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ABSTRACT 

 

           Discord in the Garden is a body of work that represents my exploration into the 

permeability of gender by way of transvestism or cross-dressing. The subject of this work 

was initially inspired by a friend of mine who had the courage to reveal to me that he 

occasionally enjoyed dressing as a woman.  My paintings developed from a very slow 

simmer of ideas related to my experiences and reactions as I came to know more about 

transvestites and cross-dressing. Observing how we present ourselves to and maneuver our 

way through the world as sexual beings has always driven my artwork and I see cross-

dressing as just another manifestation of sexuality. Through interviews, photo shoots, 

extensive research of psychological studies and the development of personal relationships 

with transvestites, I found a rich and dense subject worthy of investigation.  

            Painting and drawing are both integral parts of my art-making, but painting was 

particularly well suited for this body of work. I wanted to find a way to marry my conceptual 

ideas with my formal ideas. The physical act of painting, of manipulating the surface, 

painting over things, bringing areas back, the ability to make mere canvas and pigment 

transcend their ordinary limits and become what I desire, I see as metaphor for the subsuming 

of and denial of gender identity for cross-dressers.  My objectives with this work centered on 

investigating and questioning gender norms and behaviors. I hope that these paintings invite 

the viewer to question their own particular notions about gender identity, our socially 

constructed ideas of what it means to be male and female, and how these influence our 

choices and our behaviors in our public and private lives.  
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DESCRIPTION 
 
           Sexuality plays a major part in our experience as human beings. How we think of 

ourselves in terms of our own sexuality influences everything we do. Our sexuality at birth, 

whether we are male or female, is the lens through which we view the world. Much of our 

behaviors associated with our masculine and feminine behaviors are influenced by socially 

constructed norms. This very present aspect of the human experience has always been of 

interest to me. My observations of my own daughter and her circle of friends as they were 

transitioning from children to teenagers made me stop and take notice of the factors that were 

influencing their behaviors. It was obvious to me that they were learning to use their 

sexuality to negotiate their way through the world.  

           Yet, there was something else happening at this time. I became aware of a shift in 

attitude about sexuality. It seemed that the boundaries between male and female behaviors 

were blurring at an ever increasing rate. The battle cries for recognition and acceptance were 

now emanating from Gay, Lesbian, Bi-sexual, Transgender, and Gender non-specific 

individuals. Over the course of a few months I had a lesbian friend start hormone therapy to 

transition from female to male and a close male friend confide to me that he liked to dress in 

female clothing and has been doing so since he was a small boy. His personal revelation 

piqued my interest in Transvestism or cross-dressing. I began to think about gender roles and 

started to question what societal or cultural influences, would so impact a man’s behavior. 

Why would men who embrace their masculinity, find solace and comfort in dressing up as 

women, in playing the “part’ of a woman? What part does sexual fetish play in this activity? 

And, just as important, why does a man’s desire to explore his feminine side cause such 

discord in so many people? Certainly, in many other cultures and throughout history, men 
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have put on and worn decidedly more feminine clothing, hair and make-up. But, for cross-

dressing men, this is not just about putting on a dress. It is about the temporary denial of their 

given male gender subsumed by their female persona. This questioning led me on a journey 

of discovery which was the inspiration for the paintings in my thesis body of work entitled 

Discord in the Garden. In exploring the idea of cross-dressing I am hoping to find a 

connection to the larger human experience that includes sexuality, desire, and the need to 

become “other” than ourselves. 

           After interviewing transvestites and pouring over psychological research, I learned 

that cross-dressing is a compulsion practiced by a much larger percent of the population than 

I expected. I began to understand that for these men, the dressing up, the mimicking of 

stereotypical female physicality and female activities, the taking on of all the accoutrements 

of being a woman allows them to transcend their male gender identity. The hidden behavior 

and taboo deepened the intrigue of this subject for me. To somehow capture this secret life, 

this underlying essence, this compulsion to walk the line of the masculine and feminine, is 

what drives me to want to paint these particularly complicated, yet very vulnerable men.  

           The “disconnect” between the given physical sex at birth and the brain gender is a 

lifelong struggle for many people. Cross-dressing men continually wrestle with a multiplicity 

of self, a frenetic connection, and a collapsed and separated public and private self. There is a 

tremendous amount of shame and inner conflict associated with this cloistered act. One only 

need to search the internet to realize that there are thousands of men out there who enjoy 

feminizing themselves for purely sexual fetish and this interest is increasing everyday. I kept 

asking myself about what this says to the life experience of the contemporary male. Could it 

be as A.O. Scott speaks about in his article, “The Post-Man”, that the role of the mature male 
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has gone by the wayside, that men no longer know what their roles are? Scott tells us that the 

imminent deaths of the allegorical male characters in such shows as The Sopranos, Mad Men, 

and Breaking Bad reveal “an old order collapsing under the weight of internal contradiction 

and external pressure”(39). He asks if our idea of what a man should be is on a “gradual slide 

toward obsolescence, of a power structure built on and in service of the prerogatives of white 

men?” (39). 

           Because I am looking at this subject as an outsider, as a voyeur, I felt it was important 

to develop personal connections with men who cross-dress. I was fortunate to be introduced 

to Jack, whose feminine name is Joanne, a seventy-plus, life-long Transvestite who was 

invaluable in helping me to understand the compulsion to cross-dress. I also developed a 

wonderful friendship with a young gay man named Alexander, whose feminine name is 

Starfish, who also enjoys cross-dressing. I have interviewed both of these men, along with 

other cross-dressers extensively and have read numerous psychological studies. I have 

learned that there is a definite generational difference in attitude from cross-dressing men 

over 40 as opposed to younger men who seem to be more comfortable with their feminine 

sides. The challenge for me was finding the visual language that speaks to all of these 

intricacies.  

           I realized that if I wanted to show the intimate and vulnerable man in my images, I 

could not distance myself from my subject. If I was asking to be let in to their private 

cloistered interiors to see what was masked by their other self, was I willing to expose my 

personal narrative? Would I let them see my artist’s soul? I was probing and provoking and 

in doing so, I needed to ask myself what I was privileging and or marginalizing about human 

sexuality. How do I know myself? How do I present myself? Are the images I am creating 
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just reflections of a part of me? Do I have an alternate persona that I am hiding? How much 

has my gender normative been influenced by socialization? I came to the realization, that my 

journey as an artist is not necessarily to find answers, but to observe, ask questions of my 

subjects and of myself and somehow create work that will engage and resonate with the 

viewer on a personal level.  

