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Artist	Statement
	

Clay	is	a	living	and	breathing	material.	It	experiences	what	we	feel	in	our	physical	bodies;

stress,	overworking,	and	breaking.	To	alter	clay	is	to	create	a	detached	experience	of	what	we

do	to	ourselves	to	be	accepted	by	others:	present	a	glossy	surface	with	a	rough,	hidden

interior.	My	work	reflects	the	controversial	topics	we	neglect	to	save	face	as	we	meander

through	a	tumultuous	existence.	Through	sculptures	and	tile,	I	create	narratives	that	explore	my

emotional	connections	to	the	physical	world	and	use	found	objects	which	help	firmly	root	me	in

a	reality	that	is	skewed	by	the	intimate	experiences	I	have	with	grief,	anxiety,	depression	and

trauma.	I	dig	deeper	into	my	personal	experiences	to	explore	human	communication	while

critiquing	and	contrasting	clay’s	place	in	a	world	where	it	is	often	overlooked,	despite	clay

being	under	our	feet,	on	our	table,	and	in	our	bathrooms.	My	craftsmanship	emanates	the

discomfort	I	feel	in	proximity	to	others	caused	by	confusion	and	relentless	self-deception.	

	
	
	

Exhibition	Statement	

Clay	is	a	living	and	breathing	material.	To	alter	clay	is	to	create	a	detached	experience	of

what	we	do	to	ourselves	to	be	accepted	by	others:	present	a	glossy	surface	with	a	rough,

hidden	interior.	I	explore	the	relationships	between	clay’s	materiality	through	tile	and	narrative,

and	my	emotional	connections	to	the	physical	world	with	found	objects:	which	help	firmly	root

me	in	a	reality	that	is	skewed	by	the	intimate	experiences	I	have	with	grief,	anxiety,	depression,

and	trauma.	My	craftsmanship	emanates	the	discomfort	I	feel	in	proximity	to	others	caused	by

confusion	and	relentless	self-deception.
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INTRO

When	I	graduated	high	school,	the	quote	I	chose	to	accompany	my	senior	portrait	was

“art	should	comfort	the	disturbed	and	disturb	the	comfortable,”	attributed	to	author	and

activist	Cesar	A.	Cruz.	I	guess	one	could	say	that	my	edgier	sense	of	humor	and	interest	in

societal	critique,	as	well	as	my	struggle	to	connect,	have	always	been	a	part	of	my	identity.

One	could	call	the	last	five	or	six	years	of	my	life	the	ultimate	test	of	learning	to	cope	with

mental	illness,	which	manifests	itself	for	me	in	anxiety	and	depression,	which	I	have	been

dealing	with	since	I	was	eight	years	old,	only	to	start	therapy	a	decade	later	to	understand

that	I	was	not	lonely	in	my	thoughts	and	feelings.	I	truly	have	been	tested;	learning	how	to

grieve	with	the	deep	loss	of	my	younger	brother,	navigating	the	COVID-19	Pandemic	in	this

decade’s	installment	of	collective	and	shared	trauma,	as	well	as	the	give	and	take	of

maintaining	a	job,	finishing	school,	and	keeping	a	social	life	while	learning	about	how	these

life	events	were	shaping	the	person	I	was	becoming.

	Living	with	anxiety	and	depression	forces	me	to	take	how	people	perceive	me	and

make	it	integral	to	how	I	see	myself,	creating	inseparable	identities,	when	ultimately,	I	never

asked	for	anyone	else’s	opinion	in	the	first	place.	I	often	struggle	to	maintain	a	sense	of	self,

often	reflecting	the	parts	of	me	I	know	people	want	to	see.	I	have	a	history	of	being	rejected

for	being	myself,	too	excitable,	too	loud,	too	anything.	The	intrusive	quality	of	these	thoughts

creates	frequent	internal	conflict.	My	identity	is	a	smattering	of	those	I	have	crossed	paths

with,	for	better	or	for	worse.	I	am	constantly	asking	myself	questions,	and	whether	I	want	to

hear	them	or	not,	they	weave	themselves	into	the	fabric	of	my	hyper-aware	consciousness.	I

ask	myself	if	the	parts	of	my	identity	I	have	cultivated	are	really	me,	or	if	they	are	a	desire	to

control	how	I	am	seen.

