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Matter is a long road trip. 
It’s a wrong turn. It’s two lanes merging into one lane. It’s the playlist you decide 

to keep singing along to as it starts again from the beginning. Matter is fluid, hard to pin 
down. Matter is what brings us to physical art making. It is the sheen of a glaze, the 
glow of a blue, it’s the part of art making that is so like us. Matter is that second trip to 
the hardware store because you did not get enough of it on the first trip. Matter is that 
extra screw that keeps the structure from being crooked. Matter is that thing that 
doubles the estimated work time of a project. Matter can be predictably unpredictable. 
Matter spills and is sticky. Matter is not quiet, it hums and whizzes and whirs. 
 

In Gallery 353 of the Arts of Africa, Oceania, and the Americas section of the 
Metropolitan Museum of Art in New York City, there is a particular item on view from the 
19th–early 20th century.  A navigational chart made by a person from the Marshall 1

Islands hangs on the wall. It is made of coconut midrib and fiber sticks tied like a grid, 
with some variation. Each chart created was unique to its maker, and the navigator was 
the only person who could fully interpret and use it. It was kept on land but designed as 
a map of the water. Each tie and placement of a stick represents a swell pattern in the 
water in relationship with the surrounding islands. It has been said that the maker would 
lie down in the boat and feel the way in which the water moved in order to create this 
map. 
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Navigational Chart (Rebbilib),19th–early 20th century, Republic of the 
Marshall Islands, Marshallese people, The Metropolitan Museum of Art



When I am in the studio, I lie down in the boat and feel for currents and swells. 
The decisions I make about what goes where are like the ties and shells that mark 
islands and unique moments of the topography of water between islands. These 
decisions come from the whole body. The decision making process starts with the eyes 
and the hands. Then the head has a say and hopefully the heart speaks up. Decision 
making concludes when the stomach is satisfied, when there is a gut feeling of “yes”. 

This is the part of the viewer I would like to speak to - the stomach. Various 
cultures locate emotions and the rational mind in different parts of the body. “The three 
general types of conceptualization of the mind and also of emotions have been labelled 
abdominocentrism (i), cardiocentrism (ii) and cerebrocentrism (iii) (cf. Sharifian et al, 
2008b), the labels referring to those body organs that play a central role in 
conceptualization.” The English language dichotomizes the heart and the mind. “In the 
abdominocentric approach, the mind is located in or around the abdomen. 
Abdominocentrism is the predominant approach in Southern Asia, Polynesia and other 
disparate cultures… In these cultures, feelings are located in the belly, in the liver or in 
the kidney and rationality is located in the liver, in the ear.”  I want my work to bridge the 2

gap the English language has established between heart and mind, and I think the best 
way to do this is through the belly.

My studio is a place of play and experimentation where everything is a material. I 
make objects that speak to the eyes in the way that texture speaks to the hand. Smooth 
and rough, matte and shiny, warm and cool. My color palette is a fall day in a full twenty-
four hours. I want to talk to the skin of strangers. I attempt to collapse or reverse 
hierarchies - functional and material - while investigating the personality and fluidity of 
matter. I introduce the extroverted to the introverted. Opposites meet and connect or 
repel. I bring various materials together ranging from conventional art supplies to lunch 
leftovers to the carefully curated ready-made. Synthetic acrylics and earth oxides come 
together like trapeze swingers across the surface of a form. Crescents of studio floor 
sweepings, frozen lamp soot melted onto paper, a Wi-Fi router and slabs of fired clay 
displaying a kaleidoscope of various colorants come together mapping a sea of control 
and chance. 
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Left, lamp soot melted from ice onto paper 2017. Right, colored ceramic slip on newsprint and clay 2017.



