




“I used to think great art or great things came
from the root of a tree, but as I got older I
thought no, from the branches, then later I

thought from the twigs and the leaves, the tips
of the tree, but now I know it is from the heart.”

-Shoji Hamada
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A r t i s t  S t a t e m e n t

From a very young age the beauty that surrounds has
completely engulfed me. I am one of those who cannot
escape the beauty that I see. I am a fanatic. I am impulsive. I
am deeply considered and simultaneously unrefined. I have
an insistent need for expression, for without it I am afraid of
what I might become. I have been raised with good morals,
by the kindest hearts. I am one of the lucky ones and yet I
continually doubt my own gratitude. My family has given me
what it takes to understand the importance of love, and love
is what I put into my creations; but what is a creation without
a beholder? And that fact alone is what led me to the
Ceramic arts. The functional object can be an immensely
powerful tool and when used in the right way it can nourish,
beautify and enhance. My hope is to reach out to a world that
I don’t immediately know how to reach. My goal is to share
the beauty that I see with everyone I possibly can. My life is a
practice in expressing gratitude, and I will continue to do it in
the only way I know how, through the physical creation,
expression and dispersing of love.



T h e s i s  S t a t e m e n t

Through the creation of a physical, tangible construct, I
hope to facilitate the potential to create a reaching, trying,

learning and intangible concept within the minds of the
beholder. To instill an idea that challenges the threshold of

human processes, good intentions, collaboration and hope.
All the main ingredients that comprise the core of our

humanity; the things we reach for but cannot achieve alone.



N a r r a t i v e
My work borders on the vast complexities that make up our
contemporary life. Our idolization of objects, our attraction to them and
the power they have to pull us in. The disgust we may secretly feel
about consuming, or the blatant inability to regard consumption as a
potential issue. The toils of consumerism paired with our innate and
insatiable need to be consumers. My work questions where we stand
in it all. In what direction do we put our faith; towards the heavens or
towards ourselves?  Is the search outward or inward? In what faculties
do we place our hopes and fears? Do those perspectives enlighten us
or frighten us? Encourage or withdraw? I feel that every day we
encounter these issues that people try to play off as trivial. After all,
what’s the use in trying to make sense of something that doesn’t
make sense? W hether we ignore these thought processes or not,
they are inevitably a part of our existence as humans. We are over-
prescribed, over-medicated, over-stimulated and over-populated. We
are exhausted but we still move forward, we still try, we still work our
jobs that we hate or love, and we still have children and pets and
homes. Most of us are so fortunate, fed watered and bedded,
supported by loved ones, encouraged by society and yet still we feel
this deep void, this plight of luxury. 



This is why I am reaching out to people by the very means they are
used to, through material objects.  For the inherent difference within the
realms of the handmade is the power of communication that is
contained within the mark of the hand, and the object produced. If
nothing else, my goal is to try to spread joy for joys sake and with any
hope, instill a sense of healthful contemplation and empowerment that
we as a culture need more of. My subject matter is comprised for a
longing to enrich the lives of those who encounter my work, either
through the objects produced or the message received. This will be
achieved through the use of wheel thrown objects. Three subsets of
objects will be used, the first being a single large scale spire, the
second a grouping of large vases and the third a mass of wheel thrown
tumblers. These objects will be forming a circle with the spire in the
center, a metaphor for our world, our connectedness and the layers
that comprise it. Lastly the viewers and participants will be interacting
within this circle, taking a cup in order to possibly reflect on the very
core of why we give and why we take. The facilitator of this
communication will be the spire. Its sheer size is unavoidable, its
connection to the surrounding forms are clear in their construction but
its conceptual purpose is left potentially ambiguous, leaving room for
the viewer to understand it in their own way. 



