertising that renders women as passive objects (see fig. 1). Additionally, mass media
constantly sells women a feminine ideal toward which to strive: a young, lean, and perfect image
of Woman. In short, society sells to women, and women buy, a very narrow manifestation of
femininity (Negra 118). However, it is not just women who are being represented in stereotypical

and limiting ways.

Fig. 1. Stuart Weitzman, Spring/Summer 2017 Ad Campaign, 2016, Daily Front Row, 14 December
2016, fashionweekdaily.com/stuart-weitzman-gigi-hadid-ss17/

Race, class, age, sexual orientation, and body type are only some of the dimensions that
are routinely minimized or altogether disregarded in visual representations of people. As an
example, The Oscars and Emmys (the largest annual award ceremonies for films and television,
respectively), receive repeated critiques for the lack in diversity of their nominees and winners.
These are salient reminders that critique of limited representation is still necessary. The day-today experiences of consuming visual culture in the forms of advertising, television, interactions
on social media and more, have led me to question how much these external forces shape both
how I see myself (my identity) and how I see others. Thus, visual culture serves as the
motivation behind my work, in which I seek to create images of people that more accurately
portray the multi-facetted nature of individual identity.
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The consumption of visual culture is not the only major influence on my research into
identity and identity representation. “Identity Politics” has become an omnipresent and often
contentious phrase in the last decade. With roots in the civil rights movements of the 1960s and
1970s, the articulation of group and individual identity has become a key component of social
and political justice movements. In her 1988 essay “White Privilege and Male Privilege”, Peggy
McIntosh deconstructs the unearned privileges given to individuals who are white and male in
America. After identifying her own privileges as a white woman, she asks, what will we do with
such knowledge? In this reflection, McIntosh asks what systematic changes need to take place in
America in order to truly make democratic choice available to all people, no matter their identity.
In his book, Race Matters, Cornel West maintains the presence of white supremacy in the United
States. He argues that the legacy and existence of white supremacy has left oppressed groups of
people “hungry for identity, meaning and self-worth,” (27). According to West, white and nonwhite identities are at the core of the continued inequality of African American people in the
United States.
More recently, numerous events following the extremely polarized 2016 presidential
election have had identity politics at their center. For example, “identity”, “nationalism”, “white
supremacy”, and “racism” all became topics at the forefront of American discourse in the
summer of 2017. On August 12, 2017, a meeting of counter protesters gathered to stand against
white supremacists involved in a “Unite the Right” rally in Charlottesville, VA. The encounter
ended in violence and death. It is clear that the issue of identity is not one that will go away soon.
The apparent need for identity politics has also been met with intense criticism.
Commentators routinely evaluate identity politics as elitist, too concerned with political
correctness, prone to hypersensitivity, and lacking any real political clout. As one critic notes,

3

“there’s more to empowerment than seeing a vision of yourself reflected in Hollywood films.”
(Hardy 15). A focus on identity and the accurate representation of identity is seen as a superficial
answer to motivating real political change. As another example, in a New York Times Opinion
piece, Mark Lilla laments that contemporary society’s preoccupation with diversity and identity
has created insular groups unable to see or respect the plights of other identity groups. He claims
that focus on identity dominates scholastic discourse to the point that young people entering
colleges and the workforce are unaware of larger historical, political, and religious forces that
affect a vast majority of people.
I disagree with critics like Hardy and Lilla. Their critiques of identity politics narrowly
frame identity as superficial labels rather than complex evolving constructs. Their outlook is also
short-sighted, ignoring the effects that positive identity representation can have on groups over
time. In fact, the emphasis on identity representation has manifested in numerous campaigns
calling for equitable representation and inclusion in various forms of visual culture. This has led
to greater diversity in the types of people shown in advertising. Since 2004, Dove’s “Real
Beauty” campaign has used women who are not models or actresses in their advertisements (see
fig. 2). These women have varying body shapes and skin colors, with the underlying message
that they are all beautiful. This campaign has received praise for its ability to combat beauty
ideals, and boosting women’s confidence and acceptance of their bodies. Meanwhile, Covergirl
(see fig. 3) and Calvin Klein (see fig. 4) have both featured men donning makeup and women’s
wear, respectively. These ads challenge stereotypes of the feminine and masculine binaries. By
blurring the edges between gender norms these ads give a very public affirmation for gender
non-conforming individuals. Consumers seeking more inclusive brands and entertainment have
positively praised these campaigns and others like them across social media, music, television
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and movie industries.

Fig. 2. Dove, The Perfect Real Body Ad, 2014, PR Week, 3 November 2014,
www.prweek.com/article/1320276/brands-including-dove-jump-victorias-secret-perfect-body-backlash.

Fig. 3. Covergirl, James Charles, face of Covergirl, 2016; Allure; 30 November 2016;
www.allure.com/story/first-male-covergirl-james-charles?mbid_relatedlink.

5

Fig. 4. Calvin Klein, Ad featuring rapper Young Thug modeling women’s wear, 2016, Vibe.com,
13 July 2016, www.vibe.com/2016/07/young-thug-womenswear-calvin-klein/.

As a maker concerned with creating images of people, I do believe identity politics has a
place in our current cultural climate. Unlike detractors, I think seeing myself and others like me
represented in accurate, positive, and very public ways can be extremely empowering. Marriage
equality now exists for non-heterosexual couples. Gay men and women can marry and have the
same rights that come from this legal partnership as heterosexual couples. At one point in time,
gay individuals were vilified and portrayed as dangerous deviants in all forms of pop culture.
Through a long and arduous journey of speaking out, protesting, and demanding recognition as
normal people whose right it is to marry and love whomever they choose, marriage equality in
the U.S. is a reality. This came about as a result of identity politics and the power in visibility.
In the past I have been concerned with critique of visual culture from a feminist
perspective because I saw so much representation of women in collective visual culture that was
6