Each	time	I	make	a	decision	in	my	work,	there	are	about	ten	reasons	as	to	why	I	make

that	choice;	often	people	can	pick	out	one	or	two.	I	am	the	archetype	of	an	overthinker.	I

must	have	an	answer	to	every	question.	These	distinctions	that	I	have	made	within	my	work

often	leave	me	feeling	something	to	be	desired,	making	myself	wonder	if	I	got	too	involved
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this	time,	or	if	these	parts	of	my	process	even	matter,	and	they	do.	In	some	ways,	I	use	my

work	as	personal	maps	that	allow	me	to	chart	out	and	reimagine	experiences	or	emotions	in	an

intimate	and	intuitive	way	to	allow	myself	to	understand	them	on	my	own	terms	and	reflect	on

these	moments	after	they	are	gone.	These	works	are	also	callings	to	be	understood	and	for

those	who	do	not	understand,	to	empathize	with	struggling	individuals	in	their	own	lives.	My

works	are	a	form	of	exposure	therapy.	

Exposure	therapy	at	its	core	is	to	have	the	afflicted	expose	themself	to	what	drives	an

anxious	trigger.	These	triggers	are	often	related	to	my	relationship	with	the	people	in	my	life

and	they	feel	quite	volatile	and	concrete,	even	if	there	is	not	one	specific	event	driving	these

negative	emotions.	I	forced	myself	to	put	my	feelings	into	the	work,	regardless	of	whether	I	felt

like	sharing	them.	I	had	to	make	some	rules	for	myself.	It	was	very	important	to	me	to	not

personally	implicate	any	specific	individuals	in	my	work.	The	use	of	an	individual’s	name	is	off

the	table;	I	cannot	speak	for	them,	their	experiences,	or	their	relationship	with	me	from	their

perspective.	Clay	is	too	permanent	of	a	medium	to	call	someone	out;	relationships	are

constantly	evolving	entities	with	room	for	improvement,	but	my	feelings	are	not	any	less	real

because	of	that.	

	This	method	of	working	came	out	of	the	passing	of	my	brother	Michael	back	in	2019.

Before	I	started	working	in	this	way,	I	was	focusing	on	societal	critique	and	human

communication	specifically	in	romantic	relationships	through	a	satirical	lens,	much	similar	to

the	cartoons	one	would	find	in	The	New	Yorker.	When	my	brother	had	passed,	this	work,	as

well	as	every	other	aspect	of	my	life	seemed	trivial.	For	a	very	long	time,	nothing	was	more

important	to	me	than	missing	my	brother	and	I	became	best	friends	with	grief.	We	still	keep	in

touch	regularly.	I	was	and	am	still	hurting	and	healing.	I	was	using	oxides	that	melted	to

describe	indescribable	feelings,	and	texture	to	show	how	we	can	physically	manipulate	clay	in

the	same	ways	we	feel	pain.	These	ideas	evolved	into	making	textured	and	organic	surfaces	to

place	my	imagery	on.

When	creating	work	about	how	mental	illness	impacts	life	experience,	I	question	the	role



	7	

of	the	“unreliable	narrator”	as	an	individual	who	may	have	a	skewed	perception	on	the	realities

that	are	being	depicted.	Then,	I	start	to	think	about	how	every	individual	has	a	certain

perception	based	on	their	own	experiences,	regardless	of	their	relationship	to	their	mental

health	and	start	to	accept	that	this	“unreliable	narrator”	still	retains	some	credibility.	

