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Exhibition Statement  

 

I have been collecting treasures from the landscapes of the Hudson Valley since 

childhood. This act of treasure-seeking allows me to escape into a world of my own 

creation. It’s a world where the only things I have to worry about are stomping through 

mud puddles and laughing at my own jokes. This escape from reality soothes my 

anxiety and allows me to smile during even the saddest circumstances. The joy that I 

feel in this act of collecting is imprinted on the objects. They become embedded with a 

magical potency. Through the process of making, organizing, and assembling these 

objects I manifest a world that suggests everything is going to be okay. 
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The History/The Now/The Work/The Thing 

 

I have a long, dedicated history to things. It is a history that began in childhood 

where the collecting of things, also known as treasures, was and continues to be, a form 

of mental restoration. We explore the landscapes of the Hudson Valley on long winding 

car rides through mountains and fields, meandering walks through woods, and wading 

through streams and rivers (see fig. 1). These explorations and this collection process is 

not a purely recreational endeavor. It relieves us of the tensions and sometimes 

overwhelming demands encountered in everyday life. These 

trips give us the opportunity to be ourselves and talk freely in 

times when we feel like the world is pushing against us. We 

say things that are rarely mentioned, things that feel too raw 

to say out loud to others. We feel lighter. It is an extraction of 

a little bit of the bad and replaces it with the good. It is in 

these brighter times that we allow ourselves to laugh, even at 

the saddest circumstances. We created a world of 

contradictions, where rust becomes valuable, where parts 

become whole, and the private becomes public. It is a time 

where we do not have to pretend that everything is okay because sometimes it's not. 

These trips allow us to forget the everyday world in favor of constructing our own reality 

made of mud, sticks, stones, fluff, and rust. 
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 It is never my intention to collect on these trips, but I do not fight the impulse to 

dig, pull, poke, and unearth treasures from these landscapes that I have become so 

familiar with during my lifetime. These things, rusted and disintegrating, are engrained 

with the joy I feel in the processes of unearthing such treasures, and with the relief, I 

find during these long meanderings through the landscapes. They become embedded 

with that emotion, they are transformed into magically potent objects. Objects that can 

relieve stress and emotional distress. Collecting becomes an attempt to surround myself 

with these objects that have an innate ability to undo strains and stresses of both my 

history and my present. According to Werner Muensterberger in the text, Collecting: An 

Unruly Passion: A Psychological Perspective, this dedication to things is a "...relentless 

and intrinsically narcissistic aim to find tangible support in order to erase the archaic 

experiences of anxiety and, possibly, to help undo traumata during the formative years" 

(36). That is the power of magically potent objects. They present a physical form of 

escape when life is too overwhelming, when the act of living in this world is detrimental 

to my psyche. 

Through my collecting of these magical objects they are separated from their 

past lives. They are no longer an archive of the past, but objects of the present. It is 

through my ownership that they emerge as part of my narrative, situating them in a new 

context. I am intentionally ignoring the objects' own narrative history in favor of its story 

as part of my collection. With the creation of ceramic objects that react and interact with 

the found treasures, I am expanding on my collection of objects and creating a 

collection of things. Through a process of making, organizing, and assembling 
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objects/things, I reconstruct a world that doesn't always make sense into one that 

suggests everything is going to be okay.  

In You’re Welcome I prompt these found and made 

objects/things to form an assemblage, an alternative 

memory. These objects have the capacity to become 

companions, ascribing a new life and history to both the 

made and the found. What could they have been? What 

could they be? What are they? Are they objects? Things? 

The distinction between thing and object is an obscure line. 

We can decode objects, they are recognizable in their 

histories and frame of reference. Things, on the other hand, 

require interpretation. Things are unfamiliar to us, our mind 

has to search to place them in the appropriate context.  Bill Brown's Thing Theory 

outlines the difference: 

 

 The word thing holds within it a more audacious ambiguity. It denotes a 

massive generality as well as particularities...the word designates the concrete 

yet ambiguous within the everyday...It functions to overcome the loss of other 

words or as a place holder for some future specifying operation…but things is a 

word that tends, especially at its more banal, to index a certain limit or liminality, 

to hover the threshold between the nameable and unnameable, the figurative 

and unfigurative, the identifiable and unidentifiable... (Brown 4-5) 
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My ceramic sculptures, while referencing objects, are placed firmly in the world of 

things. They lack the function and recognizability of objects (see fig. 2). This thingness 

gives the ceramic sculptures and the found objects independence from the repressive 

categorization that allows objects to be overlooked.  The things I create are ambiguous 

in their forms and nonsensical in their finishes. With layers of fluff and house paint 

applied to the surface, they are not functional ceramics, but they retain a decorative 

aspect that is embedded in the history of clay. 