largely rooted in rhetoric of binary sexual differences. Naturally, I have been drawn to artists like
Barbara Kruger and the Guerilla Girls, who directly confront the content of visual culture to
show how media, advertising, and art establishments contribute to the objectification of women.
I have also been intrigued by artists who have chosen to re-imagine stereotypically feminine
subjects in mass culture as well as those who seek to represent women’s bodies in realistic ways
to counter the unrealistic images sold to consumers. However, in relationship to my own work, I
have gained the most inspiration from artists that go beyond critique and attempt to present
realistic identities to contrast the representations I encounter daily via visual culture. Uniformly,
these artists use some element of fracture and have the body central to their concepts, leading me
to further explore both concepts in my work.
Through the process of creating drawn portraits, a process that initially was aimed to
simultaneously critique visual culture while exploring ways to represent women, I realized that I
was not only concerned with how women are portrayed in visual culture. Working through the
first drawing in this series clarified that the dialogue of representation encompasses many
different types of groups and identities. Through the process of drawing, I spent a lot of time
thinking about the individuals I was depicting, their lives, their relationships, and how they may
or may not be perceived by others individually and together. The making of drawings and the
final results helped me see that I was also interested in how men, people of non-heteronormative
sexual orientations, people of color, older people, young people, and various other groups of
people are being portrayed. My feminist critique included intersectionalism. At the same time, I
came to terms with how much the social and political climate, including identity politics, had
been on my mind and informed the creative decisions I was making in my work. I am aware of
the way accurate and visible representation can drive the evolution of what is normal and
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acceptable in our culture. Likewise, my thesis work evolved to include additional types of
identities as I reflected on the contemporary social context of the work.
Latching on to the rich history of the use of the element of fracture, particularly in the
painting tradition, I continued to deliberately use it. On one hand, when fracture is used to divide
the picture plane and/or the figure, it functions to signify to the viewer that there is a problem
with how bodies are displayed and viewed. However, fracture also calls attention to the body as
an important component in the construction of individual identities. Ultimately, fracture is both a
critical and unifying factor in this thesis, allowing me to create images of people that address the
multifaceted and evolving nature of identity.
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CONTEXT
History of Fracture
In general, the word “fracture” is defined as such: (noun) the act or process of breaking or
the state of being broken; (verb) to cause a fracture in: break (Merriam-Webster). The definition
of fracture used throughout is similar in that it will refer to the breaking of the pictorial surface or
representation of human form. The element of fracture has a rich history in the art world
beginning with French Cubism. Considered by many today as vital to the development of
Modern Art in the twentieth century (Galenson 82), Cubism provided new descriptions of reality
that were not restricted to the literal depiction of objects as they exist in the world (36). Instead
of painting representational images of the world, Cubists such as Pablo Picasso, Georges Braque,
and Jean Metzinger began painting still-lifes and figures in the early 1900s that attempted to
capture an object from multiple points of view instead of one stationary perspective. Thus, the
resulting splintered images featured both radically layered surfaces and improbably fused shapes
and space. Classical concerns such as the creation of form and volume were replaced with
“revealing facets and construction of surfaces” (Eimert 29) that later manifested in sculptural
form.
The development of Cubism can be read as a reaction to various social, political, and
economic changes occurring at the turn of the nineteenth century. It is said to have risen out of a
split from academic art practices that dictated artistic conventions and was quickly labeled an
avant-garde movement that opposed established order (Cox 17-18). At the same time, France
was besieged with political turmoil, economic struggle, and growing social unrest during a
period that saw an explosion in industrialization. In the broader European context, the power of
royal families and religious orthodoxies were being challenged, as were dominant social orders

at the insistence of feminist, nationalist, and Marxist movements (22). Radio waves, the
invention of X-ray photographs, the discovery of radioactive elements, and Einstein’s theory of
special relativity all called into question the agreed upon nature of the physical world. Anticolonial attitudes led to a romanticized notion of African and other indigenous cultures as
sources of “authentic” humanity. Though by current standards Primitivism did little more than
restate Western prejudices and stereotypes, Cubists embraced forms and images inspired by
cultures whose mythological vitality was akin to the artistic spirit (Antliff and Leighten 29). As
such, Cubism had the capabilities to question the accepted realities in the tumultuous start of the
twentieth century and simultaneously provide alternatives to apprehending modern life.
It is also in this state of political and social change that Cubism led to the invention of
collage. In 1912, Picasso glued oilcloth with a caning pattern to canvas and added an actual rope
to frame a painting titled “Still life with Chair Caning” (see fig. 5). These actions broke the
stylistic unity of the picture plane by juxtaposing the painted surface to that of a mass-produced
product (Cox 264). The use of found, mass-produced imagery also created a dialogue between
the art world and the outside world of consumer society (273). This connection to material
culture was further expressed in Cubist sculpture, in which artists would often combine found
materials and objects with those traditionally worked to create three-dimensional Cubist forms
(Antliff and Leighten 169). Cubist sculpture effectively served as a pre-cursor to later
photomontage, assemblage, and readymade movements.
As Cubism grew in France and spread, another movement to employ fracture, known as
Futurism, had developed at the beginning of the twentieth century in Italy. Filippo Tommaso
Marinetti spearheaded the movement as a reaction to the communication and transportation
technologies that had unequivocally changed modern life (Rainey et al. 11). Futurism called for
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Italy to fully embrace industrialization and throw away political and social restraints of the past
to become a global imperialist power. Encompassing all forms of art, Futurism derided the
autonomy of Art, instead advocating politically motivated work that was fully immersed in
cultural life (305). Futurist visual artists turned their focus to speed, mechanization, and the
complex and opposing realities created by modern life (306).

Fig. 5. Pablo Picasso, Still Life with Chair Caning, 1912, art net,
www.artnet.com/magazineus/features/kuspit/conrad-marca-relli9-30-09_detail.asp?picnum=11.