          After spending time with Jack/Joanne and Alexander/Starfish, it became apparent that 

there was no one correct and all encompassing way to address the vast and controversial 

subject of cross-dressing. I was not interested in making paintings that were an illustration of 

a concept. My concept is a way into the creation of the paintings which for me is a very fluid 

activity. I made the decision to paint two separate but related series of paintings as a way to 

address the duality of the masculine and feminine coexisting in one person. I shot 

photographs on location of the subjects in their personal environments and the social circles 

they traveled. These photo references are as varied as my subjects, and they warranted a 

different handling to express the diversity and complexity of these men.  

           For one series of paintings, I was interested in exploring the more personal cloistered 

side of cross-dressing. Johannes Vermeer’s paintings were of particular interest to me as he is 

a master at creating very intimate yet emotionally charged images. Studying his work 

inspired me to paint four small intimate canvases in oil paint. The color palette for these 

pieces is subdued and grayer such as in, My Wildered Heart Was Far Away, (Plate 5)with an 

emphasis on the contrasts between light and dark, and interior and exterior space which I see 

as metaphors for the contrast between the masculine and feminine, and psychological and 

physical essence existing within the same architectural and corporeal space.  
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           The formal elements of the other series of paintings sharply contrast the smaller 

pieces. These four paintings on canvas are large in scale and the color palette is highly 

saturated. The larger scale afforded me the opportunity for more expressive mark making to 

enhance the theatrical side of cross-dressing. Alexander/Starfish is the main subject in these 

paintings, showing the male subsumed by his feminine self. These paintings are inspired by 

an amazing outdoor installation referred to as the “Shimmer Shack” which consisted of a 

wood shack, plants, flowers, lights, lawn ornaments and sculpture. I would describe the 

“Shimmer Shack as a cross between Alice and Wonderland and the “Garden of Eden.” The 

images were shot at dusk and into evening. Alexander/Starfish dressed in his home-made 

frilly feminine costume looked right at home in the fanciful, “Shimmer Shack” setting.     

                                    
 

 

It was a truly magical photo shoot; a feast for the eyes. Many of the cross-dressing men I 

have spoken to have expressed the exuberance they feel through the process of transforming 

into the “other” and it is a release to suppress their masculinity even if just for a few hours. 

This became apparent during this photo shoot as I watched Alexander subsumed by Starfish.   

          My objectives in making this work center on questioning particular notions of gender 

identity. Though this investigation has led me to focus on cross-dressing men, I was also 

interested in looking at our rapidly changing heteronormative culture, how this is affecting 

 
Figure 1, Therese Conte, "Shimmer Shack", 2014, 
digital photograph, 8"x10" 
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men and our changing perceptions of what it means to be masculine. I came upon a very 

interesting article by Chase Dimock, The Surreal Sex of Beauty: Jean Cocteau and Man 

Ray’s, “Le Numero Barbette.” Dimock discusses the two surrealist artists, Jean Cocteau and 

Man Ray’s fascination with the American acrobat Vander Clyde known by his stage name 

“Barbette”. Barbette was an American female impersonator who performed as a high-wire 

and trapeze artist in the United States and Europe in the 1020’s and 1930’s. Performing since 

the age of 14, he first started dressing as a female when he became one half of the circus act 

called The Alfaretta Sisters, replacing a sister who had died. Barbette eventually went solo, 

performing in full drag, only revealing himself as a male at the very end of his act.  

           Dimock tells us that the Parisian avant-garde such as French writer Jean Cocteau and 

the American photographer Man Ray so appreciated Barbette’s artistic sensibilities that in 

1926, Cocteau commissioned Man Ray to photograph Vander Clyde’s physical 

transformation into Barbette before he performed. These photos show Barbette halfway 

between her transformations from man to showgirl. As Dimock explains, “For Jean Cocteau, 

this state in between genders, in between sexes constitutes the essence of Barbette as neither 

a man impersonating or transformed into a woman, but instead as a being that takes 

advantage of the fluidity of aesthetics and theatrics to render gender and sex amorphous, 

constantly in a state of movement”(Dimock). He goes on to explain that Cocteau saw the 

possibilities of thinking about, “gender, sex, and sexuality outside of conventional binaries 

through aesthetic and theatrical innovation” (Dimock). He argues that the reason for 

Barbette’s success is that, “he pleases those who see in him woman and those who perceive 

in him man, yet to others; their souls are moved by the supernatural (surnaturel) sex of 

beauty” (Dimock). This is the essence of what I am trying to embrace with my current 
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paintings. Conceptually, I want to bring my paintings up to a level of invitation to the viewer 

without giving them an explanation of, or declaration about my subject matter. Capturing the 

magical experiences I had with these men, equally important. My hope is that these paintings 

are vehicles that invite the viewer to start to question their notions about gender and 

sexuality, and how this influences the way we see ourselves and others.  

 

RESEARCH 

           The men that I have come to know who identify with being cross-dressers have fueled 

the major portion of research for my thesis paintings. There has been much written on cross-

dressing, from psychoanalysts and medical doctors to family and friends of cross-dressers. 

All of this research helped build a strong the visual description however; these studies did not 

help me to understand these cross dressing men as human beings. It was my conversations 

with these men that took me from a voyeur looking in on a titillating world to an artist 

searching for a language to express the compulsion to cross-dress. A compulsion, which 

many of these men expressed, causes shame and self-loathing. A secret compulsion that 

remains hidden from everyone around them and that many take to their graves. It was the 

stories of their very personal journeys that I heard over and over again in speaking to these 

men that helped direct my research and which ultimately led to my current paintings.  

          Working with Jack and Alexander, as with the other crossdressers I spoke with, it 

became apparent to me that treating this subject with compassion and respect needed to be at 

the root of my paintings. I wanted to find a way to portray the more hidden interior person 

and also the exuberance of the exterior person presented to the world. Yes, I am the one 

composing the images, but I am reacting to the behaviors of and my experiences with these 
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men. I wanted to let them reveal themselves to me. Many aspects of my own sensibilities 

went into the making of my images including formal elements such as paint handling, color 

harmonies and compositions. The completed image comes about through my intellectual, 

emotional and intuitive responses to my subjects.  I knew, because of my subject matter, I 

could make images that would draw people in, but it was more important for me to have the 

viewers stay with the image and maybe start to question the fluidity of their own gender, and 

in so doing, recognize our shared humanity. 