I investigate the resonant object. We are energetic beings in physical bodies. The 
objects I make are full of affect and texture, they are biomorphic and extroverted. They 
are colorful and curvy with much indication that they are made with hands. They 
formally relate to the human body. My materials include clay, paint, and glass, with their 
own loaded histories. And so, while I create these extroverted resonant objects with 
materials that have long histories, I notice that I am surrounded by what I chose to call 
introverted objects. The introverted object is something that is designed to disappear 
and simply provide function. The Wi-Fi router, the smoke detector, the thermostat on the 
wall, the power strip - these objects have a dull matte plastic sheen with minimal 
decoration. They have a contemporary aesthetic that is not nostalgic yet, as it is 
designed to sit in the corner of the room and quietly provide function. They would be the 
wallflowers at any social gathering of objects. I introduce these introverted objects to my 
handmade extroverted objects to see how they get along. 

With the word “potential” in mind, I put holes, slots and loops in the objects I 
make to allow for hand holding, hugging and embracing with introverted objects. Such 
an assemblage might consist of: a textured ceramic trunk vessel with a sterile chair leg 
as a limb and a broadcasting Wi-Fi router as a heart. My sculptures relate to Jay 
DeFeo’s surrealist collages, where body parts and machines come together to create 
new entities. 

When I encounter a material like glass or clay I like to show evidence of the 
material at ease. I do not ask liquid glass or wet clay to conform or become rigid. The 
extruded ceramic loops feel the pull of gravity as they fall towards the floor. The glass I 
gather on a punty from a hot furnace naturally curls like a snake as it cools. I allow the 
process to show in my handmade pieces. Since I have begun to introduce the 
introverted objects into my studio, I keep them clean and unscratched as to 
communicate their much shorter history. These contemporary objects teach me to be 
careful with things. I am learning how to take them apart, and how to cut them up and 
use them as an art material. These objects also teach me new methods of assembling. I 
take on the role of the electrician or the plumber, using rubber washers or heat shrink 
tubing to connect or support opposing materials.

I am interested in making responsive work that is aware of its surroundings. Like 
water always finding its level, I have frequently moved to new towns as a stranger and 
adapted to extreme surroundings. I traveled with a street show circus act and woke up 
in a park surrounded by people doing Tai Chi. I’ve called houses made of tires and 
bottles home in the high desert and learned how to forage. My mountains changed to 
skyscrapers when I shifted to bustling city life and adopted an iPhone. I do not sit still, I 
say yes to a lot and seek out adventure as a priority. My works reflect my navigation of 
these waters. The components in my sculpture are not glued or fixed as they can be 
disassembled and packed easily for transportation. I use the dimensions of my station 
wagon as a reference when fabricating works. Like the coconut fiber in a navigational 
chart, I apply soft curves or twists to match this ease of flow. The vibrant colors and 
textures match my hyper-engagement with my environment. The ready-mades that I 
add as companions to the handmade objects are points of entry for the viewer. For 
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example, the tops of the tables I built for my thesis are made with a black opaque acrylic  
to mimic the iPhone screen. My sculptures soar, balance, sway and hold weight. I 
create things that do. When installed, my objects are containers for physical forces - 
active objects that balance and twist, defying gravity. I want these sculptures to mimic 
human activity, because we are, as Jane Bennett states, “walking talking minerals”.3

Contemporary photography has had a strong influence on my work. When I 
emerged from the mountains and integrated into an urban setting, I was influenced 
greatly by the Instagram app. In a way, it was the doorway to the contemporary art 
world, which I did not look at much before. I encountered the photography of Ana Kraš. 
Her quick captured moments strongly influenced how I saw. I started to include the 
introverted object with my works through photography. These pictures include a wild 
textured ceramic cup I made sitting in a Keurig drip coffee maker and another of an 
eggshell painting I made on the wall next to the air conditioner. This at-hand attitude in 
photography relates to the sculptures I make. I want the works to feel as candid as a 
photograph - completely in the current moment. 
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Left, ceramic cup in Keurig coffee maker 2015. 
Right, eggshell painting installed next to an air 
conditioner 2017.



