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1. Cw

Cyan Magenta and Yellow are the three primary col ors of pignent. In grade school we |earn about
red yellow and blue, and that trio certainly inspired Mondrian anbng ot hers, but technol ogy

shar pens our notion of the prinmary colors. Printing processes, whether analog or digital

phot ographic or otherwi se affirmthe dom nance of CWy. Chuck Cose's brilliant watercol ors using
the translucent overlay of these colors imtate a photograph's printing process.

Enter a roomof five diptychs. | worked on these paintings intermttently over a period of four
years (2004 through 2007). One now sees themall in a single glance. Here, the ideais to "copy"
a quickly brushed painting by mappi ng color and gesture. The snmaller panels on the |eft side of
each diptych are the "originals" nade quickly with | arge gesso brushes. For exanple: "Big Brush
Painting (QW)" has a solid cyan ground, a layer of translucent nagenta brushstrokes, and a simlar
| ayer of yellow. This overlay of primary colors yields a huge array of intermediary colors, as in
Close's watercolors. Each original in each diptych is a different sequence of primary colors

CWMY, MYC, YCM YMC, MCY.

This roomreveal s not just my artistic process but also nmy project. Sustained investigation over a
period of years of a relatively single-mnded idea may seemcontrary to our times, but this

i nsi stence yields significant revelations. | |iken the mapping of these "spontaneous" noments to
the process of an engi neer analyzing the flow of sediment on the bottomof a river or ocean. The
mapping is ultimately subjective. Consider deciding how often and where to take a "color read." The
first attenpt maps the original's color on only the horizontal axis, while the second includes the
vertical axis and the subtle tilt of the original gestures. Furthernmore, in each successive

di ptych, | saw nore colors, only because | increased ny expectation for seeing. (The first copy
has fifteen colors while the | ast has ninety-three.) The originals, though nade quickly appear

cl eaner and tougher: seani ess. The copies, though nore |aborious and anal ytic, nakedly reveal the
painter's human and fl awed gestures. Viewers often nistake the copies for the originals because of
this apparent subjectivity. | like the paradox inherent in this confusion

The last original is only 5. 625"x 5.25" and the brush that nade it was w der than the painting.
The copy is ten times larger, a magnification as much as a mapping. ("Colors oserved and Magnified
(MCY)") The discrepancy in size prevents one fromseeing the detail in the original and the copy at

the same time, a frustration that reveals the absurdity of copying. | stared at that small painting
for a few weeks mxing the ninety-three colors | saw. Since no one could ever really conpare the
two (except perhaps with the aid of photographs), | was nore faithful to ny futile project of

affirmng the invisible.

The recent fade paintings (2007-2008) unify the two hal ves of the diptychs. Spontaneity is
represented in the conpositions imtating painterly bleeds. They |look |ike translucent spills of
paint, and the light or atnobsphere that those noments often refer to. But they are virtua

mappi ngs of those occurrences, illusions. Like the earlier copies, they are made one gesture and
color at atime; | mx dozens, sonetines hundreds of subtly shifting colors in small jars. (The
records of this color mxing process via color charts are available in the entrance gallery.)
Earlier diptychs consisted of pixelated copies of poured paintings. And each fade painting could
be a magnification of a tiny segnent of painterly blur. | used to draw triangul ar pencil grids on
the grounds to the lay the gestures into, but now | paint themfreehand, creating inadvertent
glitches in the "fabric" of the painting. Scaling up the paintings and the gestures nmakes them
quite material and even drippy in places.

My gestures in the shape of six pointed asterisks or three pointed tripods derive fromlslamc tile
geonetry. Many ask about the role of Islamic patterns in ny work. True, | ama second generation
Bangl adeshi - Anerican with an Islamic heritage. | grew up around patterns in the form of

enbroi dery, rugs, and saris. M interest in Persian and Moghul mniatures founded ny interest in
pattern painting. (Though one could say | cane to Islamic mniatures via Matisse.) Sone coment
that the use of Islamc geonetry in ny work is alnost invisible; why isn't it nore obvious or
iconic? But Islamic geonmetry is initself willfully anti-iconic, whether devel oped in antithesis
to Christian icons, in adherence to the historical ban on inages, or as mat hemati cal perfection
descri bing wei ghtless, infinite space. Were el se would one turn to for such highly evol ved and
distilled tessellations? Wat drew me to these shapes was their ability to yield geonetry through
painterly and calligraphic mark naki ng. Because soneone centuries ago spent a good anount of tinme
playing with a ruler and a conpass, | can |lift fromthat tradition a kind of readynade handmade

pi xel .  Those experinments were i ndeed the mathemati cal forerunners of current digital technol ogy.


http://anokafaruqee.com/html/work/103.html
http://anokafaruqee.com/html/zoom/zoom07.html
http://anokafaruqee.com/html/zoom/zoom07.html
http://anokafaruqee.com/html/work/104.html
http://anokafaruqee.com/html/work/100.html

I"mnot interested in nmerely quoting these fornms; | use themfor what they are and what they can
becone.