Divisionism, a technique similar to pointillism that relied on small dabs or strokes of
color to unify a composition, was key to many Futurist painters. Divisionism fragmented space
and forms into essential particles of color to express energy and constant movement that had the
effect of animating mechanical subjects such as planes and cars. Dynamism, another
characteristic of Futurism, splintered the painted surface or sculpted form into intersecting
geometric forms to suggest constant motion, mechanization, and light (316-317). Unlike Cubism
in France, Futurism grew into a full blown political movement. Advocating violence and
revolution against old regimes, futurists found themselves at the heart of anarchistic and socialist

11

conflicts before and during World War I (322), as well as engaged with the rise of Fascism
(324), and anti-Semitism (330) leading into World War II. Despite its often incendiary and
contradictory dogma, Futurism nevertheless was able to engage the public via the visual
language of fragmentation by glorifying the technological advancement in service of future
possibilities.
These two brief accounts of separate but related movements help to establish the
historical significance of fracture in visual culture and the art world. In both instances of Cubism
and Futurism, this element was utilized to signify a break with dominant political and social
ideologies. In place, the broken painted and collaged surface, as well as the splintered threedimensional form, valorized conditions antithetical to old ways of thinking and seeing. In place,
fracture offered new perspectives of current and future realities. Contemporary uses of the
fractured picture plane have found a home among artists who depict the figure in intentional
dialogue with identity. As in the originating movements, when fracture is applied by these artists
it functions to signify a fault with the dominant ways bodies are both represented and viewed in
visual culture. Segmented figures can call out the underlying ideologies that sustain this status
quo. Simultaneously, fracture becomes the tool that unveils methods of representation that
counter stereotypical images of people that saturate visual culture.
New Body Representations
Contemporary artists have continued the tradition of using fracture in their work to
underscore issues associated with the representation of identity. Here I provide two examples of
artists who have influenced the way I use fracture in my own work. The first artist, Mickalene
Thomas, comes from a painting and collage background while the second artist, John Coplans,
comes from a background of photography. Both artists are concerned with depicting the
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individual and uniquely use fracture to bring attention to the problems present in the
representation of people, as well as alternatives to this problem.
In her piece “I’ve Been Good To Me” (see fig. 6), Thomas articulates a black female
identity that is detached from traditionally patriarchal and racist representational structures.
Thomas has set a female figure within an interior environment, presumably her home. The
woman’s figure has been divided into different sections, exaggerating the size and changing the
value of a leg, arm, and the eyes so they appear to advance forward on a separate plane of their
own. The woman’s environmental setting is even further fractured, combining a photographic
image of the outdoors in the very background with painted planes of color and patterned textiles.
The lavishly decorated environment refers both to domesticity as a female sphere and the
eroticized “exotic” black woman that can be found in historical art movements and pop culture
alike (Smith). One function of fracture then becomes the way to uncover the artificial
construction of contemporary black female identity as based on previous notions of sexism and
racism. Instead the splinter of the figure and space allow the person being depicted to be “full of
energy and confident to declare their space, claiming, ‘I’m here; I exist; see me.’” (Clark). Such
a proclamation is important for any person who feels marginalized by the dominant culture.
Thomas’s deliberate construction of form and space from disparate parts also presents a
reality to the viewer in which a black woman is self-possessed and in control of her own image
without reduction to any one stereotype of black women. The figure is direct in her gaze, not
passive in a way that invites exploitation. The whole image fights the stereotypical depiction of
black women’s bodies as sexualized and victimized. It also effectively questions prescribed
beauty ideals as a whole. Thomas depicts a black woman that exudes confidence, strength, and
seductive splendor, forcing the viewer to contend with a form of female beauty that historical
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and contemporary culture has marginalized and suppressed. The overall composition ends up
echoing Cubist paintings and collages in the portrayal of this reality.

Fig. 6. Mickalene Thomas, I’ve Been Good to Me, 2013, Lehman Maupin,
www.lehmannmaupin.com/artists/mickalene-thomas/press_release/0/artist_selected/1.
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Moreover, Thomas’s portrait is created very much in the spirit of collage. As stated
above, the technique began during Cubism, but was also embraced during the 1970s feminist art
movement. Miriam Schapiro created the term “femmage” to describe various activities of female
artists in which fragments of various non-traditional art materials were put together into valid art
objects. This activity linked contemporary female artists with women’s traditional art, reclaiming
practices and women’s experiences that had been previously devalued. Additionally, women of
color often felt neglected by the mainstream feminist art movements. This ostracization created
the African-American “womanist” movement. This movement promoted the use of collage
techniques to reclaim aspects of African-American and African artistic and cultural heritage. In
so doing, it recognized the effects of multi-cultural influences on individual’s lives (Raaberg).
Thomas, who identifies as a womanist (Landers), has clearly emerged from this
perspective. While she deconstructs the singular way in which women are represented in
contemporary society, she also attempts to “re-collect those art works and activities already
fragmented and abandoned by the dominant culture to reconstruct a sense of continuity,”
(Raaberg). Using “I’ve Been Good to Me” as an example, one can see that Thomas is trying to
piece together a number of concepts that are not particularly valued either due to their
“feminine” connotations or for going against the “feminine” norm. Thomas reframes these
concepts as integral to the creation of the strong female figure she depicts. Some of these
elements include textile designs, a concern for the comforts of the home, an appreciation for
nature, female physical strength, self-ornamentation, and beautification. Thomas is validating
these contributions to this woman’s identity, suggesting that there is no one single perspective
that defines who she is, thereby what “femininity” or “woman” is. Moreover, in representing the
figure in a fragmented yet cohesive way, Thomas pays tribute to the richness of this subject’s
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numerous lived experiences in a way that does not ignore or mask the depth of this individual’s
identity.
At first glance, John Coplans’s work appears drastically different from Thomas’s.
Examination of his “Self-Portrait (Frieze No. 2, Four Panels)” (see fig. 7) in terms of fracture
however, shows that the concepts of these two artists are closely related. In this piece, Coplans
photographs his nude body and presents four different standing poses in panels separated by
frames. Within each panel, his body is segmented into three sections of the same size. The
overall presentation displays Coplans’s body in twelve fragments that emerge from the grid-like
configuration. Not unlike Thomas’s painting, the surface of Coplans’s self-portrait is fragmented.
The use of photographic prints to create this work instantly implicates mass media and
advertising, which have historically been limited in the types of men they represent. In contrast,
Coplans is unsympathetic in the display of an aging male body, which is so different from the
typically young and flawless bodies that dominate our visual culture. Here Coplans forces the
viewer to linger on each section of his body through the gridding of the body. Wrinkles, wiry
hair, and other effects of time and gravity cannot go unnoticed. Fragmentation allows Coplans to
persuasively argue that the ways people are represented in mass forms of media are limiting and
therefore problematic. In response, he makes public bodies that are denied display in the images
of day-to-day life.
Whereas in Thomas’s painting, a sense of unity exists; in Coplans’ portrait the natural
tendency to see a whole human form is interrupted by deliberate fragmentation. This suggests
that a single individual does not neatly fit into one box or one representation. A sense of
discomfort in fitting some prescribed form is accentuated by how each section of his body is
cropped. The curves of elbows, gluteals, hips, and bellies fit snugly within the borders of each
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individual image. On close inspection, body parts do not neatly line up, once again adding to the
overall sense of tension. Going beyond just showing bodies typically denied view, Coplans, like
Thomas, indicates that commodified images of bodies are a singular, unrealistic construction.
Instead, Coplans’ configuration of body parts depicts him as a whole group of selves. This
suggests no identity is truly singular, but that a person can fit into many identities,
simultaneously. The body is central to this enactment of multiple selves, because as Coplans
states: “I have the feeling that I’m alive, I have a body…even though it’s a seventy-year old
body, I can make it extremely interesting. That keeps me alive and gives me vitality.”
(Manchester). He was viscerally aware of his embodied existence and used fracture to invite
viewers to consider how bodies function in the creation of identity.