 

 

The Relic/The Reliquary  

 

 "Dust is the opposite of the valuable, whole, and active; it is the extraneous, the inert, 

the unwanted, the 'other.' How does dust become the powerful and valuable relic?"  

Cynthia Hahn  

 

You’re Welcome is a collection of things that occupy a space of reverence, 

mounted on a circle that mimics the space of an altar (see fig. 3). This space is the 

physical representation of my world, it contains the collection, defines it as important. 

Muensterberger believes that  the collector and the religious believer display similar 

emotional attachment with objects. “Thus, the collector, not unlike religious believer, 

assigns power and value to these objects because of their presence and possession 
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seems to have a modifying--usually pleasure-giving--function in the owner's mental 

state” (9). The altar that I created is the archival architecture that supports my collection  

 of ‘modifying objects’. In the act of collecting objects, I am replacing their history and 

firmly cementing them into this collection of things. The objects, whether made by me or 

found in nature, are living in the same reality. Their equilibrium has reset, enclosed in a 

space replacing history with 

context. It allows the viewer to 

generate a narrative and see 

connections that differ from 

my own narrow view of these 

things/objects.  

 A relic, like other objects, 

achieves the distinction of 

being powerful and valuable 

by being collected and honored. Relics and 

reliquaries are objects intended to be collected, they are intrinsically more powerful 

clustered, they are more complete. Relics rely on the irrational human belief in the 

lingering power of contact (Hahn 9). It takes one person, one story, one touch, one 

truth, or one lie to define an ordinary object as a powerful, valuable presence. The 

enframement of an object, in both the literal sense with the utilization of a reliquary and 

through the acts of ritual and storytelling, provides the context of importance, of magical 

potency. It is this act of framing that defines the relic. 
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 The tradition of constructing reliquaries varies depending on religion, but a 

common thread is the use of precious and valuable materials, those treasured in 

society. The reliquaries were built by experienced 

craftsmen with meticulous detail (see fig. 4). But, what if 

the materials that are precious are, let's just say, natural 

fluff? What if it is not a society that says they are 

precious, but an individual? Joseph Beuys' work 

"focused on the ability of material thingness to 

communicate meaning" (Hahn 15). Beuys' use of 

materials such as felt, fat, 

cardboard, gauze, cloth 

drenched in blood, and 

everyday objects frame his work as meaningful through 

his intense, context-laden myths and stories he used to 

prompt the viewer (see fig. 5). These myths frame the 

works and the materials as powerful and significant. They 

identify these objects that we live with day to day as 

something separate, unnerving, and clearly metaphorical.  

The natural fluff that adorns the exterior of my sculptures is my precious material, 

asserting the importance of these objects (see fig. 6). The natural fibers are hand picked 

and are tirelessly and laboriously adhered to the surfaces of the sculptures.  Sculptures 

that have been tediously hand-made and act as reliquaries to the found. This is the 
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alchemy that transforms clay, fibers, and metal into 

magically potent objects. Both are precious, both 

are treasured; one found, one made. Their 

interaction as a collection 

increase its power, changing 

the objects from singular, 

forgotten things, into 

objects/things worthy of reverence. Susan Collis uses the 

alchemy of materials in her piece The oyster’s our world. In this 

work Collis imbeds mother of pearl, white opals, diamonds, and 

coral into the wood of an old, worn out step stool (see fig. 7, 8). 

These imbedded materials are made to look like everyday 

wear, like paint splatter or scuff marks, marks that 

seem unworthy of notice, things we usually 

overlook. To make these materials nearly invisible 

involves a significant amount of hidden labor. Collis 

overlooked objects are immersed with preciousness 

and care, they are reliquaries to the everyday.  
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Methodology 

 

 My process begins with the finding of treasures. There is no rushed exploration 

or urgency to this task. It leads me through the diverse landscapes in the Hudson 

Valley, giving me time to relax in these environments and reset my anxious disposition. 