          As I developed my relationships with these cross-dressing men, I found them to be 

extremely complicated human beings at their core. Because they encounter life as both their 

male and female personas, they seem to have opened themselves up to a richer breadth of 

experiences than many of us. Their experiences as both male and female caused them to tap 

into deeper, more complex human emotions. Jack/Joanne and Alexander/Starfish have had 

very different life experiences living as crossdressers. They have in common a compulsion to 

dress as their feminine selves. However, their commonality ends there. This is due to what I 

have observed as a generational divide. Society had very different expectations for 

Jack/Joanne, who is well into his seventies, than it currently does for Alexander/Starfish, a 

young man in his late twenties. 

           In our current cultural climate it is not unusual to see or hear of transgender 

individuals or cross-dressing men. It has become the topic de rigueur in magazine articles 

and internet blogs. There are now important characters in contemporary television shows 

such as Sophia Burset played by Laverne Cox in Orange is the New Black (Netflix Studios) 

and the more recent Transparent, (Amazon Studios) with actor Jeffrey Tambor who at 68 

years old, decides to come out to his adult children and his ex-wife that he is a transgender. 
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What these shows do well is draw people in out of normal curiosity and voyeuristic curiosity. 

The viewer may come away with a more open-minded perspective about the permeability of 

gender, and more importantly a deeper compassion for the experiences of “the other.”  

           This is precisely my experience after getting to know more about both Jack/Joanne 

and Alexander/Starfish. In my interviews with Jack/Joanne, he stressed to me that even to 

this day, other than his wife and children and now me, no one from his previous occupation 

or people in his social circle know of his compulsion to cross-dress. He only admitted this to 

his wife of 50 years because she confronted him with the shameful secret he had been hiding 

all his life. He explained to me, to fully understand how devastated his wife’s confrontation 

made him feel, it was important that I understand the depth of fear that most cross-dressers 

have about their secret being discovered. They become so good at lying and hiding their 

compulsion, they literally have to make a mistake before anyone will find out. The risk of 

anyone finding out can have devastating consequences. Jack emphasized that not too long 

ago a man could be arrested for cross-dressing. He could lose his job and very likely his 

relationships with his family and friends would be forever altered. They take no pride in what 

they do.  

           Jack/Joanne, now retired, spent much of his career doing high level under-cover 

security work in aerospace. He is fiercely heterosexual, was married for 50 years, has 

multiple degrees and has three children who are all high achievers. He explained to me that 

he considers himself a typical masculine male. Growing up, he lettered in most sports and 

still enjoys hunting and fishing, restoring old automobiles, “pretty much macho stuff,” as he 

calls it. He explained to me, that a high percentage of cross-dressing men will excel at 

everything they do as a way to counter their “dirty little secret.” I asked him if he could be 
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his female self without the clothes and he said yes, but the dressing and putting on the wig 

and make-up was the vehicle for his transmutation.  

           Because of Jack/Joanne’s isolating experiences as a cross-dresser, he eventually 

started a social/support group for transvestite men. It is exclusively for married, heterosexual 

men who like to dress. It is a group that has social events, where the men come dressed and 

bring their wives. He emphasized, it is not a social club for men who are into the “fetish” 

aspect of crossdressing or who are looking to hook-up for sex. He spends a good part of his 

time lecturing at universities, social groups and businesses about cross-dressing. He abhors 

the drag queens and the “she-males” feeling they are disrespectful and degrading to women. 

Because Jack/Joanne has talked with and counseled hundreds of cross-dressing men, he is 

able to address the behavioral and experiential similarities of cross-dressing men. He 

explained to me, that most start out doing rather typical, “little boy behavior, dressing up in 

their mothers’ or sisters’ clothes as a way to investigate or have fun” (Jack/Joanne). He 

explained that most of the men he has dealt with were told by their parents that wearing girls’ 

clothing was wrong and bad and that most little boys will stop and never do it again. Little 

“Johnny Transvestite” on the other hand, will not stop and will take advantage of any 

opportunity to go back in to the closet to dress up.  

           Jack/Joanne explained that as “Johnny Transvestite” gets a little older, he will start to 

calculate when he can be home alone for opportunities to dress up. He starts lying to his 

parents and faking illness so he can stay home during family outings. In his teen years, he 

begins to lie to his friends, giving up other activities so he can have the opportunity to dress. 

Jack explained that when puberty starts, life for “Johnny Transvestite” becomes increasingly 

difficult. For, though the urge to dress is still very strong, he starts to notice girls and wants 



 11 

to get in their pants. He questions whether he is a homosexual. He is petrified, because NO 

ONE can ever know or figure out what is going on with him. He starts to make lists of all his 

macho or male characteristics and all his female characteristics. He will now start to alter the 

male personality that he presents to the world in order to protect the female side. He will 

project a macho male, suppressing his feminine side and being the best at everything he does 

including sex, because sex is in the brain. Jack asserted that this comes with a hell of a price. 

He explained that the cross-dresser does not get emotionally involved or close to anyone, 

because no one can ever find out about his secret.  

           Jack told me he had the ability to rationalize everything.  When he found the “perfect” 

woman, he got married; they had children and bought a house. Everything looked perfect 

from the outside. He explained that he was setting up his life so that he no longer would have 

the opportunity to dress. Yet, soon enough, he was trying to set up his next opportunity. He 

admitted that like most cross-dressers, he would lie, cheat and steal to have an opportunity, 

because it was a matter of survival. So, he would tell his family he was going on a business 

or fishing trip, and ended up spending many weekends in hotel rooms with a chair under the 

door handle and covering the windows with black fabric so no one could see in. He would 

stay dressed all weekend until he slipped into shame and self loathing again, ripping off his 

wig, tearing off his clothes and throwing them away vowing to never do it again. That is until 

the next time. 

          Alexander/Starfish, on the other hand, had a much different experience. He is a twenty 

six year old gay man and tells me he has always been interested in exploring his feminine 

side. He explained to me that he had a wonderful childhood, growing up on a Midwestern 

farm. His parents made sure he and his sister were very involved in 4-H sports, and school 
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activities such as theater and art. He said his gender and sexual orientation was never an issue 

for him. When he finally came out to his family and friends and told them he was gay, he 

was in college. Their reaction was less than surprised as they told him they already knew and 

were waiting for him to figure it out.  