Fig. 7. John Coplans, Self-Portrait (Frieze No. 2, Four Panels), 1994; Tate, May 2003,
www.tate.org.uk/art/artworks/coplans-self-portrait-frieze-no-2-four-panels-p78534.

Feminist Theory and the Body
Portraiture and the depiction of the human figure are central to the work of the artists that
inspire me. The human body is the vehicle through which we communicate and identify one
another. The centrality of the body has been important to various theorists who have shaped my
17

understanding of identity. For example, in 1972, John Berger wrote, “Men look at women.
Women watch themselves being looked at…thus she turns herself into an object…” (47).
Berger’s evaluation was radical. He put forth the idea that women have been presented as objects
throughout the Western art tradition. Women in paintings and sculpture exist to be seen rather
than as individuals with agency. Consumer advertising only helped to perpetuate the
representation of women’s bodies as objects rather than subjects. Furthermore, advertising
created desire and envy in consumers by presenting idealized and glamorous images of life as it
could be with the purchase of various products. These phenomena have resulted in women’s
constant evaluation of their physical selves, an awareness of being seen by others, and a desire to
fit ideals at odds with the reality of their actual bodies. The current widespread emphasis on
identity makes Berger’s ideas applicable not only to women, but numerous groups of people.
Men are sold images of masculinity often just as unattainable as those of women. Meanwhile
people of color may feel distanced or alienated from certain lifestyles, services, and products
because there are not many people of color present in marketing materials that promote them.
Elements from Judith Butler’s feminist theory further influence how I consider identity
and society’s influence on identity construction via the body. In a 1999 prologue to Gender
Trouble, Butler states that the aim of her text (first published in 1990) “was to open up the field
of possibility for gender without dictating which kinds of possibilities ought to be realized”
(viii). She sets out to show how both gender and biological sex are binary cultural constructions.
Female, male, woman, and man are labels that are then placed on bodies as if they are naturally
occurring situations (11). She continues to argue that expressed gender, or the degree to which
people present as a man or woman, is not a display of some predetermined condition of
psychological or biological sex. Rather, Butler sees gender as a set of compulsory acts that are
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inscribed on bodies from a young age. She argues that gender is by and large an illusion and a
way to regulate sexuality in a way that fits neatly into the “frame of reproductive
heterosexuality.” (173). However, it has become more and more obvious that expressed
sexuality, gender, and even biological sex do not fit into distinct and binary categories. Butler’s
writing serves as a call for the dismantling of gender and sex binaries that dictate acceptable
forms of identity, as those that do not fit what is acceptable and ideal are often underrepresented
or even vilified. Butler’s work allows for a fluidity of gender expression in showing how long
held identity labels are limiting and arbitrary, an idea at the conceptual core of my work.
Additionally, Butler cites Monique Wittig throughout Gender Trouble, particularly in
sections that pertain to the performative nature of identity. Wittig, as cited in Gender Trouble,
provides a more nuanced understanding of the body that has further influenced how I perceive
the fragmented body parts I depict. Wittig explains that physical features, outside of culture, are
unmarked. However, bodies do not exist outside of culture, so categories of sex and gender
artificially unify various arrangements of body parts into discrete categories that effect how
people see one another. Paradoxically, when gendered and sexualized labels are assigned to body
parts, the body becomes fragmented (145-146). Thus, my fragmentation of body parts is an
extension of this line of thinking; a visual representation of the limiting effects of traditionally
binary labels. It is also an extension of this line of thinking because my work goes beyond the
discussion of gender and sexual differences, and includes concerns with how race, age, and body
type are also labeled. Like with gender and sex, these characteristics are represented through
narrow lenses or sometimes not at all. My use of fragmentation at once calls attention to the issue
of limited representation. At the same time, I attempt to use that same fragmentation to the
opposite end. I use fragmentation to show viewers that identity is not binary or static, but
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complex and in flux. Therefore, I reframe fragmentation as a positive, and argue that the creators
of visual culture need to keep pushing diversity and nuance in the identities they represent.
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BODY OF WORK
Drawings
This body of work, Fracture, Representation, and Identity, consists of two
complementary parts: 1) a set of drawings apposed to an interactive projection and 2) a video
installation. In the set of drawings, I first set out to express my concerns surrounding the
limiting representations of women in visual culture and synthesize Butler’s ideas regarding
identity and gender. The diptych drawings grew beyond the confines of gender as I also explored
ideas concerning the representation of age, sexual orientation, race, and body type. In each of
these diptych drawings, I depict pairs of individuals in a relationship. I crop sections of each
person, using compositional elements to bring the two images together as a greater whole.
An important element to the process of creating these drawings was spending time in
conversation with the people I depicted. Many of the individuals I have depicted are family
members and friends, while others are acquaintances. Dialogue throughout the making process
allowed for a better understanding of how others understand and assume identities. These
interactions also lead me to some conclusions that ultimately affected how I defined and used
fracture in my work, and how I wanted to share this work with a public audience. I learned that
identity can both be easy and difficult to define. Many of the people I drew shared stories of how
they faced discrimination based on their identity. I saw that identity changes and that specific
experiences can be shared even by those that would identify as completely different or opposite.
The first drawing completed, “Our Wife, Our Husband,” brings together the right cheek
of a woman and left cheek of a man in a form that allows itself to be read as one (see plate 1.). In
each diptych, through dialogue with the people I draw, I become aware of the identity categories
each individual assigns to themselves, as well as how they label their relationship (i.e., marriage,

friendship, romantic partners). Like Thomas and Coplans, I use the element of fracture in the
form of cropped images, to call attention to socially constructed identity categories. In “Our
Mother, Our Father”, the relationship of marriage is suggested through the use of wedding bands.
As such, I am attempting to bring to mind the identity labels of woman, man, wife, husband,
mother and father. By inserting the fracture between these two halves, I call attention to how
limiting these labels traditionally have been, especially toward women, who up until the
twentieth first century did not enjoy the same rights and freedoms both in and outside the
institution of marriage. Yet, I have consciously composed these two halves to come together as a
whole despite the obvious divide. Through this opposition to the fracture, I am presenting to the
viewer a visual display of marriage that is equitable and achievable.

