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SYMBIOSES: RECOLLECT 

 

“We are all part of a life cycle with relations that are both seen and unseen. All these connections, all 

these relationships remind us how we are intimately woven together into a fabric of wholeness that sus-

tains the very life that we live.” – Ric Scalzo
1
 

 

 

Detail images of Gather and Bind. Linocut on inkjet, wood, glazed stoneware. 6”x9” 

 

 

My thesis work, entitled ‘Symbioses: Recollect’, focuses on two themes: memory and relationships. I 

utilize techniques in both printmaking and ceramics. Refinement of materials and shapes of display are im-

portant, categorically organized and grouped. Symbolic ceramic sculptures join dreamy relief prints in simplify-

ing the complexities of the concepts with which I work, bonded through color, material, and form.  

 

A beautiful pearl originates as an irritant; a grain of sand, a parasitic sea worm. The oyster creates an or-

ganic substance called nacre which envelops the threat. This defensive measure yields a beautiful, precious, and 

highly valued object. The formation of the pearl by the oyster is an example of the results of a symbiotic rela-

tionship. The word ‘symbiosis’ translates to ‘living together’. In this context, it describes two or more organ-

isms that interact with one another. Ranging from mutually helpful to seemingly unaffected to harmful, these 

relationships can be divided into three separate categories. 

 

The first of the three types of symbiotic relationships is mutualism. In this case, both organisms stand to 

benefit from the involvement with one another. Synergy may be created: a greater result created from the sum 

of both parts, as opposed to the separate outcome. This brings to my mind an overall impression of balance. 

                                                 
1
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Interdependence of one organism and another may sound very simple, but the details can be complex. For ex-

ample, the fig fruit and fig wasp exist in a mutualistic relationship. The fig wasp uses the fruit, by burrowing 

inside and pollinating it. In addition, the insects utilize it for their reproductive life cycle. Within this harmoni-

ous association is the reality of the female fig wasps’ wings being destroyed in this pursuit, and of male wasps 

being doomed to live and die within the fig. This cyclical experience provided substantial influence for the re-

peated circular shapes throughout the exhibition.  

 

Parasitism is likely a self-explanatory name for the second type of symbiotic connection. Within this 

category, there is a host and a parasite. The host is the organism that is being used in some manner (ex: a food 

source), and in many cases harmed. The parasite is another living thing that benefits at the expense of the host. 

There are large varieties of parasites, classified by their interactions and life cycles. Originating from Latin and 

translating to ‘feeding beside’, most parasites that we think of have something to with leeching nutrients from a 

host. Another avenue is an uncontrollable growth or infection. There may also be decay or evidence of destruc-

tion.  

 

The final variant of the three types of symbiotic relationships that I researched is commensalism. In this 

case, one living thing can benefit without negatively impacting its partner. Arguments have been made that this 

type of relationship is not possible, and that such close involvement cannot be neutral. In some ways, this can be 

seen as being in the center, if ranking the three types of symbiotic relationships on some sort of scale. As that 

scale would not be perfectly balanced, commensalism would fall closer to mutualism and farther from parasit-

ism. The latter two, of course, would exist on opposing ends of the spectrum. In thinking about how symbiosis 

translates to ‘living together’, one may consider how our own human existence correlates. How do our relation-

ships with one another relate to mutualism, commensalism, and parasitism? 

 

We are generally capable of categorizing our bonds with others in definitive terms. Our first and possi-

bly most important links are our parents. Siblings, if we have them, are next. After we venture out of our imme-

diate family unit, there are more relationships, such as those with friends. From there, we can become even 

more specific, valuing these connections on some type of scale, some outweighing others. These complicated 

links that we form can be incredibly complex, due to individual personalities. Not all these bonds are positive, 

as some connections are antagonistic. Whether a friend, enemy, or something else, these interactions with others 

is necessary for us as social creatures.  

 

 

 



 

 

 

 

 

 

“And if these incidents now seem full of significance and all of a piece, it's probably because I'm looking 

at them in the light of what came later...”  