 Furthermore, the spire represents the gray matter of life, the
unanswerable questions, and the uncertainty of change, the vastness
inherent within the dual realities of our world,all the white elephants and
crisis of contemporary living strewn across all the infinite amounts
beauty. Through history, the spire has widely been used as a monument
that is assiociated within the realms of Christianity; the reaching and
protruding structure that the holy cross sits on top of. Be that as it may,
my inclusion of the spire has nothing to do with religion. The word “spire”
actually comes from the Old English root word of “spier” which translates
to blade of grass. The later application of the spires physical form to
gothic architecture and the tradition of using church spires to promote
the cross have clearly been inspired through that very definition. To me,
the spire is a further testament to this big-world perspective that we
encounter every day; sometimes we can feel immensely small but it is
that very perspective that gives us the understanding of the unknown
that we so long for. This monument has only ever been constructed
through the efforts of the many. Such a great effort is made to create an
object whose main purpose is to be seen from all ends of a community,
an object that facilitates invitation. In an effort of making this form my
own I built it through a singular and solitary effort much like the solitary
effort life can represent. Yet, simultaneously I had to 



 rely on the help of others to stack the construction; which to me was
a more important part of the process than the making of it.W ith that
said, my solitary efforts would have gone completely by the wayside
without the help of others. The vases further imply an extension of the
reaching efforts we as humans make every day. A layer that borders
the spire to not only guard and protect, but to attract and welcome the
viewer. We create layers within our own lives, some for protection,
some for comfort and some for sheer continuation of pleasure. These
vases represent all of these feelings. Protection of the structure it
surrounds, comfort in the sense of its manageable size, and the
pleasure I felt while creating them as well as the pleasure felt when
viewing them. Moreover, my goal is to pull the viewer in close enough
to see and touch but to imply a sense of confliction in those very
actions; in fear they may disrupt the sanctity of the construction. In my
mind, the functional vessel is much more than an ability to contain
something, to me it is the implication of fertility; a transcendence of
beauty and utility. These vases were built with that thought in mind and
then pushed far beyond the realms of conventional function. The forms
have the ability to contain something but mainly their function is only
implied. That implied function though, is what I feel gives these pots
their strength, both physically and otherwise.            



The tumblers represent our individual existences. No two tumblers are
exactly alike but they are all comprised of the same material and the
same handling, this alludes to the differences in our likeness. The
potential we harbor for nourishing others and the potential we contain
for enrichment, not only from our own personal beauty but our sheer
individuality. The cups will be placed on the ground to allow no barrier
between the viewer’s interactions with them. I feel that this interaction
will be a more personal one, the implementation of pedestals is not
invalid but I do feel the usage of pedestals contains subconscious
implications, implications that I fear might change the intimate
interaction in which I am trying to achieve. The cups will be presented
in the largest grouping and they will be more impressive in numbers
than they will be standing alone, much like the installation itself. My
hope is that surrounding the much larger forms will create a more
vulnerable perspective to the cups themselves, implying our own
vulnerabilities, giving them context much further than that of a
conventional material object. Allowing the viewer the potential
opportunity to think of a craft object as something that transcends
materiality, to really facilitate a mode of thought that makes something
as simple as a cup more than just an object. 



I have looked a great deal into the work of relational aesthetic artists
which is a term coined by Nicolas Bourriaud in his book “Relational
Aesthetics.” Bourriaud went on to curate a 1996 exhibition called traffic
at the CAPC musee d’art.  Traffic was comprised of artists that
Bourriaud would continue to refer to as relational aesthetics artists for
the duration of the 1990’s. Many of these artists reject the use of
object-making as a means to send a message and therefore turned to
the people themselves or the scenery of the gallery to make up their
finished art work. Some, like Damien Hirst, exploit our idolization of
objects and our luxurious appetite as a culture to consume precious
jewels, gold and silver. Damien takes it a step farther by keeping them
on preserve in formaldehyde, much like we as humans preserve
material objects that we may have no intention of ever using again. He
not only beautifies these objects but also forces them to allude to the
starkness inherent in our very idolization of them. Rirkrit Tiravanija, on
the other hand, simply cooks for people at her show openings. She
rejects the entire objectification of art galleries by pointing the focus
entirely on the act of the simple joys of an everyday activity while
simultaneously sharing the ingredients of whatever she is cooking;
something that most people keep secret. 



I will be taking my inspiration from these relational aesthetic artists in
my own direction, based upon my own morals with equal emphasis on
not only the objects I create, but the social experience in which the
space will harbor. I also draw my inspiration greatly from Brancusi or as
some refer to him, “the father of sculpture.” His stacked forms have
been an inspiration to me for many years and have inspired my making
process thoroughly. The act of stacking is a methodical and humbling
process, each layer becomes more challenging than the next, the
higher the form reaches the greater the effort. He too emphasizes much
importance on the use of materials and their relationship to the
sculpture. Generally, with the cheapest material on the bottom and the
most precious on the top.  However, I will be headed in an opposite
direction than Brancusi by placing my most precious objects on the
floor. In doing this I am not only de-emphasizing the obvious and
intrusive focal point that is the spire, but I am also trying to make a
statement of the tenuousness inherent within the precious. We don’t
necessarily always realize what is precious. After all, what is precious to
one can be garbage to another. This thought could be taken further as a
comparison to the low value we as humans sometimes place on our
most precious commodity; our individual existences. 