           Alexander left his Midwestern home and moved out to Los Angeles to pursue his 

artistic yearnings. He is a performance artist and loves to collect and wear expensive, 

vintage, designer clothing. He makes his own costumes and hats and loves to dress. The first 

time I saw Alexander he was strutting down Santa Monica Boulevard in six inch, Michael 

Kors wedge heels, a form-fitting vintage black dress, three quarter length black gloves, and a 

large flat brimmed hat, all while sporting a close cropped haircut and stubble beard. I knew 

right then and there I had to meet him. He told me his name was Alexander, but his female 

name was Starfish, a name given to him by some of his friends after he performed at a 

Burning Man 1event. He was delightful and charming and absolutely thrilled that I asked him 

to be a part of my new paintings.  

           When I asked Jack/Joanne if he would open up his world to me as the subject of my 

paintings, he explicitly said no, that he could never allow me to be a part of his process of 

transmuting from his male persona to his female persona. Nor, he added would any of the 

other transvestites that he knew. He said I could paint him from life as Joanne, but I could not 

photograph him. Jack/Joanne explained that most of the men in his group were over 40 and it 

 
1 Burning Man is a week-long annual event that takes place at Black Rock Desert in northern Nevada, in the United States. The name of 
the event is derived from the burning of a large wooden structure in the shape of a man on the last Saturday evening of the event. The event 
is touted as an experiment in community, art, and self-expression.  
 
 
 
 
  

                                                 

http://en.wikipedia.org/wiki/Black_Rock_Desert
http://en.wikipedia.org/wiki/Nevada
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had taken them that long to come to terms with their cross-dressing, and even longer to 

actually come out to their wives. He asked me to imagine living my whole life suppressing a 

major part of who I am, for fear of losing everything in my life. He explained to me that for 

men who are cross-dressing, the putting on of the feminine clothing is a way to transition into 

their female selves.  Jack, though he told me numerous times that he is a “true-blue 

heterosexual male,” also told me that he feels Joanne is his true nature, that Jack is the made 

up person. He has been acting the part of the man and because he has been doing this for so 

long, he really doesn’t know who he is.  

          Alexander/Starfish’s decidedly different experience, I attribute to, the change in our 

cultural climate over the last 20 years or so. He is able to embrace both his masculine and 

feminine side at the same time and tells me that he does not feel the need to give up or 

suppress one side for the other. There is a joy in his ability to express both sides of himself 

and it is this penumbra, this marginal area of male/female existence that is the creative 

inspiration that is driving my current paintings. I have allowed Jack/Joanne and 

Alexander/Starfish to take me on a journey into a world that was unfamiliar to me. A world 

that that is populated with amazing, interesting and complicated human beings trying to 

negotiate their way through a sometimes hostile environment. Because of my ongoing 

interest in human sexual behavior, I see cross-dressing as another avenue of human sexuality 

that feeds into the broader notions of what it means to be male and female. The personal 

stories of my models have made the experience of making these paintings so gratifying.  

           It was important for me to understand the psychology of what is categorized as 

“Queer” behavior, as I felt it would give me insight into these men and a stronger direction 

for my paintings. Dr. Robert Jesse Stoller, a Professor of Psychiatry at UCLA Medical 
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School has done a tremendous amount of work on Gender Identity. Stoller is best known for 

his research and subsequent theories concerning the distortion in the development of gender 

identity and the dynamics of sexual excitement. Sex and Gender Vol. II: The Transsexual 

Experiment was a follow up of his previous work from 1968 titled, Sex and Gender. The 

earlier work challenged Freud's belief in biological bisexuality. In Volume II, Stoller draws 

on his extensive research with transsexuals bringing in the new advances in the science of 

sex. This book was published in 1975 and though there has been much further research into 

transvestism and transsexual behavior, I felt it important to understand the history of 

psychological analysis in this area. Throughout this book Stoller discusses how an intense 

closeness to the mother figure contributes to feminine development and gender identity in 

both boys and girls. Over and over again he emphasized the importance of a masculine 

presence in the early stages of development of a child so as to interrupt this feminine 

connection. I found reading his case studies insightful in regards to the development of the 

cross-dressing compulsion. This insight was a way in to the psychological experience of my 

subjects that I hoped to interpret through my paintings for the viewer. An important assertion 

Stoller makes is, “behavior in neurophysiology and psychodynamics, all identity_ behavior 

and belief_ is illusion” (Stoller 19). This idea in relation to how Transsexuals or cross-dresser 

view themselves helped to develop my conceptual portrayal of the permeability of gender.  

           Stoller explains that, the distinction between a transvestite and a transgender is that a 

transvestite, “has powerful feminine identifications, which are manifested in such activities 

as cross-dressing, he also has powerful masculine identifications; a sense of maleness and 

pleasure emanating from the maleness” (172). The Transsexual, on the other hand, does not 

wish to be male and would do anything to cease being male. As Stoller states, “The 
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Transsexual does not voluntarily live intermittently as a man and as a woman” (173). In fact 

many transsexual men suffer from Gender Dysphoria2, a strong and persistent cross-gender 

identification. Much current research is looking at the possibility that many transsexual and 

transvestite men also suffer from autogynephilia, love of oneself as a woman. This term was 

originally coined by Dr. Ray Blanchard in 1989. Blanchard goes on to define autogynephilia 

as, “a male’s propensity to be erotically aroused by the thought of himself as a woman” 

(Blanchard 439). Many of the cross-dressers that I interviewed indeed expressed pleasure in 

seeing themselves as women and found themselves to be very attractive women. It is this 

duality of the cross-dresser, this desire to be both male and female that I kept coming back to 

as the conceptual undercurrent for my paintings.  

           I wanted to place my work in an art historical context in relation to the conceptual and 

formal elements of my paintings and as a way to enhance or express the psychological 

framework of my paintings. Along with reading academic research, articles and blogs about 

cross-dressing, I naturally turned to other contemporary artists dealing with similar subject 

matter such as Jon Uriarte, Marie-Louise Ekman, and Zachary Drucker. Drucker is a 

transsexual, who is the actual subject of her compelling photographs and participatory art 

works. Though the work of these artists is compelling and provocative, it did not have the 

intimate feeling I was trying to capture with the smaller paintings. I kept thinking about 

Vermeer’s small Dutch interior paintings such as Mistress and Maid and A Lady writing.  

Vermeer has masterfully created a reserved feminine world; a feminine space where the 

woman is confined and contained. 

 

 

2  Gender Dysphoria- People who identify with a gender other than  the one they were born with  
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Arthur Wheelock, writing about Vermeer notes that he “captured the delicate equilibrium 

between the physical stillness of a setting and the transient actions of individuals within it” 

(Wheelock 124). There is a sense of vulnerability to the subjects in these paintings; a sense 

that we are voyeurs looking in to a secret world. This seemed like the right approach for the 

smaller more intimate portraits of Alexander/Starfish in his apartment such as in So Lovely 

was the Loneliness.  