― Kazuo Ishiguro, Never Let Me Go
2
 

 

 

 

 

 

Gather (left), Garner (right); Linocut on inkjet, wood, glazed stoneware. 6”x9”. 6”x9”. Together (center), Linocut on inkjet, wood. 22”x22” 
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How we define ourselves is often in correlation with our environment, the people with whom we have 

relationships, our self-perception and esteem, and even our memories. This retrospective line of thought is ir-

revocably connected to memory. How we remember can be influenced or altered by a number of things. In in-

stances in which two or more people have been involved, events and circumstances can be described in different 

ways. In this case, the true facts cannot be changed, but the perspective from which they are viewed brings us 

back to individuals and points of view. Additionally, time can alter the scope. In Kazuo Ishigiro’s novel ‘Never 

Let Me Go’, an adult protagonist looks back on her childhood. To come to terms with the present and her place 

within it, she recalls specific incidences with those who were the most important in her life. As a reader, you are 

able to see when actions breed various consequences and follow along on Kathy’s journey of discovering her 

role in the outcome. Clarity is something that may be gained over time, particularly when given emotional dis-

tance from an event. This closure is what Kathy seeks, and there are multiple when she realizes her perspective 

had been flawed in some manner. In the quote above, excerpted from the novel, Kathy expresses that she was 

not able to see the complete importance of her childhood until she was aware of her life beyond it. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Gather, Linocut on inket, wood, glazed stoneware. 6”x9” 



 

 

I think that memory can be seen like a blurry photograph. There are pieces that you can place, perhaps 

because you’ve been reminded of something: a detail, maybe. In the printmaking work that I am exhibiting, I 

use family photographs as the base. Through the use of Photoshop, the identities of the specific people and 

places are obscured. This is for a number of reasons, including the fact that the photograph is a moment in time 

that has passed. I no longer look the way I did in an image of my 9-year-old self, and everything else has also 

changed along with that. Additionally, the human face is a very specific and definitive: possibly the most cru-

cial identifier. It is difficult to see a face and not consider their identity, or if they are familiar. Blurring out the 

likenesses of my family (and in some cases, myself) grants the viewer a chance to think beyond the specificity 

of  the ‘who’. The bright exposure of the digital images and boosted levels of saturation reference how memo-

ries can fade, but may also be seen through a more positive lens. Even a mediocre memory can be improved to 

someone with the inclusion of ‘color’; in some case, color may be representative someone else’s perspective of 

the same moment or event. 

 

Episodic memory is defined as “personal experiences and specific objects, people and events experi-

enced at particular time and place”3
. This aspect of autobiographical memory is what we most commonly refer-

ence while on the topic. This type of memory is specific to an individual person. In my work, I use the fleeting 

moments captured by a camera lens, which are then made hazy by the passing of time. The addition of a layer 

of ink printed over the top of the digitally manipulated, ink-jet printed photo represents the way that we remem-

ber by linking together thoughts, words, feelings, images. One may be more likely to recall a memory if they 

have two things: a photograph, and the corresponding story delivered by a person with whom the experience 

was shared. Repeating the linoleum-cut print over the top of various digital ‘memory’ images illustrates several 

aspects of my interpretation of memory. The first is the stimuli of the image, of which there are two: the digital-

ly altered photo, and the relief print. The second is the relation that I personally have to both the content of the 

photo and the symbols within the prints. By layering both, and including transparency, the two pictures form a 

relationship. The saturated colors of the ink-jet print are altered by the veil of ink over top.  

 

Ovals and circles signify order and structure as well as harmony, often referencing broad cyclical phe-

nomena such as life and death. When viewed through a lens of memory and time, the oval in particular is a 

shape that also alludes to the classic shapes of picture frames. The absence of hard edges brings the viewer’s 

focus primarily to the center and allows for continuous movement around the image. Due to my use of family 

photographs, the oval communicates the link to the home and living spaces. When I think about where my work 
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 Williams, H. L., Conway, M. A., & Cohen, G. (2008). Autobiographical memory. In G. Cohen & M. A. Conway (Eds.), Memory in the Real World (3rd ed., pp. 21-90). Hove, UK: Psychology 

Press. 