Initially,	I	saw	my	thesis	being	a	case	study	exploring	the	relationships	between	the

materiality	of	clay	and	the	history	of	portraiture	in	painting.	I	was	attracted	to	the	idea	of

portraiture	because	I	had	been	using	this	face	motif	on	my	functional-ware,	and	wanted	to	dig

deeper	into	the	allure	of	“the	face.”	These	faces	created	a	language	for	me	to	play	with	ideas	of

mob	mentality,	social	anxiety,	and	community.	I	read	Shearer	West’s	Portraiture	to	gain	a

general	understanding	of	the	history	and	theory	that	surround	portraits.	Within	her	writing,	I

gravitated	towards	the	painter’s	relationship	to	how	the	sitter	was	seen	in	a	work	of	art.	This

perception,	which	eventually	leads	to	the	curation	of	an	individual’s	life	details,	is	relative	to

how	we	have	public	and	private	personae.	This	then	shifted	my	interest	towards	the

relationship	that	an	artist	has	with	themselves	when	creating	self-portraits.	I	asked	myself

questions	such	as	“if	depicting	an	individual	in	a	portrait	must	contain	the	essence	of	that

individual,	how	does	removing	the	physical	appearance	of	the	individual	create	a	level	of

detachment?”	and	“must	an	individual’s	face	be	in	a	self-portrait?”	With	artists	acting	as	the

authority	over	their	own	consciousness,	they	have	true	control	over	their	image.	The	inclusion

and	exclusion	of	certain	features	or	parts	of	our	identities	are	important	as	portraits	ultimately

act	as	artifacts	and	are	cornerstones	of	how	we	remember	individuals.	John	Berger’s	Ways	of

Seeing	allowed	me	to	see	why	being	seen	and	what	we	see	are	actually	so	important.	With

these	authors	whispering	in	my	ears,	my	sculptures	and	wall	works	became	self-portraits	that

allowed	me	to	experiment	with	what	is	public	and	what	should	be	kept	private.	

	

INFLUENCES

History	is	cyclical.	This	can	manifest	in	personal	history,	or	within	the	larger	context	of

world	events.	One	century	ago,	the	world	was	struggling	with	the	Influenza	Pandemic	and	the
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rise	of	fascism,	sound	familiar?	The	generation	I	grew	up	with	experienced	terrorist	attacks,	the

rise	of	the	Internet,	economic	collapse,	polarizing	political	parties,	and	a	pandemic,	the	cherry

on	top	of	a	societally	traumatic	sundae.

Themes	of	childhood	often	run	throughout	my	work.	A	widely	accepted	theory	roots	the

basis	of	our	individual	psychology	in	childhood.	In	works	such	as	Coping	Mechanism	I	(2021),

The	McDonalds	at	the	End	of	the	World	(2021),	and	Ignorant	Ears	Spew	the	Most	Shit	(2021),	I

focus	on	childhood	issues	as	well	as	playing	into	the	nostalgia	of	the	early	2000s.	I	play	with

ideas	of	the	naive	in	the	rendering	of	imagery	and	color	palette,	juxtaposing	those	formal

qualities	with	adult	themes.	My	work	is	definitely	relatable	to	my	generation;	I	am	using

signifiers	that	people	my	age	would	understand.	I	think	that	we	are	the	most	complex

generation	we	have	ever	seen.	We	too	exist	between	dualities,	living	in	the	pre	and	post-

Internet	world.	We	started	to	become	bubble-wrapped	as	our	bubble	grew	physically	smaller,

but	virtually	larger.	In	Coping	Mechanism	I	(2021),	the	television	I	use	is	very	specific	to	a	period

of	time.	The	tiles	I	made	resembled	Y2K-era	fridge	magnets	in	mind	that	children	used	to	learn

how	to	spell.	They	say	bad	things	happen	when	you	leave	magnets	next	to	electronics.

The	McDonald's	at	the	End	of	the	World	(2021)



	9	

Technology	is	an	easy	marker	of	time	as	it	is	something	that	progresses	so	quickly.	

