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“ Time present and time past  
Are both perhaps present in time future  
And time future contained in time past.  
If all time is eternally present  
All time is unredeemable.  
What might have been is an abstraction  
Remaining a perpetual possibility  
Only in a world of speculation.  
What might have been and what has been  
Point to one end, which is always present.  
Footfalls echo in the memory  
Down the passage which we did not take  
Towards the door we never opened  
Into the rose-garden. My words echo  
Thus, in your mind.” 
  
T.S. Eliot  
Four Quartets   
  
	 

It is hard to discuss, to critically respond to the inherent meaning of this beginning 

passage from T.S. Eliot’s poem, The Four Quartets.  To do so, one is forced to engage in 

an exercise that is not wholly tangible, and to imagine a created space that comes 

alive both in the reader’s mind as well as in Eliot’s.  For some, this created 

space is ephemeral and ambiguous in its meaning.  For others, it speaks clearly and 

transports the reader to the intimate space in Eliot’s mind.       

Similar to poetic verse, objects of adornment offer their audience a uniquely 

individual and intimate experience.  When one enters into the creative space defined by 

crafted objects, there is no guarantee that an artist’s intent will be wholly grasped.  Like 

Eliot’s careful use of words, makers employ skill to help direct the viewer’s experience.  

Within this body of work entitled how small pieces become, I ask my audience to 

experience with me objects of adornment that are subtle and meaningful by means of 

traditional making processes.  how small pieces become is an investigation and 

exploration into the realm of object adornment.  The work raises questions about 
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preciousness, beauty, and the relationship between viewer and adornment.  It inspires a 

conversation regarding perception and intimate personal experience.  Through the works 

formal characteristics and attention to detail, the objects invite the viewer to gaze into a 

fictive mirror to experience a moment of personal reflection that is redefined when the 

object is worn.  

Since how small pieces become is an exploration into nonverbal communication 

and self-reflection, the range of research conducted has been broad.  However, 

there are key authors that have made a lasting impression and have impacted the work.  

To better understand the internal space and reflection that the work engenders in maker 

and viewer, I found reading through these specific authors helpful 

and enlightening:  Gaston Bachelard has given me a sense of intimacy, David Pye has 

helped me to understand my materials, Kenya Harra gives voice to my attraction to the 

frosted color and surfaces in the work, and Leonard Koren shapes my studio practice and 

forms. They have become the framework by which I better describe and understand the 

experience of making and wearing the work. 

 

Adornment 

When someone chooses to wear objects of adornment, they choose to adorn 

themselves with a psychic signifier. Objects that speak without words offer alternative 

languages and voices. When one goes from imagining themselves in the mirror to 

becoming the person in the mirror, any association that was happening between the 

viewer and the object is now projected out into the world.  This transformation is a 
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deeply intimate act between the wearer and the object itself.  Gaston Bachelard speaks to 

intimacy in his book The Poetics of Space, 

“The intimacy of the room becomes our intimacy.  And correlatively, 
intimate space has become so quiet, so simple, that all the quietude of the 
room is localized and centralized in it.  The room is very deeply our 
room, it is in us.  We no longer see it.  It no longer limits us, because we 
are in the very ultimate depth of its repose, in the repose that it has 
conferred upon us.”1  
 

Intimacy of this kind sits inside us even as we sit inside it. Bachelard is speaking to the 

power of intimacy and how it infiltrates us in ways that we may never have intended, 

subtly altering ourselves to become reflections of the spaces that we inhabit. When the 

viewer places a piece of jewelry on their body, when they adorn their body with a psychic 

presence that is not their own, the relationship is not simply the one that was imagined 

but a circuit in which meaning flows from the piece to the viewer and from the viewer to 

the piece.  This intimacy is the impetus for the making process, yet, it is important for 

the viewer to find his or her own relationship to it, or one’s own ‘room’ within an 

experience of the work.  

 

Materiality and Form 

Intimacy comes in many forms and choosing the correct format can often times be 

the hardest choice. When attempting to portray this intimacy through the act of making 

there is a fine line between an object that achieves perfection rather than one that 

becomes overworked. I have chosen to make my work deeply minimalistic,  

“But how do you exercise the restraint that simplicity requires without 
crossing over into ostentatious austerity?  How do you pay attention to all 
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the necessary details without becoming excessively fussy?  How do you 
achieve simplicity without boredom?”2 
 

Searching for balance in the making process as well as through research has enabled me 

to produce a body of work by exploring the separation between my own internal dialogue 

and the felt experience of the viewer. Material choice is the entrance into that intimate 

space of self-reflection.  David Pye speaks to the nature of materials in his book The 

Nature of Art and Workmanship. 

“The truth is that what we want to do is, not to express the properties of 
materials, but to express their qualities.  The properties of materials are objective 
and measureable.  They are out there.  The qualities on the other hand are 
subjective: they are in here: in our heads.  They are ideas of ours.  They are part 
of that private view of the world which artists each have within them.”3 

 
Using precious materials, I pay attention to detail as expressed by their surface, line, and 

form. The base materials are transformed and upon conclusion do not resemble their 

original state.  Sterling silver, a seemingly hard and unyielding material, becomes soft 

and supple, reminiscent of porcelain in its appearance.  Forms are repeated and layered 

over one another, massing into piles of shapes that meld together obscuring the front and 

back of a piece, “nonthinking repetition of mechanical forms allows one to concentrate 

simply on being without the distraction of having to make decisions...”4 The act of 

making is being, the embodiment of an internal, intuitive process.    