Plate 1. Katya Harris, Our Wife, Our Husband, 2016

In the diptych “Love and Be Loved” (see plate 2), halves have again been brought
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together in a similar manner as the previous piece. This time, two women make a larger whole,
and as suggested by the title, they are in a same-sex romantic relationship. Fracture here is used
similarly, to express the limiting representations of women, and specifically women who do not
identify as heterosexual. The role of the body is even more apparent in this piece, as visibility for
non-heteronormative couples remains an issue. Representation of non-heteronormative couples
tend to reduce these individuals to stereotypes. Additionally, the open display of a relationship
with a person of the same sex presents an element of danger. Individuals that do not identify as
heterosexual have faced public discrimination that is ostracizing and violent in the past and still
do today. By bringing two female bodies together in a unified way, I am acknowledging the lived
experiences of those that do not identify as heterosexual and providing a normalizing view that
makes seeing these two people together just as normal as a heterosexual couple.

Plate 2. Katya Harris, Love and Be Loved, 2017

High Cheekbones and a Strong Jaw” (see plate 3) depicts the cropped areas of a man’s
cheek (top) and a woman’s jaw (bottom). I allowed the similarities between each panel to inform
the final composition, in which the biological sex of either subject is not immediately clear. Each
panel is dominated by a large expanse of skin, surrounded by smaller features providing
repetition and continuities between the panels.
This piece was created during the winter following the 2016 Presidential Election. It is
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not a new notion that women in positions of leadership face critique their male counterparts will
never hear. These critiques include erroneous judgments of women’s appearances, physical and
mental strength, and personality. I have never been more aware of this double standard than
during the time leading up to and during the election. Hilary Clinton, the first female presidential
candidate from a major political party, was constantly on the receiving end of such critiques.
Critics told her to smile more and to wear more or less makeup. She was critiqued for her “shrill”
voice, for appearing angry, and for not exuding warmth. Hillary Clinton’s presidential opponent
questioned her “stamina” and her “temperament”, while exclaiming that she did not have a
presidential “look” (Lind, “Hillary Clinton Lured”) . But as Dara Lind points out, “No one asks
Donald Trump to smile” (“Nobody Ever Tells”). The Presidential election was a stark look at
how standards of femininity place a double standard on female leaders to meet those
expectations of femininity as well as the characteristics of a good leader.
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Plate 3. Katya Harris, High Cheekbones and a Strong Jaw, 2017
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Reflection on this topic directly influenced by choices to make “High Cheekbones and a
Strong Jaw” in such a way that focuses on the overall similarities between these two people.
Upon closer inspection, I want the viewer to realize that each panel is a different subject. But I
also want to question what it is exactly that makes us understand the differences between these
two people. Is our knowledge of people influenced by the stereotypes attached to gender
identifiers? Why do we reserve certain character and emotional judgments to specific groups of
people? How and why does the judgment of physical characteristics, like facial structure,
influence our judgment of someone’s character? These are all questions that I asked myself and
that I would like viewers to reflect on as they interpret the ambiguity and differentiation at play
within this piece.

Plate 4. Katya Harris, Strength, 2017

The themes I explored in “High Cheekbones and a Strong Jaws” are further elaborated on
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in “Strength” (see plate 4). The right panel of this piece depicts the back of a woman’s head and
raised left shoulder. The left panel shows a raised flexed arm covered almost entirely with a
tattoo. There is continuity of form between the two panels through the raised shoulder, arm and
hand. From both far and near distances, the arm can be understood as belonging to the woman, if
slightly exaggerated in size. There is nothing that marks the arm in the left panel as definitively
male, although culturally arm hair, larger muscles, and tattoos may be more readily associated
with men. Though the person in the left panel is male, the fracture between the drawings allows
for the existence of ambiguity and the viewer is left to question the owner of the arm. As with the
previously discussed piece, I want to question the stereotyped judgments faced by both men and
women. By paying close attention to the depiction of the tattoo on the arm, I also wanted to
question what judgments or labels are attached to individuals based how they choose to adorn
their bodies.
As the title suggests, during the making of this piece I thought about why strength, both
physical and mental, is more readily associated with men. I also thought about how media
presents strength and power in the context of relationships. In the diptych, the arm appears
noticeably muscular. Yet an arm does not exist without a body. Furthermore, a strong arm
requires a strong shoulder to exert that strength. The composition of “Strength” serves as a visual
metaphor for relationships in which strength is balanced and reciprocated.
In “Brothers,” (see plate 5) I wanted to directly address how race is represented in visual
culture. I used fracture in this piece to indicate that people of color are represented singularly.
The face of each man is reduced to a fraction without the ability to speak. The overall
composition of the diptychs creates a believable whole of the top half of a face. The fracture
between the men indicates that when people of color are depicted in visual culture they are rarely
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represented in a full and complex way. Not only this, but media tends to depict people of color in
ways that do not explore the interests and experiences of distinct cultural groups. For example,
Latinos, despite being the largest ethnic minority group in the United States (making up
approximately 16% of the population) make up 4-6.5% of the characters seen on prime-time
television. The roles Latino characters play are limited to themes regarding sexuality,
criminality, subservience, or intellectual ineptitude (Tukachinsky et. al, 2015). Rarely does
television explore the backgrounds of Latino characters in any depth, such as discussing the
cultural ties of a Latino character to any number of countries.