 

                                      

 

 

 

 

 

   

 

 
Figure 2, Johannes Vermeer,  
Mistress and Maid, 1666-67, oil on 
canvas 45cm x 40cm, Frick 
Collection 
 

 
Figure 3, Johannes Vermeer,  
A Lady Writing, 1665, oil on canvas 
, 45cm x 40cm, National Gallery  
of Art 
 

  
 Figure 4, Therese Conte, So Lovely Was the Loneliness, 
 2014, oil on canvas, 11"x 14" 
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I wanted these paintings to feel intimate, as if we are privy to seeing Starfish in a 

contemplative, introspective moment.   

           For my approach to the “Shimmer Shack” paintings I looked to Lucian Freud, Joaquin 

Sorolla, and John Singer Sargent. Though Sargent and Sorolla seem far removed from Freud 

in content and context to contemporary society, what they have in common is that all three 

are using paint in very sensuous and descriptive ways. This idea was important as I was 

thinking about the paintings in the “Shimmer Shack” series. I wanted to create a sense of 

discord; of things being unstable or in flux in these paintings. As the paintings progressed, I 

found myself more and more interested in trying to capture my “experience” of being at the 

“Shimmer Shack” rather than making a painting of the “Shimmer Shack”. I wanted to use the 

paint and the painting process as a way to express the broader idea of transcendence. 

Transcendence from reality to fantasy and from male to female as a way to show that our 

gender and the way we present ourselves sexually is not necessarily a fixed state. One of the 

most interesting aspects of the “Shimmer Shack” was that most of the plants and objects used 

to create this place were in no way extraordinary. They were the cast-offs from other people. 

Yet when experiencing the “Shimmer Shack” I became aware that these cast-offs had also 

transcended their ordinariness to become something else; things of beauty.  Thinking about 

this transcendence allowed me to let the process of painting influence the direction of the 

paintings, letting them reveal themselves as they progressed. Allowing for uncertainty and 

fluidity in the painting process was a way for me to address my conceptual ideas centered on 

the fluidity of aesthetics and the theatrics of cross-dressing. 

           For many people, their sexual identity is amorphous, constantly in a state of 

movement. The Sorolla and Sargent paintings, specifically the images where the figure is 
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being incorporated into the landscape were an interesting way to deal with the idea of the 

masculine subsumed by the feminine persona. There is also a sensuous quality to the way 

these figure/ground relationships are treated especially in Sargent’s paintings such as  

The Chess Game, and Turkish Woman by a Stream all from 1907 

     

                     

 

 

 

 

 

 

 

 Richard Ormond says of these particular paintings, “His curvaceous models lounging by the 

side of a stream are beautiful, languid, permissive and erotically charged. They are treated as 

delicious mysterious and fragrant objects of desire precisely because they are so different” 

(86). I was thinking about these ideas when working on the “Shimmer Shack” paintings. In 

my painting, To Keep Watch Above the Flowers (Plate 4), I wanted to evoke a sense of 

beauty that was both feminine and masculine. Where does the background end and figure 

begin? What is landscape and what is figure? I see these paintings as metaphor for 

questioning ideas such as the boundaries between feminine and masculine sensibilities. The 

dissolving of figure into landscape spoke to the permeable skin between gender identities. 

The loose brushwork, the large areas of abstraction next to smaller areas of realized form, the 

 
Figure 5, John Singer Sargent, The 
Chess Game, 1907, oil on canvas, 
private collection 

 
Figure 6, John Singer Sargent, Turkish 
Woman by a Stream, 1907, watercolor on 
paper, Victoria and Albert Museum 
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play of light manipulating our visual direction creates an element of destabilization that I felt 

would enhance my conceptual ideas for the Shimmer Shack paintings.  

                            

 

 

 

 

            

 

 

 

 

 

 

 

           For many painters, myself included, there is much to be learned from studying the 

work of Joaquin Sorolla. From the book, Sorolla, Gardens of Light, I was able to view works 

I had never seen along with numerous close-up details of his brush work. Not only was he a 

brilliant technician, but he also was gifted with a keen sense of observing the nature of color 

and light; the way that warm and cool temperatures play off of each other and enhance the 

visual experience.  

 
Figure 7, Therese Conte, To Keep Watch Above the  
Flowers, 2015, oil on canvas, 54"x 40" 
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In his paintings such as The Andalusian Patio at the Sorolla House, (p.179), and Garden of 

the Sorolla House (p. 183) I noted the way he was organizing very chaotic spaces.  

 

 

 

      

 

 

 

 

 

In her essay, Maria Lopez Fernandez explains that Sorolla “forced perspective, raising the 

floor and frontally illuminating the arch in order to highlight the constructive purity and 

sincerity of the materials” (Sorolla 119). Seeing the actual photographs of the gardens 

alongside his paintings was an opportunity to study Sorolla’s artistic choices. This gave me 

permission to also make particular choices when dealing with my reference photos: what 

aspects should be left in, what should be moved around and what I could completely leave 

out. I was paying particular attention to his use of cadmium reds and oranges to play against 

vivid violets and cobalt blues. All of this is pertinent because of the dense, high color 

saturation of the images for my “Shimmer Shack” paintings. It is extremely difficult to keep 

a cohesive painting when working with intense chroma, yet Sorolla is a master at this. 

Studying how he is able to integrate the figure within the landscape, yet still keep the figure 

prominent was foremost in my mind while working on Discord in the Garden, I wanted the 

 
Figure 8, Joaquin Sorolla, The Andalusian  
Patio at the Sorolla House, 1918-19, 
Madris Museo Sorolla 
 

 
Figure 9, Joaquin Sorolla, 
Garden at the Sorolla House, 
1919. Madris Museo Sorolla 
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central reclining figure to start to dissolve into the environment yet still be the main focus. I 

used strategically placed saturated color, light and texture to pull the viewer around the 

composition. Sorolla’s paint application of thick impastos over thin washes is a technique I 

wanted to utilize in my own painting. I wanted to force myself to push this idea even further 

for more dynamic paintings. Seeing the recent Sorolla in America, exhibition at the San 

Diego Museum of Art was an affirmation that I was taking the right approach with the formal 

elements of my paintings.  