 

 

lives, the answer is almost always a dwelling of some kind in which people live their daily lives with the pieces. 

This is why it’s also important that the work is aesthetically ‘beautiful’, clean, and organized. In a world that is 

often chaotic, the oval and circle can provide a moment of pause. The design of the installation is also based in 

my interest in decoration. I think that the smooth surface and exact cuts of the wood suit the white-walled gal-

lery setting as well as they might complement surfaces in a home. 

 

 

Commensalism, Mutualism, Parasitism. Glazed stoneware on dyed wood. 22”x22” 

 

The ceramic work in the exhibition consists of repeated rounded forms. Three primary sculptural pieces 

correspond to the three types of symbiotic relationships: mutualism, commensalism, and parasitism. Consider-

ing the broadest implications of these varieties of symbiosis, I began with mutualism. Visually, the princi-

ple/element of balance was the most crucial. In mutualism, both organisms that are involved benefit from the 

interaction. To represent this, I built pieces in unison, mimicking the placement and size of bits of clay so that 

the resulting ‘tiles’ were in pairs. Visually breaking the wooden circle by the central line of symmetry, each 

piece was placed and adhered to build a larger mirror image. Small liberties were taken in the placement of the 

‘tiles’, to illustrate imperfection in even such an ideal interaction. To construct the piece entitled Parasitism, I 

thought about the overtaking of a host by a parasite, and how that could be shown through smaller ‘growths’ in 

top of the forms. The forms, corresponding with one another throughout the three sculptures, are also differenti-

ated through color. Mutualism is a warm appealing red hue, while Parasitism is yellow-green with hints of a 

contrasting warm color. Commensalism, perhaps the most obviously organized sculpture for its grid like struc-

ture of tile placement, is a more neutral hue akin to blue or teal. The pieces in Commensalism also do not touch; 

a visual nod to the theory that an unaffected result to the interaction may not realistically exist between two or-

ganisms. In Mutualism, a glaze is applied thickly to encourage pooling between the hand formed half circles 

that were originally attached to clay slabs through scoring. The sheen of the glaze combined with the milky 

haze when it gets thicker references a natural environment or habitat, the specificity of which is left up to the 

viewer. It could be frost, or sugar, or mucus. For Parastism, the thick application of glaze encourages larger 



 

 

particles of the moon glaze to form on the surface. Since all three works are what I consider symbolic abstrac-

tions of these three types of symbiotic relationships, visual connotations are bound to be varied and the associa-

tions of viewers are welcomed.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 Mutualism (detail). Glazed stoneware on dyed wood. 22”x22” 

 

Clay as a material goes through a cycle of vulnerability and strength. As a wet material, it is compact 

and easily formable. As it transforms to a bone-dry state with the aid of air, it becomes very fragile. By intro-

ducing the media to extreme levels of heat in the kiln, it then gains strength. It becomes more durable, and when 

thinking about the material, I think back to its source. Clay is a natural material, derived from the earth. My 

inspiration for my hand-built and press molded ceramic sculptures are pearls, figs, and slime mold. These all 

share repeating round forms, and lattermost of which grows in groupings of parts. The similarities and patterns 

throughout led me to think of what material should support the ceramics. Wood is also naturally occurring, and 

growing. The circular shape is yet another symbol, its smooth edges contrasting with the layers of composite 

plywood beneath a maple veneer. Nothing is entirely perfect. Chaos can be refined, and large ideas can be ab-

stracted and communicated through simplistic, duplicated forms.  

 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 Commensalism (detail). Glazed stoneware on stained wood. 22”x22” 

 

Color is a large factor in the ceramic pieces. In many ways, I mixed the velvet underglazes until the hue 

‘felt’ right for the piece. For Mutualism, I chose and mixed a warm red. Arguably one of the most eye-catching 

colors, the brighter red pops against the dyed blue tone of the wood while the more pink pieces provide some 

variety. The more highly saturated red has drawn visual comparison to cinnamon flavored candy and micro-

scopic views of staph infection, while the glaze pooling between the forms and in spaces is like frost on holly. 