Plate 5. Katya Harris, Brothers, 2017

The two people depicted are young men of color, who have been best friends since
childhood. These two men have both faced discrimination and stereotypical assumptions due to
the color of their skin. I used fracture in this piece to also acknowledges the close friendship that
exists between these men in aligning them into a whole that could be mistaken for one person.
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This characterizes each with greater empathy and emotional depth that flies in the face of
prejudicial attitudes that portray people of color as dangerous and morally corrupt. Identity
politics informed this piece in a large way. Through its making I thought about police brutality
against young black men in the U.S., recent executive orders stopping the entrance of refugees
into the U.S. and banning those traveling from a number of Muslim-majority countries, and calls
for a “border wall” along the U.S.-Mexico border to supposedly solve illegal immigration issues.
These highly charged topics have exposed deeply embedded and widespread racist views in the
United States. Visibility and active voice for minority groups are more important than ever, as
many of these groups remain silenced. I indicate this particular concern through the deliberate
cropping (further fracture) of the men’s faces in “Brothers”, which remain without a way to
speak even when put together.
“Home” (see plate 6) brings together Identity Politics themes related to both race and
gender. The upper half of this diptych displays the hand and upper legs of a man, while the lower
half is the lower legs of a woman. Both individuals in this piece are of Hispanic decent: the man
was born in the U.S. and his family is from El Salvador, while the woman is from Puerto Rico.
The man is depicted wearing a wristband with a symbol of the El Salvador flag and the woman
has a charm of the Puerto Rican flag on an anklet around the front ankle. These symbols mark
the connection each person has to their respective countries, but do not wholly define them.
Without the symbols, a viewer may never associate this set of legs with any particular country of
origin. This subtle use of symbols allows me to talk about inaccurate racial biases that exist when
people of color are seen and represented. Both people are U.S. citizens, yet have faced the
repeated assumption that they are not.
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Plate 6. Katya Harris, Home, 2018
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Gender is addressed in these drawings in a manner similar to “Strength”. Continuity of
the forms of the legs between the panels creates a believable whole. I chose to depict shorts,
interpreted as gym shorts or a longboard style of shorts, on the man that are typically gendered as
men’s clothing, while the woman wears a ballet flat type of shoe marketed toward women.
Fracture functions in the piece by bringing together what have become categorized as disparate
types of clothing. Questioning and breaking stereotypes associated with clothing styles, I bring
together clothes that normally would not be thought of as going together, onto one body. This
echoes the concerns of non-binary identifying people and suggests the overall culturally
constructed nature of gender.
The diptych titled “Best Friends Forever” (see plate 7) also addresses gender, this time
questioning expectation of behavior that are attached to gender identities. The two men in these
drawings are friends, who related that they sometimes are mistaken for a romantic couple due to
their level of comfort and closeness with each other. In this piece, the crossed arms link the
panels together, rather than the bodies coming together to form a visual whole. The gesture of the
arms is used to make the viewer question the level of platonic intimacy that our culture allows to
exist between men. To expound on this point further, the traditionally masculine body type of
one man is contrasted against the other, which might be labeled more feminine (and in fact, some
viewers may initially believe this individual to be a woman). The comparison is meant to
demonstrate that care, familiarity, and tenderness are often associated with women but denied in
representations of men. Yet, here are two men comfortable showing affection for each other,
breaking these stereotypes.
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Plate 7. Katya Harris, Best Friends Forever, 2018

The last two diptychs completed in this body of work were created to elaborate on themes
already touched upon by previous diptychs. Furthermore, as contemporaneous events influenced
my conception of previous drawings, the execution of these diptych was greatly informed by the
development of the “Me Too” movement across media platforms beginning in the fall of 2017
and gaining momentum into 2018. Founded by Tarana Burke in 2006, the movement helps
survivors of sexual violence to heal, brings “vital conversations about sexual violence into the
mainstream” by uncovering the overwhelming number of women who have faced sexual
violence, and allows for the building of community with other survivors of sexual violence
(metoomvmt.org). In October of 2017, the Me Too hashtag (#MeToo) swept across social media
platforms after actress Alyssa Milano encouraged women to use the hashtag to talk about their
experiences of sexual assault and harassment. Concurrently, men across numerous industries
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were ousted from positions as allegations of their sexual misconduct became public. This
continuing movement and the responses that follow have reinforced my own belief in the power
of visibility and the importance of acknowledging the diversity of experiences. Because of this
movement, systems that allow systemic sexual violence to persist have been exposed and
important conversations about how to change these systems have begun.
Within this context, I created the diptychs titled “Hers and Mine” (see plate 8) and “Not
One or The Other” (see plate 9). In “Hers and Mine”, I wanted to further address the body types
that are and are not valued in visual culture, especially in the representation of women.
Overwhelmingly, when women are pictured in advertising, television, and movies, their
appearance conforms to a thin body type ideal, while women with a range of larger body sizes
continue to be under represented. Social media platforms that allow the sharing of photos, such
as Instagram, have enabled women to share their lived experiences in their bodies that do not
conform to the thin ideals prevalent in so much other media. As a result, akin to the Me Too
movement, women can be seen, heard, and valued despite not fitting the limited representation of
what women and their bodies in other forms of media.
Accordingly, in this diptych I paired a portion of my own body with that of my partner
through a profile composition that brings our bodies together as a whole. Our bodies have visibly
different proportions and sizes but these differences do not make one type of body less valuable
or less beautiful. The process of rendering each body and faithfully depicting the details
distinctive to each of us allowed me to express this equality of value. Also, as the one diptych in
this series of drawings that shows my own body and that of my same-sex partner, it also gives
added visibility to the experiences of non-heterosexual individuals by furthering the
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normalization of seeing the bodies of two women together.

Plate 8. Katya Harris, Hers and Mine, 2018
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“Not One or The Other” depicts two young women who have shared a friendship since
middle school. Similar to “Brothers”, the individuals in these two panels can be mistaken for one
person due to how closely the faces align along the fracture between them. However, both of the
women depicted have a very strong sense of identity outside of their friendship. The woman
depicted in the bottom panel identifies as a strong, African American woman, while also feeling
empowered to forge an identity outside of identity labels and stereotypes she has faced. The
woman in the top panel is biracial, and has often felt that a part of her heritage is ignored
depending on the situation in which she finds herself. As the title states, she is not defined by one
or the other side of her ancestry, and is working to find a balance in how she identifies herself.
The fracture between the panels in this piece serves as a reminder that labels can be
positive, allowing community building and visibility when people are able to identify with others
like them. Yet, though we may look like one another, our individual identities are innumerable
and a single label or a single image often does not do enough to acknowledge the richness of our
identities. I chose to finish this series of drawing with two women looking at and challenging the
viewer to classify them. In this way, the fracture serves as a means to show that we need to see
many more faces like these and listen to the stories behind them.