Many	art	movements	react	to	the	rise,	for	or	against,	technology,	and	that	is	one	of	the

most	compelling	pieces	about	Twentieth	Century	art.	When	I	took	a	Modern	Art	class	in	the	fall

of	2019,	and	the	History	of	Modern	Design	a	semester	later,	I	fell	in	love	and	struck	a	kinship

with	the	Early	Modernists,	Expressionists,	Secessionists,	and	the	Bauhaus;	their	work	made

pure	sense	to	me.	These	artists	were	in	constant	flux,	preparing	themselves	for	trauma,	healing

from	it,	and	gearing	up	for	the	next	collapse.	I	understood	the	chaos	in	the	Expressionist

woodcuts	of	Kirchner	and	Kollowitz,	the	intimacy	in	Egon	Schiele’s	and	Aubrey	Beardsley’s

drawings,	Mondrian’s	restrained	geometry	and	primary	palette,	and	the	Bauhaus’s	closure	and

the	subsequent	fleeing	of	many	of	the	instructors	due	to	being	Jewish	during	Hitler’s	rise	to

power.	

I	have	always	admired	rejects.	They	represent	the	coolness	of	being	misunderstood,

which	quite	frankly,	is	not	cool	at	all.	Humans	inherently	have	a	desire	to	be	understood,	but

when	some	parts	of	ourselves	start	to	become	more	complex	and	stigmatized,	it	becomes

easier	to	disassociate	and	show	disdain	than	it	is	to	empathize	and	attempt	to	understand.

People	who	exist	outside	bland	normalcy	often	turn	to	creative	outlets	to	express	their

frustrations	with	the	idiosyncrasies	of	life;	politics,	sex,	our	relationships	to	others	as	well	as

with	ourselves	and	the	upset	they	often	bring.	The	rigid	dichotomy	of	acceptance	and	rejection

is	very	fickle	and	rigid.	There	are	many	instances	in	my	life	where	I	never	felt	that	I	fit	in	the

spaces	that	I	inhabited	and	saw	that	there	were	people	for	decades,	centuries,	that	felt	they	did

not	either.	These	people	were	called	punks,	freaks,	rejects;	just	for	being	different	than

everyone	else,	when	that	is	something	that	should	be	celebrated.	There	is	something	fearless

about	being	yourself	despite	the	opinions	of	others.

The	lyrical	power	of	Lou	Reed’s	music,	a	father	of	early	punk	music	and	Andy	Warhol’s

most	important	influence	on	the	Art	World,	became	the	soundtrack	to	realizing	that	I	never

wanted	to	be	‘normal’	and	inspired	a	lot	of	the	writing	that	has	developed	within	my	work.

Many	of	his	poetic	lyrics	arrive	in	one-liners	and	couplets,	quatrains,	expanding	onto	larger
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ideas.	This	essential	lyric	from	the	Velvet	Underground’s	Pale	Blue	Eyes	that	Reed	sang	will

have	an	everlasting	impact	on	how	I	viewed	my	personal	relationships:

Thought	of	you	as	my	mountaintop,

Thought	of	you	as	my	peak,

Thought	of	you	as	everything,

I've	had,	but	couldn't	keep

I	was	raised	with	a	healthy	dose	of	Heavy	Metal	and	the	low	jams	and	sense	of

urgency	of	The	Smiths	and	The	Clash	respectively,	from	the	two	father	figures	in	my	life.

What	these	genres	of	music	taught	me	as	an	adult	that	I	could	not	understand	as	a	child	was

that	expression	was	inherently	good,	even	if	you	are	feeling	bad.