                                          

 

 

 

 

 

           

 

 

 

 

  

           Unlike my interest in Sorolla’s and Sargent’s ambiguous figure-ground relationship, I 

am drawn to Lucian Freud’s work for very different reasons. His figures are solid masses set 

apart from the background, yet the background is an integral part of these paintings and what 

hold that figure in that particular place and time. Lucian Freud Portraits, by author Sarah 

 
Figure 10, Therese Conte, Discord in the Garden, 
2015, oil on canvas, 54"x 40" 
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Howgate, consists of multiple full page photographs of Freud’s models posing in his studio. 

We see canvasses in progress, piles of paint rags and thick impasto smears of paint on the 

walls where he obviously cleans off his brushes. Studying his paintings such as, Naked Man 

Back View and Standing by the Rags, I am aware of his paint handling and completely 

understand what he means by his statement, “I want the paint to work as flesh does” 

(Howgate 209). This is an idea that I continually strive to accomplish. Freud also tells 

Auping, “I’m not trying to make a copy of a person. I’m trying to relay something of who 

they are as a physical and emotional presence” (Howgate 209).  

 

             

              

 

 

 

 

    

 

 

 

           Freud’s concept of trying to relay something of who his subjects were as a physical 

and emotional presence, addressed my underlying desires for the paintings in my “Shimmer 

Shack” series. His treatment of the figure, the layer upon layer of color and stroke makes me 

think that there was something Lucian Freud was trying to get at, that there something about 

 
Figure 11, Lucian Freud, Standing by 
the Rags, 1988-89, oil on canvas, 
66.5"x 54.5", Tate Gallery 
 
 

 
Figure 12, Lucian Freud, Naked Man 
Back View, 1988-89, oil on canvas, 
72"x54", Metropolitan Museum of Art 
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these people that populated his life that was ineffable. I felt the same way about Jack/Joanne, 

Alexander/Starfish and many of the other cross-dressers I interviewed. Getting to know these 

men I am painting, delving deeper into who they are, where they have come from, their life 

experiences, made me hyper aware that we are all so much more than just our physicality. 

           For many of us, our interior self influences how we present ourselves to the world and 

propels us to do what we do. Our flesh is the casing or the shell that holds it all together. This 

outward shell, for many, is somehow disconnected from their interior self. I think Lucian 

Freud understood this. The hours and hours he spent observing and painting his friends and 

family members allowed for an opening up of his models that he seemed to be waiting for. 

He addresses this when saying, “If you don’t over-direct your models and you focus on the 

physical presence, interesting things often happen. You find that you capture something 

about them that neither of you knew” (Howgate 209). This was my approach for all of my 

paintings in this series. I knew that these cross-dressers understood that putting on the 

outward accouterments of a woman in no way is a realistic view of what it is to be a woman. 

They are, for the most part, playing a part, putting on a mask, and becoming a caricature of a 

woman. My hope in observing them and not “over-directing” as Freud states, I too would 

have some interesting things happen and like Freud, I would be able to capture something 

about these men that neither of us knew.  

 

METHODOLOGY 

 Searching for a visual language to address the complicated subject of Transvestism 

has been the hardest part of my journey. The first six months of my MFA program I spent 

researching the psychology of cross-dressing. I also spent a good deal of time looking at 
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visual imagery from fetish cross-dressing to self-help YouTube videos that teach men how to 

do their hair and makeup. In some of the more provocative videos, men allow the viewer to 

see their transformation from start to finish, even allowing us to view the putting on of 

prosthetic female body parts. The goal is always the same; to help cross-dressing men pass as 

women in the outside world. This research activated some incomplete visual ideas which led 

me to make a series of small drawings and paintings. These studies helped to solidify my 

ideas. This was an important way to understand the parameters of the paintings I wanted to 

make. I was not interested in making paintings to exploit this “other” identity. I wanted the 

paintings to be authentic and to come from my personal experience with the cross-dressers 

that I know. 

             My close friend, who originally revealed his cross-dressing to me, was not 

comfortable modeling for me for fear he might be recognized by our mutual friends. In 

discussing this with Perin Mahler, the director of the MFA program at the time, he referred 

me to Denise Cucurny, who teaches an undergraduate class on human sexuality at Laguna 

College of Art and Design. She and I met and talked about my ideas. It was through her 

connection that I was able to meet and talk extensively with her friend, Jack/Joanne. I also 

started going to bars, nightclubs and events that specifically catered to people who indulged 

in what can be classified as alternative lifestyles. It was at one of these events, in Hollywood, 

that I saw Alexander/Starfish walking down the street. My very personal experiences with 

both Jack/Joanne and Alexander/Starfish directed the parameters of my thesis paintings. 

Though Jack/Joanne did not want me to witness his transformation, Alexander/Starfish had 

absolutely no problem allowing me to photograph any and all stages of his transformation. 
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His openness not only gave me more freedom to represent the duality of crossdressing, but 

was the impetus for painting the two separate but related bodies of work. 

           In one series, I wanted to enhance the feeling of loneliness and isolation that Jack 

/Joanne told me is inherent with a non-normative compulsion such as crossdressing. I chose 

to paint on small 11”x14” canvases and keep the color palette subdued and grayed. I also 

played with the contrasts between light and dark and interior and exterior space. I saw this as 

a way to address the duality of the masculine and feminine co-existing in the same physical 

and emotional space, the body. The other group of paintings I refer to as the “Shimmer 

Shack” series, sharply contrast the smaller pieces in most of the formal elements. These 

pieces are larger in scale, 54” x 40” canvases, and the color palette is highly saturated. In my 

approach to these paintings I tried to reinforce the flamboyance and theatricality of 

Alexander as his feminine persona, Starfish. I want the viewer to be subsumed by the image 

just as Alexander is subsumed by Starfish.   

           One of my initial photo shoots was spent with Alexander at his apartment in 

Downtown Los Angeles and around the Echo Park area. The series of photographs I shot that 

day emerged from Alexander letting me into his personal life and the comfort of his own 

apartment. I let him know that I had no preconceived ideas of what I wanted to photograph 

and I would leave it up to him as to how he wanted to express his masculine and feminine 

transformations. As the afternoon progressed and he changed into different outfits, Alexander 

shared with me his childhood experiences along with his journey through his teen years and 

everything that led up to his current life as a young adult. Listening to his stories helped me 

to connect with him in a very personal way. The young man with whom I spent that intimate 

afternoon with was quite different from the flamboyant cross-dresser I had met a few weeks 
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earlier in West Hollywood. This greatly influenced my images, and I was able to capture that 

sense of intimacy and those quiet moments of contemplation and isolation of a man who 

lives a life outside of the norm. 

           For the next photo-shoot, Alexander told me he was going to be “Starfish.” He had a 

grand idea of a tea party in the garden of good and evil and was making hats and costumes. 