These wildly different connotations are exciting to me because give the work the opportunity to mean more than 

just what I intended. The bright green underglaze of Parasitism with touches of yellow fired to a desaturated 

yellow-green, resembling an infection with the application of a moon glaze, forming granules that crack apart 

on the surface. I brushed on a water and fabric dye mixture as these pieces cooled from the kiln, and the dye 

settled into the cracks in the glaze. Finally, I felt that Commensalism required a pleasant color, for its theme of 

neutrality. Psychologically, blue has been shown to have effects of calm. It also references the ocean, from 

which pearls are derived (the original inspiration for my rounded forms). What was once a blue-grey underglaze 

turned green, prompting a second application of a blue glaze which then created variety between blue and blue 

green. 



 

 

 

 
Parasitism (details). Glazed stoneware on stained wood. 22”x22” 



 

 

 
Bind, Linocut on inket, wood, glazed stoneware. 6”x9” 

 

The natural themes extend into the prints by way of flora. Blurry digital images contrast with the cleanly 

carved lines of the relief print over top. Transparent ink introduced new hues which represent the altering prop-

erties of passed time. Memories fade and become less easily rendered, with the present clear and crisp. In a ma-

jority of the linocuts in Bind, Bond, Garner, and Gather, the image of a flower appears. The connotations of the 

flower as a symbol vary depending on the species of plant, color of the petals, and primarily the culture within 

which the flower is analyzed. For example, while flowers can be thought of as symbols of celebration and new 

life during the spring season, they are also deeply embedded in our Western traditions of mourning. Being rep-

resentative of both life and death makes the flower an excellent icon of time. Specifically, I drew reference from 

chrysanthemums which encompass a range of meanings, from life to death. In Victorian times, these flowers 

were used to communicate friendship and well wishing. In China, they represent luck and symbolize a long life, 

and in Belgium and Austria, they are a memorial flower to honor deceased loves ones
4
. In my second linoleum 

block, I illustrated an image of the front of my childhood home, tying together ‘people’ of the photos, ‘places’ 

in which each image and moment occurred, and ‘things’ which exist in the ceramics, photos, and prints. The 

color of ink for the floral imagery is rose-colored: optimistic. The blue that overlays central images represents 

the focus of a realistic way of looking at things—but one that is still strongly influenced by nostalgia. Finally, 
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 Heilmeyer, Marina, Stephen Telfer, and Christopher Wynne. The language of flowers: symbols and myths. Munich: Prestel, 2006. Print. 



 

 

smaller ceramic pieces that mirror those on the larger sculptures are adhered to these prints, kept simple with a 

clear glaze over stoneware. 

 

 

Garner, Linocut on inket, wood, glazed stoneware. 6”x9” 

 

Garner, Linocut on inket, wood, glazed stoneware. 6”x9” 

 



 

 

The process of hand-building the ceramics began with white clay called stoneware. After wedging the 

clay, I used canvas and a roller to create a large, thin slab. Using a fettling knife, I cut the clay into small sec-

tions. For Mutualism, these were mirrored shapes. I tended to make six, eight, or ten pieces at a time. From 

there, I placed the cut slabs on a board and applied water to the surface. After that, I would break off small bits 

of clay, roll it in my palms into a sphere, and use a small arrow-headed knife to slice the sphere into halves. I 

would then score the surface of the slabs, and score the flat bottom of the half-sphere. Applying the piece down 

onto the slab with enough pressure to adhere and smoothing the surface completed the attachment. I then 

trimmed the excess clay of the original slab around the round edges of the half spheres, smoothing the edges 

with water and my fingers. For Parasitism, I would add the additional step of making score marks between 

forms and repeating the process with tiny balls of clay that were also scored and pressed into place.  

 

Commensalism (detail). Glazed stoneware on stained wood. 22”x22” 

 

In creating Commensalism, I altered my process slightly by creating a press mold. I first made ‘identical’ 

master copies of my hand-built clay pieces. It was important to me to make all of the pieces for this work uni-

form, displaying a broad idea of the lack of positive or negative consequences from the commensal interaction. 