35

Plate 9. Katya Harris, Not One or The Other, 2018
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Display of Drawings
To further the effects of the element of fracture in the discussion of identity, each of the
diptychs is not displayed as an autonomous work. Instead, these drawings are displayed as a
conglomerate whole on one wall (see plate 10). In this type of grouping various fractures
between the pieces preserve the uniqueness of each identity. Fracture also gains a secondary
meaning as a bridge connecting the people in each diptych to still other people who are in
adjoining diptychs. This form of display allows for new associations between different types of
bodies and identities to be formed while maintaining the diptych pairings. It provides the
suggestion to the viewer that each of these individuals lives in complex relationships to other
people that cannot be seen or known at first glance or after an initial judgement. Just as all of
these people are connected to me in one form or another, I hope the larger matrix configuration
of drawings provides the viewer a way to connect to the people I have drawn.
These multiple associations that result when the drawings are assembled in a larger whole
implicate the socially constructed nature and instability of all identities including gender, race,
and sexual orientation. Because each individually drawn panel can potentially border up to four
other panels, I suggest a multiplicity of identity that contests present fixed ways of identifying
the self and others. Representational imagery that does not also address ever-changing identity is
problematic. At the very least, through this type of overall presentation I aim to allow a viewer
the opportunity to identify with someone they may consider wholly different.
As Butler states:
“Indeed, the source of personal and political agency comes not from within the
individual, but in and through the complex cultural exchanges among bodies in which identity is
ever shifting, indeed, where identity itself is constructed, disintegrated, and rearticulated only
within the context of a dynamic field of cultural relations.” (161-162).
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Similarly, by installing the drawings in a manner that embraces fracture, I hope to give the
viewer a moment in which they can think about the personal histories of others and realize that
identity is not fixed. Instead of relying on limiting visual tropes and stereotypes as other forms of
visual culture, a more complex way of displaying images of people invites associations between
diverse types of people and gives visibility to the experiences of underrepresented groups.

Plate 10. Katya Harris, Whole, installation view, 2018

Viewer Interaction with Drawings
A complementary component to the installation of diptych drawings is an interactive
digital projection onto on the opposite wall. This projection, titled “Parts”, consists of a Flash file
similar to a simple drag and drop computer game. Each of the eighteen individual drawings that
make up the series of diptychs in “Whole” were converted into digital panels that were then
coded with drag-and-drop and horizontal flip functions. Viewers are invited to move around the
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panels using a mouse and computer monitor in order to create their own configurations from the
panels I had drawn. The drag-and-drop and flip movements made by the viewer are projected in
real time, which other viewers can see. A reset button was also coded into the file, which viewers
could click to make the panels to re-align in an arrangement that mirrored the drawings. Plate 11
shows the set-up of the computer, projector, and interactive projection.

Plate 11. Katya Harris, Parts, installation view, 2018

This interactive projection is an opportunity for the viewer to make further associations
between the people they see in the drawings. In a single day, an individual may play out or
assume a number of identities and roles. Throughout the course of a lifetime, people’s identities
morph to accommodate new knowledge, contexts, and interactions with other people. This lived
experience of identities is at odds with the static and inadequate representations of identities in
visual culture. By giving viewers control of the panels, I reinforce that our identities are public
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and always function in relationship to others. My installation of the physical drawings is only
one of many interpretations of the associations that can exists between the individuals pictured.
The digital, interactive component lets viewers create and share their own constructions, in effect
participating in the construction of identity. The control over the fragmented parts allows for
further exploration of the ever-evolving fluidity of identity (see plate 12 for a clip of the
computer screen recording of a viewer moving around the panels).

Plate 12. Katya Harris, Parts, screen recording video of viewer interaction with projection, 2018

Video Installation
The third piece to complete the thesis exhibition is a video installation called “The
Descent of Woman”, situated adjacent to the projected interactive animation. The video
installation is comprised of a seven-and-a-half-minute video with audio, projected onto three
Dura-Lar screens, each 34 inches wide by 6.5 feet long. Two outer screens are arranged in line
with each other, and a central screen hangs three feet away, parallel to the outer screens. The
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three screens are positioned roughly halfway within a 28 foot long by 9 foot wide space. Three
pedestals are located within the space as well, with space for viewers to walk through the
installation (see plate 14). Masks that resulted from the process of making the video sit atop the
pedestals (see plates 15-17).

Plate 13. Katya Harris, illustration of The Descent of Woman layout
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Plate 14. Katya Harris, The Descent of Woman, installation view with pedestals, 2018
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Plate 15. Katya Harris, The Descent of Woman, mask detail #1: string, rice, and cotton, 2018

Plate 16. Katya Harris, The Descent of Woman, mask detail #2: twine, sprinkles, and thumb tacks, 2018
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Plate 17. Katya Harris, The Descent of Woman, mask detail #3: flowers, cloth, oatmeal, and grass, 2018