The finding of these treasures is mostly happenstance. There is no map, no specific 

designated treasure trove, but there are signs that will point me in the right direction. For 

example, when walking in the woods, it is common to come across old dumping sites at 

the base of hills, these are full of treasure. Just looking for a slight variation in the height 

of the ground, or a sinking, spongy sensation when I step across the area is a signifier 

that there is something buried beneath. The discarded objects from long past that have 

been resting there, disintegrating and decaying, embarking on chemical changes that 

transform their surfaces. The unearthing of these treasures is a ritualist experience. The 

overwhelming smell of wet dirt, decomposing leaves, and fresh moss envelops my 

whole body, my nails instantly cake with mud, my shoes are damp after digging through 

the first layers of earth. I carefully excavate, avoiding shards of glass or sharp tendrils of 

metal. I poke, pull, and prod, hoping to discover objects, things, treasures.  

 Not everything I unearth is a treasure, not all rust, nor are all forgotten objects 

lucky enough to find themselves as part of my collection. The selection of a treasure is 

somewhat arbitrary, but it is a decision that is entirely my own. The objects' material 

relationship to these environments that are so distinctly different from the objects 

themselves is part of their appeal. These environments that are wholly natural and wild 
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with this decidedly human element tucked away, waiting to be found or to be destroyed. 

I engage with surfaces that have character etched into them through the elements. The 

color, texture, and patterns of rust and rot encourage me to inspect the objects more 

thoroughly. This process of looking closer and forgetting the outside world, while being 

enveloped in the forest musk, is the feeling that is imprinted on the objects I decide to 

pluck from the ground. They serve as traces of this authentic experience, intrinsically 

attached to my narrative, they become magical objects.  

 After hiking these objects out of the woods, or pulling them out of streams, they 

become part of my collection. I live with them, they reside in my home, my lawn, and my 

studio. Until a few years ago, this collection remained private. The shift from private to 

public happened slowly. It began with the making intricate, slowly coil-built ceramic 

boxes that housed the found, collected objects, taking the idea of reliquaries literally. 

This identified the objects as precious to the outside world, by containing them in a form 

specifically made for that object. This still kept the found private, they were encased and 

unable to be seen. As the shift from private to the public continued, the ceramic forms 

became more ambiguous. Using the same slow coil building process the forms emerge 

from the clay. The same hands that dug and pulled the objects from the earth now 

manipulate earth, constructing it slowly skyward. Instead of encasing the found, the 

ceramics are made to live beside these objects as part of a collection, both exposed to 

the outside world. The objects and things merge as a collection of forms that relate 

through them being a part of the same world. They are categorized and organized 

based on my ideal relationships of harmony and disruption. Reorganizing and adjusting 
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the relations of things to objects, objects to things is art as play. It is a time when I give 

myself the freedom to explore multiple possibilities. I am reframing the objects to 

manipulate the meaning, skewing it to 

fit within the environment I have 

created for these objects. This is an 

intuitive process based on aesthetics 

and relationships to forms (see fig. 9). 

The language of this world comes later 

once the fragments are assembled as 

a whole, part of a world separate from 

narrative histories of the objects, replacing it with a 

classification based on aesthetic value.  

 My shift in making ceramic boxes to creating 

ceramic things also came with a change in material 

language. Instead of using traditional ceramic 

finishes, I adorn the exteriors of my forms with 

natural fluff, collected in the environments my 

treasures are from. I have limited my use of fibers to 

sycamore seed pods, cattail seeds, milkweed silk, and timothy hay. By adhering these 

fibers to the surface of my sculptures, using them both as detailed, decorative elements 

and allover surface texture, I integrate my forms in an environment that relates them to 

my found objects (see fig. 10, 11). The ceramic surfaces achieve their color through the 
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use of house paint, venetian plaster, and the local color of the 

clay; all material prevalent in my history.  

 These ceramic sculptures with enigmatic forms, covered in 

unconventional finishes and the found degraded objects are 

ahistorical, they replace history with their classification as 

magically potent objects. As 

part of the collection, the 

ceramic objects and the 

found coexist in a 

self-enclosed space, 

framing them in a new context, overlooking their past 

they allow the viewer to interpret, decode, and 

discover nuances hidden in the forms and surfaces 

of both the ceramic and the found. I rely heavily on 

intuitive aesthetic decisions for this iteration of the 

group of objects in You’re Welcome. They are now 

part of public life, no longer hidden away or private. This shift to the public opens the 

collection to the viewer (see fig. 12). It is the reaction of the audience to the materiality 

of the collection that highlights the context. That a person is examining, questioning, 

and engaging with these disregarded objects embedded the objects with more agency, 

more meaning to assert themselves as objects of value. 
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