	Speaking	of	rejects	and	Andy	Warhol,	Jean-Michel	Basquait	is	a	personal	idol	of

mine.	I	find	the	communicative	qualities	in	his	work	to	be	incredibly	honest	and	inspiring	as

someone	who	struggles	with	vulnerability.	The	use	of	color,	line,	and	juxtaposition	of

imagery	and	text	are	the	basis	for	how	I	create	my	form	and	surface	relationships.	My

experimentations	with	Basquiat	Study	(Trash	Can)	(2020)	became	the	blueprint	for	how	I

wanted	to	experiment	with	these	surfaces	I	was	creating.	Ceramics	lends	itself	beautifully	to

layering	with	materials	with	contrasting	finishes,	so	I	wanted	to	play	into	that	with	sloppy

lines,	text,	and	composition.	I	want	hidden	gems	to	be	found	in	murky	waters.	This	study	in

particular	was	based	on	Basquiat’s	Hollywood	Africans-	1940	(1983),	a	painting	which

shows	a	journey	to	Hollywood	taken	by	Basquiat	and	two	friends,	Toxic	and	RMLZ,	and

dissects	Hollywood’s	relationship	to	race	and	consumerism.	In	this	work,	we	see	Basquait’s

brain	working,	creating	thoughts	and	crossing	them	out,	creating	a	wave	of	uncertainty

throughout	the	painting	that	I	really	related	to.	He	is	also	playing	with	ideas	of	self-deception

and	insecurity	too,	writing	next	to	his	face	“self-portrait	as	a	heel	#3”	[CITE].	

My	relationship	with	Jewishness	grows	more	complicated	the	further	I	become

detached	from	it.	I	used	to	go	to	Hebrew	School	as	a	child	and	enjoyed	it,	but	when	I	was

faced	with	the	decision	to	continue	or	to	spend	more	time	with	my	father,	who	I	did	not	get
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to	see	much	as	a	result	of	divorce	and	increased	religious	education	to	work	towards	my	Bat

Mitzvah,	I	chose	my	father.	We	still	celebrate	some	holidays	together,	Passover	being	my

favorite;	still	using	the	poster-board	Seder	plate	I	made	when	I	was	seven	years	old.	We

intentionally	add	new	stains	every	year,	it	acts	as	an	object	of	family	history,	starting	with	me.	I

was	also	raised,	on	both	sides	of	my	family,	celebrating	Christmas	and	Easter.	I	celebrate	all	of

these	holidays	culturally,	feeling	disconnected	from	them	spiritually.	In	my	secular	education,

learning	about	Jews	stopped	at	the	Holocaust.	It	instilled	in	me	that	there	was	something

soured	about	my	identity.	When	another	sixth	grade	class	started	reading	Number	the	Stars,	a

novel	I	have	never	read	about	the	Holocaust	written	by	a	non-Jew,	I	got	heil-Hitlered	on	the

school	bus.	I	learned	to	hide	“being	Jewish”	for	a	long	time	after	that,	only	confiding	in	those

that	were	in	the	same	position.	I	often	felt	“otherized”	by	Christian	extended	family,	even

though	I	did	not	feel	like	I	was	standing	on	one	side	of	the	fence	over	another.

In	my	collegiate	education,	many	weeks	of	survey	courses	focusing	on	Western	Art

History	were	spent	learning	about	Medieval	Christian	cathedrals,	religious	paintings	and	the

iconography	within	them.	Professors	would	wonder	who	knew	the	origins	of	these	stories	and

Hollywood	Africans-	1940	(1983) Basquiat	Study	(trash	can)	(2020)
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I	Wasn't	White	(study)	(2020)

if	they	could	fill	in	the	rest	of	the	class;	I	was	always	the	rest	of	the	class.	Religious

paintings	were	used	in	tandem	with	religious	services	to	aid	illiterate	commonfolk,	so

the	imagery	and	symbolism	within	the	composition	of	a	religious	work	stays	the	same,

but	the	rendering	changes	based	on	the	artist.	These	iconic	images	and	stories	are	a

universal	language	to	talk	about	morality	shrouded	by	myth.	I	started	using	religious

scenes	sourced	from	famous	Italian	and	Northern	European	Renaissance	paintings,

using	Zanobi	Strozzi’s	Annunciation	and	Hans	Pleydenwurff’s	Man	of	Sorrows,	to

experiment	with	surface	imagery.	The	Virgin’s	immaculate	conception	and	the

Crucifixion	are	the	basis	of	miracles	and	salvation	within	the	Bible,	from	my

understanding,	in	the	Christian	religion.	