The projected video is a progression of clips that depict me wearing a number of masks
constructed out of various materials (see plate 18 to observe the full video and audio in the
installation space). In the central panel, my face is projected at the largest size and my gaze is
almost exclusively directed at the camera (or at the viewer). The center video section begins with
a prolonged clip of a mask made of baby’s breath flowers. As the video progresses, other
segments of video begin to overlap and interchange so that anywhere from two to seven different
masks are coming together to create a whole face. At the same time, the side panels each show
one to five smaller clips of me wearing additional masks. In the side panels, the gaze is directed
in all directions. At times the separate segments seem to interact with each other across the two
outer panels, and some masks are shown being put on and taken off.
The accompanying audio includes a found reading of a chapter out of Charles Darwin’s
The Descent of Man. In the original written work, Darwin expounds on how sexual selection has
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led women to evolve in to the less intelligent, weaker, and therefore less successful sex of the
human species. In my piece, I spliced Darwin’s words to create my own narrative and removed
the nouns “woman” and “man”, as well as the pronouns “she” and “he” with one or two
exceptions. Laid over the edited and rearranged phrases of the reading, are mechanical and
digital sounds made by communication and media creation devices, from the rhythmic ticks of a
kinetoscope (early motion picture device) to the recognizable pings and clicks of an iPhone.
The progression of the video and audio through the duration of the piece represent a
rough timeline of how various characteristics or attributes have been assigned to women
throughout Western history. The flowers at the beginning of the video allude to creation stories,
such as the Christian account of Adam and Eve in the Garden of Eden, and the assertions of early
science that women are not capable of the same level of civilized thought and action as men. The
inclusion of lace, cloth, string, and oatmeal masks, signal traditional arenas of “women’s work”,
such as sewing and cooking. At the same time, the audio progresses from sounds of early video
devices and typewriters, to an early computer keyboard and digital telephone to implicate the
role that various types of media have always played in the spreading of stereotypes of femininity
and womanhood.
The masks then become more diverse, to include plastic, twine, grass and cotton. Some of
these materials disrupt expectations of femininity, by instead signifying utility, strength, and
realms outside the home. Finally, sprinkles, rhinestones, and thumbtacks appear as masks,
indicators of commodification, beauty ideals, and adornment, as well as resistance and alteration.
As the masks become more intermixed, some of the masks are also peeled away as a shedding of
old ideas to accommodate new ones. At the same time, the sounds of technology become denser
with the inclusion of mouse clicks and texting tones. The inclusion of sounds such as the telltale
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sound of a phone vibrating and typing laptop keys speaks to effects, both positive and negative,
that media technologies continue to play in contemporary discussions of identity.
As the drawings and projected animation, The Descent of Woman, also uses fracture to
confront the question of identity, specifically the identity of Woman. The layers of video
fragments built upon each other, and the increased complexity of the central face are meant to
show that identity is far from a singular construct. Instead, it is something to be questioned and
developed in an active manner. Further fracture exists in the rearrangement of the audio from
Darwin’s book. By taking apart the words of one of the most influential scientific figures in
history, the whole installation calls into question where our ideas of identity come from, and
what systems uphold those ideas. To further this inquiry, the whole installation was set up with
the layout of museum exhibitions in mind. The masks are presented as artifacts before the
screens, which give the viewer additional information about where these items came from and
what their potential meaning may be.
In the space of this installation, the viewer is confronted with a subject that is actively
questioning the construction of her identity. The viewer is also placed in the position of watching
someone who is aware that they are being looked at. Thus, an interaction between the viewer and
subject takes place in which the viewer may reflect on how they are seeing and judging the
person before them. Ultimately, the element of fracture becomes the catalyst through which a
viewer may reflect on the nature of identity as they view or walk through this installation. The
combination of fractured video and audio calls into question why we associate certain
characteristics with women more than men, what or who has sustained these associations, and
what it means when these associations are broken.
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Plate 18. Katya Harris, The Descent of Woman, recording of video and audio installation, 2018
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CONCLUSION
The element of fracture has a storied history in visual art. Fracture made a salient
entrance into the art world during the Cubist and Futurist movements as reactions to a rapidly
modernizing world. In both movements, the two-dimensional surface and three-dimensional
form was used as a means to visually contend with new realities created by scientific
advancement and sociopolitical unrest at the turn of the twentieth century. These two movements
were precursors to later artistic innovations and the lasting legacy of fragmentation is seen in
contemporary art. Inspired by this history and set within a time period dominated by social unrest
and identity politics, Fracture: Representing Identity, is a body of work that uses fracture as a
means to explore the representation of identity. The use of fragmentation echoes the feminist
theory that sees identity as a performative manifestation of internalized social constructs. Thus,
fracture is able to destabilize the agreed upon conception of identity while communicating
alternative representations of bodies that contend with instilled stereotypes surrounding gender,
race, sexual orientation, and body type present in visual culture.
The process of creating this exhibition has allowed me to reflect on my studio practice
and position as a maker who creates images of people. The work in this exhibition was created
through a combination of traditional drawing mediums as well as digital technologies of software
animation, video and audio recording, and projection. So much of social and political discourse
about identity and identity politics taking place today occurs within digitally mediated
environments. Whether it is through social media platforms, movie theaters, television screens,
or online news sources, one cannot escape the topic of identity or visual representations of
people in these settings. As an artist who is interested in creating images of people while
accurately portraying their experiences of identity, working across traditional and digital media

has allowed me to think about how contemporary visual culture, so rooted in the digital, upholds
certain views of identity and what potential exists for disrupting long held assumptions about
identity.
I was able to observe viewers interacting with my work in the gallery space. The
installation of drawings appeared to provide a more contemplative space for the viewer in which
they could take the time to look at individual drawings closely or observe the installation as a
whole. When interacting with the animation and video however, viewers approached the work
more casually, speaking with others while viewing or even collaborating to rearrange the panels
within the animation. Perhaps animations, video games, computer screens and video have
become such common formats through which people can interact with images that viewing Parts
and The Descent of Woman were more spontaneous and more familiar endeavors. This
observation was intriguing because it indicates that digital platforms provide viable opportunities
for artists to create artwork that provides more active viewing, inviting conversation alongside
solitary internal consideration. This is encouraging to me as I begin to pursue further work that
bridges the gap between drawing and painting practices with digital media technologies.
The completion of the body of work has also reaffirmed my belief that there is an
intrinsic value in seeing yourself or others like you represented in a very visible way that honors
individual experiences. As such, it is important that I, and other makers of images that represent
people, continue to think and talk about identity. Psychologists have shown measurable positive
impacts on an individual’s sense of identity, feelings of pride and belonging, and agency when
they see accurate representations of themselves or others like them (Topos Partnership, Zhang
and Haller) Conversely, stereotypes in representation can have negative consequences (Simon
and Hoyt, Topos Partnership). We live in a visual culture that continually bombards us with
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stereotypical imagery of people that limits identity to singular ways of being. The negative
effects of this type of imagery must be contended with, which I choose to do through my artistic
work. Using the element of fracture has provided me with a way to critique the status quos of our
visual culture and provide alternative means of representation that enhance the discussion of
identity rather than suppress it. Fractured imagery of the body allows me to represent individual
identities as complex, diverse, and in flux. Maybe more importantly, fracture highlights that
identity is something that we should all continue to discuss.
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