Using coddle boards and clamps, I mixed dry plaster with water and poured it when it was properly set up to 

create a mold. When the original clay was removed from the mold, I waited for it to dry. Then, I applied a bit of 

water and pressed wedged, wet stoneware into the negative impression in the plaster mold. Applying enough 

pressure in this method is crucial, as is eliminating potential air pockets. Once the clay was piled on well, I used 



 

 

a wire tool to trim the excess to the level of the mold (to create flat bottom surfaces on each piece). Using an 

additional amount of slightly drier clay that fit into my hand, I carefully pulled the cast from the mold. Repeat-

ing the steps of applying water and trimming around the edges, I was left with copies of the same piece with 

unique irregularities; some were flatter then others, but when placed in the same orientation appeared the same. 

I intentionally allowed for this, because it hints to the hand-made aspects of the process, rather than appearing to 

be machine-produced. It is also a subtle argument for the stance which supports that two organisms in such 

close interaction must impact one another in some manner.  

 

 

Mutualism (detail). Glazed stoneware on stained wood. 22”x22” 

 

 

‘Symbioses: Recollect’ is the culmination of my experiences in graduate school. Having been free to ex-

plore different media, techniques, and materials, I discovered affinities especially specific to linoleum-cut relief 

printmaking and non-functional hand-built ceramics. The exploration in connecting these two media in particu-

lar has created an endless supply of possibilities for future, related works. I plan to continue to work with both 

printmaking and ceramics, working to further combine both in sculptural and installation artworks. While com-

piling my research and building my pieces, contemporary artists in both the disciplines of printmaking and ce-



 

 

ramics influenced my direction. The first of these artists was found as I was making preliminary sketches and 

searching for makers who created objects that aligned with the visuals I was thinking of.  

Katherine Dube’s work extends from sculptural to functional, often in a pure white, glossy surface. Her 

installations were captivating, appearing to grow from the wall on which they were placed. Themes of growth 

led me to her piece with the same title. To my surprise, after I spent hours sketching rounded, bubble-like 

forms, I discovered that she created Aggregation vessels with forms that could provide insight to my own prac-

tice of hand-building clay. My interest in the circular form is nothing recent to my thesis work, so considering 

my affinity for the shape, my interest was peaked when I was Beth Dary’s work. Her installation Full Circle is 

delicate, featuring clusters of pins with round heads—like the ceramic pieces I was figuring out how to turn into 

a reality. The answer for how to approach my work appeared: building piece by piece, grouping half spheres 

onto tiles. Finally, as I continued to pursue research and making, I found myself looking back on previous work. 

The use of a transparent ink in a relief method of printmaking had been successful in the past, and they had been 

over inkjet prints. When I sought out artists who played with transparency in their methods, I found Laura Ber-

man’s collection-based monoprints. Finally, Kirsten Hassenfeld’s work was influential. Specifically, her piece 

entitled Cabochon, which is an oval collaged work featuring floral imagery, a contrast of color between white 

and gold, and a history of art practice that focuses largely on color, pattern, and craft. By looking at all of these 

artists and their work when I completed the body of work for my thesis, I decided that I would like to continue 

to pursue the themes of memory and relationship in the future: in the form of ceramics both sculptural and func-

tional, printmaking in a variety of techniques from serigraphy to monotype, and beyond even those with paper-

making, bookmaking, jewelry, creative writing, and music. 

 

 

 

Self with Mutualism. 
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Together (detail), Linocut on inkjet, wood. 22”x22” 

 



 

 

 
Mutualism. Glazed stoneware on stained wood. 22”x22” 

 



 

 

 
Garner, Linocut on inket, wood, glazed stoneware. 6”x9” 



 

 

 
Together, Linocut on inkjet, wood. 22”x22” 

 

 



 

 

 

 

Commensalism. Glazed stoneware on stained wood. 22”x22” 

 

 



 

 

 

 
Top: Commensalism, Bond, Mutualism, Bind, Parasitism 

Bottom: Gather, Together, Garner 