Lastly, an inspirer who has enamored me from the very beginning of
my workings in clay, one of the worlds most celebrated potters, Shoji
Hamada.  If his process wasn’t eye opening enough than it is the way
he speaks about pottery that forced them to never close again.  He is
a highly skilled potter who spent a large duration of his life creating
pottery in the mountain town of Mashiko, Japan. Producing thousands
upon thousands of pots annually all with the use of the raw materials
that surrounded him. He created a life from it, an entire family within
an entire community, all which focused on the production of handmade
wares. Everyone sharing the same passion and the same vision,
working together to produce as much as possible. Shoji garnishes his
love for pottery with a modesty beyond any other. In the book “Shoji
Hamada, A Potters Way and Work” author, Susan Peterson dives
deep into the investigation of the inner workings of Shoji’s humble yet
extraordinary life. Shoji views his creations not just as pots but as
individual entities, “‘Create,’ that word—so often we use it. People use
the words ‘to create’ very readily, but I don’t like to use them very
often. The things that I do, my wares, are not made but born.” It is
interesting to me now, in reflection of my own process that I did not try
to emulate these feelings Hamada speaks of. 



Instead, I discovered what he speaks to through my own practice and
the repetition of that practice. Only recently have I felt that the pots I
make are capable of transcending a border between being pots and
being individual characters. One must have great faith in the work
they make to put that much emphasis on their character, and through
vast amounts of repetition I finally contain that faith. It is the voices
like Shoji, which have allowed me to experience these things first
hand, before I ever could fathom creating the experience for myself.
Finally, I would like to preface my conclusion with one last statement
from Shoji, “Ordinary people think that “good” means something rare
or unusual, but really something good is too difficult a concept, so
people are content thinking that if it is different it is good. They are
fooled by that and like to make things that are shocking or will
surprise people, and they fool the public. W ithin what is fashionable at
the time they look for a hole and try to pull something through it,
something for their vanity, or to show themselves off. That’s the usual
reason for making. The ordinary person who thinks he is creating
something is this instead.” These words have brought to me great
amounts of clarity. For I am aware of my own weaknesses, and those
weaknesses do not exclude those of which that are present within my
work. 



W ithin my time spent in the ceramics arts I have heard this tongue and
cheek expression, “If you can’t make it good, make it big, and if you
can’t make it big, make it red.”  Subconsciously I suppose I wanted to
challenge that statement in some abstract mode of thought. This is not
to say that the work I make is invalid or that I am even implying it to
be. I believe whole heartedly in the work I create, and it is natural for it
to be meant with scrutiny, just as it is with anything else. And even
more natural is my aptitude for failing, and faltering, but never
hesitating to get back up and try again.  At the core of my heart, I am
trying to do better by this world in a way that does not require me to
lose touch with my own soul.  This is no easy task, and I may be
nowhere close to achieving that task in its totality. However, the only
important thing that has become clear to me, is that we never stop
striving to be something better. That we listen to everyone because no
matter what the divide, we all have something to offer, and deep inside
we all crave to understand what that offering is. I have learned so
many things throughout this experience that it could never be
summated in any combination of words. So much importance in
criticism, in failure, humility, pride and integrity. But the principle that I
believe trumps all else, is that we never stop reaching for whatever it is
that touches the soul. 
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P r o c e s s

I focused my
entire making
process around
my passion of
wheel throwing

The mid-size vessels were thrown
and stacked accordingly, generally
using 4 sections per pot, each ball
of clay weighing between 15-10
pounds



With the use of
large coils I was
able to handbuild
and throw these
individual
sections of the
central spire with
efficient
precision.