The photo shoot took place in his friend Adam’s yard. Adam, a make-up artist, had designed 

and constructed this ethereal environment with an amazing structure he referred to as the 

“Shimmer Shack”. It consisted of a ramshackle building of large wooden shipping palettes. 

The roof was covered with dirt, hay and grass. All around the structure Adam planted 

succulents, cactus and flowering plants. He explained to me that he lived with a crazy 

roommate and building this “Shimmer Shack” was a form of therapy and escape. So every 

night he would go out and build and plant. On weekends he would go to garage sales and 

look for oddities to put in the “Shimmer Shack” garden. When his friends and family heard 

about his “Shimmer Shack” they started donating old garden statues, lawn ornaments and 

fountains. He added colored garden lighting and strings of lights hanging everywhere on the 

structure, crisscrossing against the sky. 

           I arrived at the “Shimmer Shack’ in late afternoon and brought my daughter to 

represent the traditional societal classification of the binary feminine gender. I wanted to 

incorporate her into what I saw as a non-linear or open-ended narrative. I was intrigued with 

the contrast of her interacting with Starfish, who was mixing the traditional gender-binary 

roles. As dusk moved into evening, and the twinkle lights began to shimmer, I was able to 

witness Starfish in her purest form of expression along with the beauty and splendor of the 

“Shimmer Shack” come alive. To see the colored lights against the sky as it turned from 
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manganese to cobalt to indigo blue was a feast for my eyes. To watch Starfish as she danced 

and performed her way through this scene with Isabella was magical. I was overcome by the 

strangeness of the situation as if I had stepped in to a parallel universe. I was completely able 

to suspend my sense of reality. Many times throughout the evening, I had to pull myself back 

into the here and now.  I spent a good 3-4 hours shooting images and reacting to the scene 

playing out in front of me. By the end of the evening we were all exhausted, but looking 

through the images in the camera, I knew I had captured something special.  

           Over the next week, I was able to study my images from both photo shoots, culling 

out the ones that I felt had captured the essence of both Alexander and Starfish. It is an 

intuitive process when choosing my visuals. However, I look for images that are working 

formally and conceptually. Once this is done, I work with the images in Photoshop to make 

more concrete decisions about compositional relationships. I edit things out and collage parts 

of images together as a way to strengthen and enhance my conceptual ideas.  

 

                                  

 

 

          

 

 

 

 

 

 
Figure 13, Therese Conte, "On 
the Town", 2014, digital photo, 
8"x10" 

 
Figure 14, Therese Conte, On the 
Town, 2014, oil on canvas, 16"x 12' 
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For example, in the painting titled, On the Town (fig. 14) the window in the original 

photograph, (figure 13) was larger, extended off the image and suffered from severe camera 

distortion. To strengthen the composition, I decided to make the window smaller and play 

with the angle. This helped to frame my subject and keep the viewers eye in the composition. 

I also re-shot images of the Downtown Los Angeles sky line at different times of the day as I 

wanted to alter the views outside of the windows in some of my smaller compositions. By 

choosing specific color palettes to play up the light influence, I was able to reinforce specific 

times of the day.  

           My approach to the “Shimmer Shack” paintings was motivated by the desire to create 

a rich layered surface texture as a way to lose and then bring back areas of the painting. I saw 

this process as a metaphor for both Alexander/Starfish and Jack/Joanne’s desire to express or 

repress their feminine or masculine sides. All of my paintings start with thin washes of color 

and then a simple layout of the image directly on the canvas. I then work the whole canvas 

with a looser paint handling. In some of the paintings the next step was to mass in large 

abstract shapes in a cool gray tinted with color to work out the value structure, (Figure 14, 

Discord in the Garden, in progress). This also helps to 

harmonize the colors and keep the painting unified. I    

work on two or three canvases at the same time which 

forces me to take the time to asses the paintings at 

different stages of completion.  

 

 

  
Figure 14, Therese Conte Discord in 
the Garden, in progress, 2014, oil 
on canvas, 54"x 40" 
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           I do not rely on my reference images as the sole source for my paintings. Much of my 

process is organic. It is not unusual for me to paint out whole areas of a canvas or add or 

remove things. I may move a figure or change its size or gesture if it improves the overall 

composition and mood. What I enjoy about this process is that it creates a painting history. In 

other words, I cannot completely annihilate my previous, drawing, painting and 

compositional decisions. They create a texture that forces me to push myself beyond my 

comfort zone by allowing these previous decisions to remain. They may show through here 

and there or when the light hits the painting at a certain angle. Ultimately, I feel this enhances 

the final painting creating layers of color and texture.  

           I continually consider my paint application as a way of advancing my conceptual ideas 

and increasing the emotional connection with the viewer. As the paintings move closer to 

completion, I often turn them upside down as a way to see if the formal elements are working 

as a whole. There is a constant reassessing and questioning. Are the proportions correct? Are 

there areas that need to be pushed back in value? How does my eye move around the canvas? 

Does this painting ring true for me? Does it “sing” to me? Then I need to ask if this work 

addresses my conceptual ideas. Not in an illustrative way, but in a way that will start a dialog 

with the viewer. I want the work to pique the viewer’s interest, but it is equally important that 

the viewer stay with the image for a second or even third read. For this is when I hope the 

viewers questioning will start. It is this questioning between artist and work and viewer and 

work that brings the painting and concept together. My hope is that the paintings in this body 

of work will start a dialog about the permeability of gender and a questioning of our own 

notions of gender norms. 
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CONCLUSION  

          One evening, quite a few years ago, I was walking with a friend to a nightclub to listen 

to music. The people-watching was intriguing and sparked an interesting conversation about 

the dynamics of certain people that were together, the variety of clothing worn and how 

people present themselves out in the world and at different situations.. Something about that 

conversation made him feel comfortable enough to confess to me that he sometimes liked to 

dress in women’s clothing. I remember feeling and thinking many different things about what 

he told me, but I really had no idea exactly what he meant. I asked him to explain a little 

further and he proceeded to tell me that he had been doing so since he was a boy. At the time, 

I found his revelation intriguing, but really what did it matter to me what he did in his free 

time.  

           Over the years, we have talked extensively about his compulsion to cross-dress and he 

has revealed more and more information. He has not delved deeply into his desire to do this, 

but seems to think he was born with a feminine sensibility. As I have come to know him 

better and after all that I have researched and read on this subject, I can see that for him it is 

the fetish aspect that he enjoys. Though I have always been intrigued with the ways in which 

people use their sexuality to negotiate their way through life, it was his confession about 

cross-dressing that started me on this investigation into transvestism and the broader theme 

of gender identity.  