Simple	lines	and	bold,	primary	colors	make	my	heart	sing.	They	visually

represent	the	most	efficient	and	urgent	way	to	get	from	point	A	to	point	B.	From

Mondrian	to	Lichtenstein,	red,	yellow,	and	blue	inspired	me	deeply.	I	was	using	these

Hans	Pleydenwurff,	The	Man	of	Sorrows	(1456)
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colors	in	a	contrasting	way,	playing	visually	with	how	they	stood	next	to	each	other	until	I	made

a	guide	that	allowed	me	to	understand	what	each	color	meant	to	me	as	I	used	them.	I

meditated	for	an	hour	thinking	about	RBY	and	made	a	list	inadvertently	similar	to	Richard

Serra’s	Verblist	(1967-68),	in	which	he	wrote	down	verbs	that	related	to	creation.	Writing	down

what	each	color	represents	emotionally,	as	well	as	how	pairing	these	colors,	red-yellow	and

yellow-blue	specifically,	changed	the	meaning.	I	found	that	the	emotions	that	I	associated	with

these	colors	from	red,	to	yellow,	to	blue,	decreased	in	urgency,	passion,	and	physicality	and

increased	towards	comfort,	slowness,	and	emotionality.	The	use	of	primary	colors	as	well	plays

to	these	themes	of	childhood	that	I	have	also	been	exploring.	Primary	colors	are	the	first	colors

we	are	introduced	to	as	children.	The	perception	of	these	colors	as	I	understand	them

eventually	becomes	voided	in	the	eye	of	another	viewer.	Each	individual	has	their	own

perception	and	relationship	to	color,	or	lack	thereof	in	the	case	of	those	who	struggle	to	see

certain	colors.	Its	use	within	the	context	of	my	work	only	begins	to	strengthen	when	the	viewer

creates	their	own	connections.

Richard	Serra,	Verblist	(1967-68)

Colorlist	(2021)
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PROCESS	AND	MATERIAL

During	my	childhood	summers,	one	of	my	favorite	activities	to	do	with	my	mother	was

“mixed	media	time.”	She	would	set	before	my	brother	Michael	and	I	odds	and	ends,	varying

from	buttons	and	toothpicks,	to	non-dry	clay,	my	personal	favorite,	for	us	to	create	with.	I

would	often	make	little	figurines,	dioramas,	and	other	scenes	where	figures	would	interact.

This	hobby	eventually	consumed	every	drop	of	free	time	I	had	as	a	child.	I	experimented	with

making	buildings	out	of	paper	and	stop-motion	animation	with	pictures	taken	on	a	flip	phone

evolved	to	me	taking	high	school	ceramics	classes	which	led	me	here:	completing	my

Bachelor	of	Fine	Arts	in	Ceramics.	

This	background,	this	language	that	I	have	developed	translates	into	the	use	of	found

objects:	chains,	nails,	a	television,	what	have	you,	into	art	objects	that	added	incredible

meaning.	The	use	of	incorporating	techniques	from	other	disciplines,	such	as	printmaking,

also	stems	from	this	hodge-podge	idea	of	“using	what	you	have	and	what	you	know”	to	add

to	the	vocabulary	I	use	in	my	work.	I	believe	first	and	foremost	that	art	is	about	self-

expression	above	all	else	and	any	means	to	do	so	should	be	celebrated.	That	is	what	has

	Ignorant	Ears	Spew	The

Most	Shit	(2021),	I	Will	Show

You	My	Face	(2021),	and

Coping	Mechanism	I	()2021)

in	the	BFA	Thesis	Show	at

the	Samuel	Dorsky	Museum

of	Art.