I made the spire
thick and heavy
so it could hold
its own weight
while it was
being stacked in
the wet stages

Positive and
negative key holes
were made in the
top and bottom of
each section of the
spire to ensure an
accurate fit



The ultimate construction of this spire could have
never been achieved without the efforts of

others



The cups were the last objects to be
made due to their quick production time

Each cup was
prepared as a 1.25
pound ball and were
thrown in 3 minutes
each





The spire was fired to cone 2, this temperature
was chosen to avoid the stress of a hotter firing

while remaining strong and appropriately colored
in its fired state



Loading these large
forms was an

interesting challenge
to say the least



The mid-sized pots
were glazed and fired
to cone 10 



Due to the size
of the pots, the
glaze needed
to be poured
on







Finally, the spire was painted
with red iron oxide to match
the flashing that occurred on

the fully fired pieces





T e c h n i c a l  I n f o r m a t i o n

C la y  u s e d  f o r  m id - s i z e d  p o t s  a n d  c u p s
- - -

C o n e  1 0  S t o n e w a r e
H a w t h o r n e - - 4 5

O m 4  B a l l  C la y - - 3 0
G o ld  A r t - -  1 0

S i l i c a - - 1 0
G 2 0 0  F e ld s p a r - - 1 5

C la y f o r  sp ire  use d  the  sa m e  re c ip e  w ith
a n a d d it io n o f :

- - -
F ine  G ro g - -  1 5

C o a rse  G ro g - -  1 5



G la z e  
- - -

P e nn S ta te  S h ino
- - -

N e p he line  S ye nite - -  1 4 .6
 F -4  F e ld sp a r - -  3 4

S p o d um e ne --  2 9
G ro l le g - -  9 .7

O m 4  B a ll  C la y- -  4 .9
S o d a  A sh- -  5
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Education:        
                                    State University of New York at New Paltz
                     Bachelors of Fine Arts, Ceramics
                   Bachelors of Science in Visual Arts Education
                                     Cumulative GPA: 3.38
                                                                     Deans List:
                                                  Fall 2011 - Spring 2012 - Fall 2012
                                                                
Experience:        
 
Kiln Team Leader, SUNY New Paltz, New Paltz, N.Y. Spring 2014
Proficient ability in loading and firing of cone-10 reduction gas kilns.
 
Assistant Ceramic Studio Technician, SUNY New Paltz, Fall 2013
Overall knowledge of proper studio maintenance, Proficient understanding of
ceramic studio health hazards, knowledge of clay & glaze chemistry, basic kiln
repair
 
Barzee Autobody, 2013- Present
Implemented pre-existing sculpting and problem solving skills into car collision
repair, Proficient with bondo, Improved ability to output a quality product in
pressure situations
 
Newburgh Enlarged City School District Main Campus, Grades 9-12, Fall
2012
Taught lesson plan on basic ceramic techniques, conducted various clay forming
demonstrations, Aided in classroom organization and student creative outcomes
 
Raymour & Flannigan Furniture 2006-2010
Assembled furniture, often used problem solving and creative skills as a means of
repairing broken items, Fulfilled challenging labor intensive tasks at young age,
Gained experience in professional relations and overall professional rapport
 
Men’s Volleyball Team at SUNY New Paltz Division 3- 2011-2013
Enhanced organizational skills, Gained awareness of the importance of health and
well-being and its relationship with creative output, Gained collaborative and team
building skills, Improved work ethic



Exhibitions:    
 
��Potluck�� Exhibition- Opening Reception, Roos Arts Gallery,
Rosendale, N.Y. 2013
 -  Displayed and Sold Artisan Grade Salt and Pepper Shaker
 
Clay to Table, A Tavolla Restaurant, New Paltz, N.Y. 2013
 -  Designed and Produced Translucent Porcelain Candle Covers For
Permanent Display
 
Flavor & Flow, Blue Cashew, Rhinebeck, N.Y.  2012
 -  Designed and Produced Artisan Grade Salt and Pepper Shakers for
Exhibition and Sale
 
 

Studio Skills:
 
Proficient:
Gas & electric kiln firing, Kiln repair, Glaze & clay chemistry, Wheel throwing,
Hand building, Mold-making & Slip-casting, Trompe-l'�il sculpture and bust
sculpture, Print making, Drawing, Mixed media sculpture, Design, Problem
solving & critical thinking        
             
Basic Knowledge:
Wood, Raku and Salt firings, Rhinocerous 4, 3-D printing, Laser cut & vinyl,
Plasma cutting, M.I.G. Welding, Wood work, Photoshop, Illustrator, Manual &
digital photography  
            
Additional Knowledge:
Bondo application, Car repair, Hand skill, Tool skill, Instrument building &
repair
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