On the other side of the world from the Marshallese Islands, around the time the 
navigational chart was created, Europe was inventing Modernism. This was a time 
when painting and sculpture started to look at and question themselves through their  
mediums. I call the Impressionists some of the first punks of the art world, insisting that 
paintings show brush marks and depict life as blurry and shimmering, while responding 
to new technologies and starting the first DIY gallery space after being rejected from the 
Salon. Later in the US, Robert Rauschenberg made what he called Combines where he 
blurred the line between painting and sculpture. The Cubists used newspaper to call 
attention to a painting’s flatness, but Rauschenberg put bits of newspaper in his 
paintings so the work would reflect the current moment. In the film Painters Painting, 
Rauschenberg smiles with a glass of scotch in his hand, and says that his work is “an 
invitation to look somewhere else”, and later he said, “The artist’s job is to be a witness 
to his time in history”.  I think about these statements when I walk into the studio. I used 4

to make art while the world existed elsewhere. The introduction of the ready-made is my 
attempt to drag the world into the work. 

In the spring of 2017, I was deeply moved by The Sky is a Great Space, a 
retrospective of the work of Marisa Merz at the Met Breuer. She is one of the lesser 
known Arte Povera artists that formed as a like-minded group in the seventies. Her work 
is a response to her environment, her kitchen being her studio for many years. Her 
poetic works draw from her surroundings in a way that feels vital and essential. One 
piece I was particularly taken by: Untitled, Nine unfired clay sculptures on steel and 
paraffin platform 1990-2003, a wax square on the floor with ceramic works, is broken 
into bits and re-poured for every installation. I felt as if this piece and many of her works 
could easily be packed into a bag and carried on the subway, but then expand out into 
space when installed. I like the nomadic aspect of this, but also the idea of a work’s 
ability to respond to its surroundings. With her works in mind I create sculptures that can 
pack up and thus fluctuate from humble to expansive and expressive. A sculpture is 
something viewed in the round, so, to play with this, I asked if a surface could be a form. 
And so, I created thin flat objects to create an experience of vast and expansive to small 
and discreet that expands out again as you continue to walk around it. I created large 
ceramic and glass slabs that precariously stand up on one side. I glued sheets of mica 
together with gorilla glue as well as a pile of debris from my studio floor to create super 
thin but expansive objects. I had an Ikea table in my studio with legs that can screw off 
when it is not in use and lean flat against a wall when floor space is needed. The 
nomadic function of this table spoke to me like Merz’s Untitled paraffin piece. These 
table legs were combined with cut two by fours to fit together with a lap joint. I then 
covered the wood with paper pulp, gesso, eggshells and added color with an unfired 
glaze I made into an acrylic paint. This sculpture is held together by a large eye bolt, 
and when unscrewed can be bundled and stored. Disassembled, it is simply a bundle of 
sticks. When installed, It is a force of its own, directing the flow of traffic like Richard 
Serra’s Tilted Arc in 1981. 
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Marisa Merz, Untitled, Nine unfired clay sculptures on steel and paraffin platform 
1990-2003, 28.3x300x300cm installed at the Met Breuer, NY

My packable sculpture with Ikea legs and eyebolt



Another work that significantly influenced how I make is Torsion created in 1968, 
by Arte Povera artist Giovanni Anselmo, which I saw at Hauser & Wirth in the Fall of 
2017. It is a wooden dowel wrapped in twisted leather and cast into a block of concrete. 
The dowel is held up against the wall by the tension in the leather. If the block were to 
be pulled away from the wall it would unravel. This work speaks directly to the belly of 
the viewer. You literally feel the potential energy of the piece wanting to unravel when 
you encounter it. 