	15	

driven	me	to	be	inspired	by	Art	World	subgenres	like	Street	Art	and	Craft,	the	latter	I	have	fallen

into,	as	their	increased	accessibility	compared	to	traditional	methods	does	not	affect	the

quality	or	content	of	work	being	produced.

A	duality	that	I	have	been	exploring	in	my	work	are	ideas	surrounding	industry	and	the

organic.	Using	industrial	materials	like	chain,	nails,	and	thin-set	mortar,	I	correlate	the	“industry

standard”	with	the	stigmas	surrounding	mental	illness.	Apples	with	bruises	never	leave	the

grocery	store.	In	my	installation	for	the	Dorsky	Museum	exhibition,	I	use	lengths	of	plastic	chain

specifically	to	denote	artificial	connections	and	superficiality.	Plastic	is	not	a	naturally	occurring

material	so	these	material	connections	strengthen	the	work.	I	use	steel	chains	as	well,	building

them	into	the	forms	while	the	clay	is	still	wet	and	allow	the	steel	to	be	oxidized	and	transformed

by	the	kiln’s	heat,	often	freezing	into	place,	becoming	fragile.	They	lose	their	movability	and

freedom.	Chains	represent	contrasting	ideas	of	connections	and	barriers,	communities	and

restraint,	and	how	we	are	constantly	navigating	these	dualities.

Another	industrial	material	I	have	been	using	in	my	work	is	exposed	thin-set	mortar.

Thinset	mortar	is	a	tile	adhesive	used	in	commercial	and	residential	tiling	projects.	Usually,

once	the	thinset	has	solidified,	the	mortar	is	then	covered	with	grout,	which	makes	it	stronger.
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In	this	context,	I	am	using	this	industrial	material	creatively,	such	as	in	Schiele	Study	(how	do

our	pieces	fit?)	(2020),	Tongue	Tied	(2021),	and	I	Will	Show	You	My	Face	(2021),	playing	with

thinset	lines.	I	grew	up	around	construction	sites	because	my	dad	is	a	project	manager,	and	on

weekends,	he	took	my	brother	Michael	and	I	on	tours	of	jobs	in	progress.	We	would	receive	our

precious	hardhats	and	were	mystified	by	how	there	were	infinite	parts	to	build	infinite	things.

My	brother	before	his	passing	was	starting	his	career	in	carpentry	and	construction.	I

eventually	inherited	his	tools	to	start	my	own	collection,	and	much	of	my	thesis	construction

was	made	using	his	tools.	My	dad	was	always	so	proud	to	share	his	work	with	us,	so	I	also

draw	from	my	family	history	in	honor	of	that.

The	clay	body	and	glaze	I	use	is	also	significant.	The	Renaissance-era	Italian	glaze

practice	of	Majolica	covers	up	iron-rich	terracotta	with	a	thick,	opaque	white	glaze,	with

ornately	drawn	imagery.	Majolica	was	developed	to	compete	with	porcelain	pots	from	East

Asia,	a	precious,	white	clay	they	had	no	access	to.	The	history	of	this	glaze	has	always	felt

superficial	and	left	a	sour	taste	in	my	mouth,	so	I	use	majolica	to	represent	the	perception	that

we	have	with	our	self-image.	This	is	what	I	reference	in	my	artist	statement	when	I	say	“a

glossy	surface	with	a	rough,	hidden	interior.”	I	use	a	groggy,	low-fire,	red	earthenware	and	a

colored	Majolica	recipe	that	I	developed	to	create	glossy,	candy-colored	illustrations	that

almost	feel	like	rubber	or	plastic,	playing	into	themes	of	publicity	and	artificiality.