           I certainly have more questions than answers at this point and can only know my own 

truth. It is a fact that most of us are born with either male or female anatomy. Yes, there are 

the anomalies, people born with both male and female genitals, but even they have their sex 

chosen for them at birth. What about the rest of us? How much of our masculine and 
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feminine qualities, sensibilities and attitudes are nothing more than a cultural construct? 

Would I feel less female if I never wore a dress or makeup? What about the women who 

have their breasts or ovaries removed due to cancer or illness, are they any less female?  How 

can putting on a dress or makeup, typical feminine accoutrements, make cross-dressers feel 

like women? And how do they know what a woman feels like if they have never been a 

woman? Maybe it is that they want to be what their “ideal” woman is. They can be the one 

woman that will never reject them. What does it mean to be a man, a masculine man? Why 

are men deprived of exploring their feminine sides? How much of our gender sensibilities is 

derived from or physical gender at birth? What influence do our emotions and intellect play? 

Quite possibly it is a varying combination of all three.   

          All of these questions floated around in my head when I was making these paintings. 

Throughout this experience I, along with many other people, asked the question, why this 

subject? I suppose if I am being honest with myself, I have to admit to the fact that I am a 

voyeur and peering into the world of Transvestism was intriguing.  But, I am also an observer 

of people. I want to understand what makes them tick. I suppose this comes from feeling like 

an outsider most of my life and trying to figure out how to fit in. Transvestites are outsiders 

and they too are trying to figure out how to fit in.  

           In delving into the world of cross-dressing, my research took me to some very dark 

places. I learned that many people like to express themselves in a variety of ways. Sometimes 

out in the open and sometimes cloistered and hidden. I also learned that more often than not, 

there is a price to be paid for much of this non-normative behavior. I made a choice in my 

approach to this subject to stay away from images that were exploitive or disrespectful as I 

was not interested in dehumanizing my subjects but rather, I was interested in the human 
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being behind the compulsion. As I look at my thesis work I see that the paintings have a 

stronger narrative sense than I originally conceived. But the narrative is driven by my 

experiences that I had with my subjects. These are personal paintings and there was a 

magical quality to my time with Alexander/Starfish. I think the Shimmer Shack paintings 

express that magical, otherworldly quality that I experienced.  

          My decision to pursue my MFA stemmed from my desire to challenge myself as an 

artist and to push myself to become more disciplined in my approach to art-making. I believe 

my experience in the graduate program at Laguna College of Art and Design has done just 

that. I step away from this program with more confidence in my abilities both formally and 

conceptually. Moving forward, I will continue to observe the world around me, questioning 

and probing and finding new challenges worthy of my time, energy and art-making.  

 



 33 

WORKS CITED 

 

Alexander/Starfish. Personal Interview. 14 June, 2014, 03 July, 2014, 16 August, 2014.  

Blanchard, Ray Ph.D. Early History of the Concept of Autogynephilia. Archives of Sexual  

              Behavior, Vol. 34, No. 4, August 2005, pp. 439–446,     

              http://healthcareguild.com/transgender_files.  Web. 22 March, 2015 

Debray, Cecile. Lucian Freud: the studio. Munich, Germany: Hirmer Verlag,  

              2010. Print.  

Díez, José Luis. Joaquin Sorolla 1863-1923. Madrid: Museo Nacional de Prado, Thames &  

             Hudson. 2009. Print 

Dimock, Chase.  “The Surreal Sex of Beauty: Jean Cocteau and Man Ray’s “Le 

             Numéro Barbette”. As It Ought to Be. Chase Dimock. 2 June, 2011. Web. 29 Nov.  

             2014 

Howgate, Sarah. Michael Auping, John Richardson. Lucian Freud Portraits. New  Haven. 

            Yale University Press. 2012 

Jack/Joanne. Personal Interview. 02 Dec. 2013, 15 Jan. 2014  

Lawrence, Anne A.  MD, PHD. , "Autogynephilia: A Paraphilic Model of Gender Identity  

            Disorder". PDF p.69  Web 7 18 March 2015  

"Orange is the New Black". Titled Productions in association with Lionsgate.  

            Broadcasting. Los Angeles. July 2013. Television 

Ormond, Richard, Mary Christianson, and Nancy Grubb. Sargent Abroad, Figures and  

          Landscapes. New York: Abbeville Press. 1997. Print 

Scott, A.O. “The Post Man”. New York Times Magazine. 14 September, 2014. 39. Print 

http://asitoughttobe.com/
http://asitoughttobe.com/author/chasedimock/


 34 

 

Sorolla, Joaquín, Serra T. Llorens, Blanca Pons-Sorolla, Fernández M. López, Boye Llorens,  

           Philip Sutton, and Joaquín Sorolla. Sorolla: Gardens of Light., 2012. Print. 

Stoller, Robert J., M.D. Sex and Gender Vol. II; The Transsexual Experiment. England: 

           Hogarth Press. New York: Jason Aronson. 1975 Print 

"Transparent." Picrow Productions for Amazon Studios. Creator- Jill Soloway. 6 Feb 2014-9 

October 2014. Television 

Wheelock, Arthur K Jr. Vermeer. New York: Harry N. Abrams Inc, 1981. Print 

 

 
 

 



 35 

APPENDIX  

 

 

Plate 1. Therese Conte, Discord in the Garden, 2015, oil on canvas, 54” x 40”  
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Plate 2. Therese Conte, For the Moon Never Beams Without Bringing Me Dreams, 2015, oil on canvas,  
54” x 40”  
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Plate 3. Therese Conte, Midnight in June, 2015, oil on canvas, 54” x 40”  
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Plate 4. Therese Conte, To Keep Watch Above the Flowers, 2015, oil on canvas, 54” x 40”  
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Plate 5. Therese Conte, My Wildered Heart Was Far Away, 2014, oil on canvas, 14” x 11”  
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Plate 6. Therese Conte, On the Town, 2014, oil on canvas, 16” x 12”  
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Plate 7. Therese Conte, Brick and Mortar, 2014, oil on canvas, 14” x 11”  
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Plate 10. Therese Conte, Reveal, 2014, oil on canvas, 10” x 8”  
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Plate 11. Therese Conte, And the Years I Left Behind Me in an Hour, 2014, oil on canvas, 9” x 15”  
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Plate 10, Therese Conte, O·P·I, 2014, oil on canvas,  20” x 16” each 
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