2. R&3B

Red G een and Blue are the primary colors of light. They are the conponents that make up not only
the backlit conputer or television screen but also our ability to see anything at all. CW

conpl ements RGB. (C opposes R, Mopposes G and Y opposes B.) In one painting, a "shadow' gray, or
a gray mixed to natch a shadow cast by a painting, nutes this primary CWRGB rai nbow. This faded
rai nbow rem nds nme of candies | ate as a child; "Freehand Fade to Gray G ound" coul d be tornadoes
of swirling "Smarties," subtly alluding to a girlhood fantasy. In all the paintings, a notion of
CMYRGB as the six primary place holders of color dictate the orders in which colors are organi zed
and appl i ed

Though sone of the colors in the fade paintings were generated through systens of primaries fading
to colors of shadow or inmagined colors of light, other colors were pulled fromthe |ast diptych
(MCY). These were colors observed in the tiniest painting in the show The ground color for one

| arge painting however is based on Gatorade. My assistant was drinking bl ue Gatorade and she
happened to be wearing a bright blue T-shirt of the exact sanme color and standing in front of the

| arge solid yell ow ground of a painting. It was an arresting visual experience, and | asked her to
m x a big pail of that color. W eventually nmoved all the colors in the current painting towards
Gatorade Blue, and that nonent al so becane the origin of "Freehand Fade to Gatorade Blue G ound"
Though | didn't set out to comment on processed energy drinks, rupturing the internal systens of
color in the studio (as | had done sone years ago through observing fruits and flowers) is still
productive. The Gatorade painting is ny favorite in the show |'ve been trying to make a painting
like it for years; a painting that appears a continuous nonochrone wash of color, a subtle Rothko
bl eed, but upon cl oser exam nation reveals literally a hundred subtly shifting shades. The nonents
of bright blue ground that peek (and peak) through the shapes are here, as el sewhere, significant
inrevealing the artifice of the single |ayer atop a ground of subtly shifting nodul es

The color systens in the fade paintings are idiosyncratic and again subjective. 1In the diptych
series, color generates fromsystens, akin to LeWtt or Cage, even if that systemyields a very
subj ecti ve monent of | ooki ng and mappi ng. Thus the di ptychs have a conceptual rigor and legibility
that the fade paintings evade, but | like the paintings of the diptychs better than their idea.
hope that the confusion of |ooking supersedes the neatness (and didacticism of the idea. The
return to the single fade painting, though sonmehow retrograde, is a painter's affirmation of a

mat eri al experience unfol ding the idea

In these fade paintings there is the inpulse to | eave the ground partially exposed. (The mark of
ny hand usually conpletely covers the uniformground.) I've thought of |eaving ground exposed for
sone tinme, and at least six of the seven fade paintings in the show started with the intention of
doing so. O the three paintings where some ground is |eft untouched, the nost successful is

"Freehand Fade to Exposed Gray Green Ground." This one presents the asterisks in a hovering
di anond shape; it doesn't hide the seam between the ground and the gesture. The straight |ines of
the dianond reiterate the artifice of the works' production. | work across the surface in vertica

rows of shapes, fitting each rowinto the last one and the di anond shape is sinply generated by the
triangul ar geonetry of the accunul ating asterisk shape. (1'd link to an image, but like an Ad
Rei nhardt bl ack painting, it defies reproduction.)

3. XYz

X Y and Z are the three axes of the grid and the space it maps: horizontal, vertical and di agonal.
The geometry in nmy paintings relies on this triangulation and its inplied space. ('Freehand
Asterisks (Getting Snaller and Bigger Again)") reveals nore obviously the freehand nature of al
the paintings. Wth only six colors, there is no color fade; rather the size and shape of the
nodul es are shifting. A large distorted bubble results. This painting happened al nost
accidental ly. Because of the large size of the painting, | had to paint it in tw halves. In the
top half, | nmade the asterisks conpress in size fromleft to right rather evenly by painting the
asterisks on a subtly increasing curve. Wen | started painting the bottomhalf of the painting,
t he shapes did not fit into those of the top half, and the asterisks to ny initial chagrin got

bi gger again. Alas, a Bridget Riley effect, but not napped nat hematically, rather filtered through
the scale of the painting in relation to nmy body and ny gesture. This tinme, | amthe river.

Pi gment, light, and space, condensed to the codes of old and new technol ogy. But after all, such
codes only devel op to describe the world's expansive nmaterials and processes.

| mages of the installation
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