I	was	testing	Steve	Howell’s	black	majolica	and	found	that	once	I	had	switched	my	clay

body,		I	had	to	correct	the	recipe	to	give	the	glaze	a	better	fit.	My	test	had	been	crawling

because	it	did	not	have	enough	Frit	3134	and	too	much	Kaolin.	Once	I	had	made	these

alterations,	I	crafted	what	I	call	Downes	Majolica	and	created	colors	rich	with	stain	at	8%	that

give	these	juicy	surfaces.	I	also	wanted	to	use	a	glaze	with	texture	that	broke	away	from	the

clay	body’s	surface	to	create	rougher	contrasting	surfaces	to	the	Majolica’s	high	gloss,	so	I

incorporated	dry,	crawling	glazes.	The	duality	of	the	natural	and	industrialized	manifests	here

as	well,	bringing	this	conceptual	meaning	down	to	a	material	level.	

.	The	clay	body	I	use	for	both	my	sculptures	and	tilework	is	a	recipe	that	I	found	through
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Linda	Arbuckle’s	fantastic	low-fire	earthenware	resources.	This	clay	body	is	crafted	specifically

for	large	tiles.	I	use	this	body	for	my	sculptural	work	as	well	as	I	find	that	it	retains	organic	and

precarious	forms	well	and	does	not	warp	or	shrink	much.	It	is	one	part	Red	Art,	one	part

Hawthorne	Bond,	and	one	part	coarse	grog.	I	also	amended	this	recipe,	using	medium	grog.

This	substitution	made	it	easier	to	create	smoother	surfaces	while	maintaining	the	clay	body’s

structural	integrity.	I	then	coil	built	my	sculptural	forms	and	either	smoothed	out	the	surfaces	or

left	the	coiled	texture.	This	clay	body	is	also	very	forgiving,	so	when	I	create	forms	that	are

intentionally	cracking	and	breaking	down,	once	the	forms	dry	carefully,	they	stay	exactly	the

same.	For	the	images	that	were	not	done	in	Majolica,	I	would	use	slips	and	underglaze	in	the

green	or	bisqued	stage,	depending	on	the	glazes	that	I	would	be	using,	which	I	would	apply

with	either	a	slip-trailer	or	brush.	I	fell	in	love	with	the	slip-trailer	in	2018	when	I	was	in	my	first

wheel-throwing	class	and	is	what	I	use	to	draw	most	of	my	imagery.

BFA	Thesis	show-card	for	social	media	use,	design	inspired	by	Coping	Mechanism

I	(2021)
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	Reflection
	

I	am	creating	this	book	three	weeks	after	the	thesis	show	went	up	at	the
Dorsky	Museum	and	a	week	and	a	half	after	my	final	critique	in	which	we
discussed	the	entirety	of	my	thesis	body	of	work.	I	have	had	time	to	reflect
on	the	work	that	I	have	made,	trying	to	figure	out	what	parts	of	the	process
I	enjoyed	most,	and	how	to	apply	those	ideas	to	my	next	chapter	in	my
studio	practice.	I	really	want	to	explore	the	relationship	between	hand-
made	tile	and	found	objects,	perhaps	in	a	satirized	trompe	l’oeil	fashion	or
to	build	complex	conceptual	meanings	between	objects.	The	relationship
that	my	work	has	to	objects	that	already	exists	is	intimate	and	is	still	worth
exploring,	seeing	what	types	of	material	I	can	add	to	my	visual	and
conceptual	vocabulary	I	want	to	create	work	too	that	holds	to	a	more
typical	narrative	and	experiment	with	more	printmaking	techniques	in	a
ceramic	landscape.	The	emotional	weight	that	my	thesis	has	formed	was
powerful	and	confounding,	but	I	may	take	it	upon	myself	to	challenge	how
to	express	emotionality	in	the	least	emotional	ways	possible,	emoting	more
through	non-verbal	and	non-facial	cues,	trying	to	break	down	and	reduce
narratives	and	surfaces	into	nothingness.

Grouted	Annunciation	(2020)
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