With this work in mind, I created a large boulder in porcelain clay, that I then 
glazed with a cobalt blue crystalline glaze. Crystalline glazes are made up of 
predominantly zinc that form crystals and when the glaze slowly cools. This glaze was 
developed when pottery abandoned its painterly decorative embellishments and the 
attention shifted to the form of the pot during the Art Deco period. I then cut a slot and 
slid a large rectangular light cover into the form. I clipped a binder clip to the edge of the 
plastic rectangle opposite the ceramic form and integrated the work with the museum by 
using its hanging system to whimsically curve the plastic into the air. The Arakawa 
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Giovanni Anselmo, Torsion, cement, leather, wood, 1968, 72x86x86cm, 
installed at Hauser & Wirth, Chelsea, NY



hanging system of the Dorsky Museum is engaged and becomes an essential part of 
the piece’s ability to soar. The viewer can feel the tension of it wanting to drop if the clip 
were to be released. Tradition and function are actively flattened in this work. This piece 
strays from the tradition of using crystalline glazed ceramic as pottery and combines it 
with a plastic light cover, which no longer serves the function of diffusing a light bulb. 
This work draws attention to the wire system that is designed to withdraw. 
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I am writing in advocacy for the considered object - the resonant object that does 
not serve a utilitarian function or exist as a product. All objects are containers for stories 
and memories - even the Made in China object and the Walmart object - no object is 
without meaning. I want to live in a world defined by more than what Walmart and 
commerce offer. The concept of ‘world’ emerges from the layering of objects. My thesis 
attempts to investigate the overlaps between the affective handmade and carefully 
curated ready-made. In Bed With My Firefly is a scene for objects installed onto the flat 
kitchen table. 

No object is static. I first understood that boundaries are an illusion when I 
learned how food affects the body and mind. Iron exists in blood, spinach, wine, 
vermillion red paint and terra cotta clay. Terra cotta clay is red due to high amounts of 
red iron oxide and was the first material I encountered that I felt this bodily connection to 
my work. I frequently use red iron oxide to point to the histories of the Lascaux cave 
paintings and in the Palazzo Steri by prisoners of the Spanish Inquisition - both are 
testaments to the human need to draw and record. Red iron oxide is a physically 
personal and historically significant material that I like to juxtapose with battery powered 
objects to communicate a transcendence of boundaries. A world without boundaries is 
most intimately understood in the act of eating. Maud Ellman describes the comings and 
goings of food, as Bennett goes on to explain, “[Food’s] disintegration in the stomach, 
its assimilation in the blood, it’s diaphoresis in the epidermis, its metempsychosis in the 
large intestine; its viscosity in okra, gumbo, oysters; its elasticity in jellies, its 
deliquescence in blancmanges; its tumescence in the throats of serpents, its slow 
erosion in the bellies of sharks; its odysseys through pastures, orchards, wheat fields, 
stock-yards, supermarkets, kitchens, pig troughs, rubbish dumps, disposals; the 
industries of sowing, hunting, cooking, milling, processing, and canning it; the wizards of 
its mutations, ballooning in bread, subsiding in souffles; raw and cooked, solid and 
melting, vegetable and mineral, fish, flesh, and fowl, encompassing the whole 
compendium of living substance.” and Bennett adds, “what Deleuze and Guattari called 
a certain ‘vagabond’ quality to materiality … reveals the swarm of activity subsisting 
below and within formed bodies and recalcitrant things, a vitality obscured by our 
conceptual habit of dividing the world into inorganic matter and organic life.”  By 5

creating works that speak to the gut of the viewer, through physical forces of tension, 
balance, and materials that are found in food and the body, the stomach is elevated to a 
space for transformation rather than an organ that serves to fuel the brain.