Structures are cut apart and joined together to create new arrangements.  Edges 

become highlighted, pointing attention to split seams or joined surfaces.  Sensuousness 

can be felt through the use of line and surface.  The soft transformed qualities of the 

																																																								
	
	
2	Koren.		Wabi-Sabi	for	Artists,	Designers,	Poets	&	Philosophers.	P.	72	
3	Pye.	The	Nature	of	Art	and	Workmanship.	P.	88	
4	Koren.		Wabi-Sabi	for	Artists,	Designers,	Poets	&	Philosophers.	P.35	
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metal invite one to imagine what touching or wearing must feel like. The work’s color, 

arrangement, and surface become interactive in their subtlety.   

“A thing properly designed and made, continually reveals new complexes 
of newly perceived formal elements the nearer you get to it…but then most 
formal elements in themselves are commonplace.  It is in the relating of 
them to each other, and often in the subtlety of those relations, that the art 
lies.”5 
 

 Following Pye’s description of subtlety, I use three distinct shapes: the oval, the square 

and the rectangle.  The shapes are depicted in a soft and pillow-y like manner. Making 

subtle reference to the “frame”, the piece becomes the fictive mirror in which the viewers 

see themselves. Beauty, desire, and preciousness are contained in and elicited by each 

surface.  Line is highlighted, bringing attention to moments in which material separation 

occurs or edges become more apparent.  These formal characteristics are the portal into 

the created internal space of how small pieces become. 

Outside of these formal concerns is the works' dedication to a particular type of 

finish.  The formal qualities of this finishing process have guided me into research that 

delves into the inherent meaning behind use of noncolor or white.  Through this heat 

treatment process, the material is brought up to temperature in which seams begin to flow 

and discolor.  The surface of the sterling silver "frosts", or whitens, allowing any 

impurities to reveal themselves.  It becomes a moment of tension, as when pushed too far, 

the metal melts.  Through this process, the meaning within the quality of finish becomes 

clear.  The color white to Kenya Harra becomes a transitional state in which meaning can 

be found. 

“In some cases white denotes “emptiness.”  White as a noncolor transforms into   

																																																								
5	Pye.	The	Nature	of	Art	and	Workmanship.	P.	62-63	
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a symbol of nonbeing.  Yet emptiness doesn’t mean “nothingness” or “energy-
less;” rather, in many cases, it indicates a condition, or kizen, which will likely be 
filled with content in the future.  On the basis of this assumption, the application of 
white is able to create a forceful energy for communication.  A creative mind, in 
short, does not see an empty bowl as valueless, but perceives it as existing in a 
transitional state, waiting for the content that will eventually fill it; and this 
creative perspective instills power in the emptiness.” 6 
 
 
 

After making, experiencing, and installing this body of work it is apparent that for me 

the ‘emptiness’, communicated by the whiteness of the forms, becomes the anticipated 

moment of wearing. how small pieces become is the transitional state before the creative 

mind imbues the content in the work they see before them.  The white in each piece 

becomes the canvas and mirror like space inviting you to experience the nuances only 

noticed when looking closely.   

 

Beauty 

It is hard to conceptualize why an object can be seen as beautiful or 

have a profound impact.   Meaning is often ambiguous or the understanding unclear when 

we consider the object: “…we find beauty not in the thing itself but in the patterns of 

shadows, the light and the darkness, that one thing against another creates.”7 The object 

itself may not categorically represent ideal beauty, but the experience around it is 

what captures the moment of the beautiful.  These moments are present and able to be 

experienced in the intangible space created within how small pieces become.  Ephemeral 

states of being, where feeling and thinking entwine, are ambiguous and hard to fix in 

words.  It is an in-between state where “the cleanliness of what can be seen only calls up 

																																																								
6	Harra.	White.	P.	36	
7	Tanizaki.		In	Praise	of	Shadows.	P.	30	
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more clearly thoughts of what cannot be seen.  In such places the distinction between the 

clean and the unclean is best left obscure, shrouded in a dusky haze.”8 how small pieces 

become belongs to this in-between state, to the ‘dusky haze.’  It is meant to invite the 

viewer to anticipate and imagine the longing that comes with the desire to wear objects of 

adornment. The fulfillment of desire that occurs at the moment of wearing is an 

embodiment of the reconciliation between the person you were before the encounter and 

the person you will be after.   

Dave Hickey in his book The Invisible Dragon tells us, “the word “beautiful” bears 

no metaphysical burden. It signifies the pleasure we take in something that transcends the 

appropriate. It identifies that “something” as better, somehow, on account of its beauty.”9 

That ‘pleasure’ is the same pleasure that comes from the desire to and fulfillment of 

wearing objects of adornment. These pieces are not simply beautiful, but are beautiful 

embodiments of the time, skill, and thought that have been put into each piece. In this 

way, “choosing beauty over content (or choosing beauty as content) is always an act of 

sedition.”10 Beauty, here, in this work is a choice, not an accident. When desire and 

intimacy meet, when emptiness is given form, when materiality and technique are 

reconciled, beauty springs forth.  My work is an affirmation of what makes us see the 

best in others, of truths that reveal themselves in small ways, and the unspoken compacts 

that bind the world together.  

 

 
 

																																																								
8	Tanizaki.		In	Praise	of	Shadows.	P.	5	
9	Hickey.	The	Invisible	Dragon		P.70	
10	Hickey.	The	Invisible	Dragon		P.97	
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Necklace 



	 14	

 
how small pieces become 

Sterling Silver, Oxidized Sterling Silver, Cotton Strap 
2016 

Necklace 