While investigating materials, I found I am intrigued by plastic and chose to 
significantly use it as a material in my thesis exhibition. Plastic is something we use to 
keep us safe from harmful bacteria but also a material that releases toxins into our soil 
and water. I lived in an off grid community with strong intentions to live harmoniously 
with the planet. The houses in this community are built with trash and use of plastic 
bottles for partition walls. The adobe walls of the house swallow plastic and use it as a 
filler. Living in these conditions, I became aware of humanity’s impact on the planet. 
Relationships are inter-objective. Subject is simply perspective. Michael Pollan 
investigates evolution from the perspective of plants. A bee may think it is the subject 
and the flower she visits is the object that feeds her. But to the flower the bee is the 
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object that enables pollination.   As humans, 6

we think we are the bee, the subject, and the 
earth is the object that feeds us. The 
contemporary mindset views the planet as 
disconnected from the body and a resource to 
convert into capital. But we are the planet.  I 
am a body made up of little bodies. A person, 
a world, a planet is an essence that emerges 
from the interaction of many little bodies. 
Timothy Morton defines the sensual object, 
“Objects entangle one another in a 
crisscrossing mesh of spacetime fluctuations” 
and he goes on to decentralize 
anthropocentric views (which I feel is a 
harmful way of conceptualizing the world). 
“OOO radically displaces the human by 
insisting that my being is not everything it is 
cracked up to be - or rather that the being of a 
paper cup is as profound as mine.”  Object 7

relationships are more than simply one 
affecting another. Object relationships are 
non-linear. They are layered and bleed into 
one another, merge and emerge at different 
points, in different opacities. My thesis work 
attempts to reference this through form. The 
installation is a body made up of little bodies 

interacting. My sculptures emerge as an assemblage of affective and introverted 
components. The individual sculptures can exist autonomously from the installation, but 
a third thing emerges from the installation as a whole when the objects are curated in 
relation to one another. 

Plastic is a byproduct of oil that both preserves and takes life. I do not intend to 
resolve my feelings towards plastic in this paper or have a fixed position as to how I 
want to convey it as a material in my work just yet. I recently realized my love for 
plastic… what does it mean to love a thing we all hate but we won’t stop using? We’ve 
used it to travel to space. We use it to keep our cars from rusting. We use it to deliver a 
glass of orange juice from a tropical place to be enjoyed in the middle of winter. In fact, 
the use of plastic has become a necessary tool for keeping clay soft and ready for use. 
We can’t turn back now. But also, what does plastic teach us about things and about 
each other? It is treated as disposable but lasts forever. I think for now, I use it as a 
mirror. For now, I approach it as an available resource. In an age when we have a 
material labeled plastiglomerate created by a beach in Hawaii, I integrate plastic as part 
of the landscape of the kitchen table.8

Materials are forces of their own volition. When I experiment with materials I find 
their personalities similar to humans. Clay is vulgar, charcoal is volatile, glass is 
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An earthship wall made with adobe and 
plastic bottles



temperamental - it gets hot or cold rather quickly. If a viewer sees herself/himself in an 
object, this could create a feeling of familiarity towards a thing. An interconnectedness 
of things can translate and expand to empathy. I approach materials without hierarchy 
and hope that this translates to the potential of a non-hierarchical society -- flattening 
the “us vs them” mentality, to one that is just “us”. I intentionally chose to create works 
without pedestals for my thesis to communicate non-hierarchy, a world without 
boundaries and display familiar, opposite and unconventional substances that find 
themselves hugging, embracing, colliding or repelling each other. My work is an attempt 
to destabilize tribalism through object making. 

“Feeling implies the union between body and spirit, mind and machine… 
because feeling, understood in its self-evident subjectivity, is none other than thinking” 
says Mario Perniola.  In Bed With My Firefly is a collection of works created by an 9

abdominocentric decision making process to create a navigational chart-like installation. 
The works communicate liveliness through form - active assemblages of minerals and 
plastic. Just like a half circle visually implies a full circle - the viewer completes the 
circuit. The viewer finds her or himself, a walking talking mineral, surrounded by lively 
objects that speak to her or his stomach. The installation is meant to create an “us” 
sensation that activates a feeling of connection to a sticky viscous mesh of inter-
objectivity - a non-hierarchical kitchen table landscape of mind and machine. I 
appreciate where this work positions me as an 
artist, rather than feeling accomplished, I feel I 
am at the beginning of something.
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