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Most of my childhood was spent in either the expansive suburbs of north Texas or on a 

farm in southern Oklahoma. The experience of growing up in these two regions has done much 

to shape my sense of aesthetic. From these early experiences, I have developed two completely 

divergent ideas of beauty which I’ve tried to reconcile in my artwork. The first influence is that 

of sparseness, simplicity and the commonplace. This influence comes from the emptiness of the 

suburban landscape, the sameness of its architecture and the need to find beauty in mundane 

things as a simple cure for boredom.  The second major idea is centered around peculiarity, 

chaotic complexity and irrationality. This interest originally stems from early memories of my 

grandfather, whose experiences in Oklahoma during the Great Depression gave him the 

obsessive habit of never discarding anything for fear that he might need it some day.  The 

complexity in meaning that comes from unfamiliar combinations has allowed the ideas in my 

work a kind of ambiguity that frees it from any singular reading. I think the content of my work 

could best be described as constructions of memories, experiences and influences. I never speak 

about any one thing in particular, I try to simply suggest a number of juxtaposed ideas and let 

their interaction be the content of my work. 
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CHAPTER 1 

INTRODUCTION 

 
Most of my childhood was spent in either the expansive suburbs of north Texas or on a 

farm in southern Oklahoma. The experience of growing up in these two regions has done much 

to shape my sense of aesthetic. From these early experiences, I have developed two completely 

divergent ideas of beauty which I’ve tried to reconcile in my artwork. The first influence is that 

of sparseness, simplicity and the commonplace. This influence comes from the emptiness of the 

suburban landscape, the sameness of its architecture and the need to find beauty in mundane 

things as a simple cure for boredom. 

 The second major idea is centered around peculiarity, chaotic complexity and 

irrationality. This interest originally stems from early memories of my grandfather, whose 

experiences in Oklahoma during the Great Depression gave him the obsessive habit of never 

discarding anything for fear that he might need it some day. It is amazing to see the vast 

accumulations of junk that can occur when someone doesn’t like to throw things away. His farm 

was like a scrapyard for rusting machinery and metal objects whose original functions were a 

total enigma to me. The sense of mystery in the purpose of those objects forced me to dream up 

my own functions for them which were endlessly more exciting. This summer playground gave 

me the love for creating the ambiguous objects that I do today. 

When attempting to bring together the mundane and the enigmatic in my work, I’ve 

realized the answer is not in harmonizing the two. Instead, I allow the dissonance created by the 

juxtaposition to give the work a depth and complexity that was never apparent in the original 

elements. 

The complexity in meaning that comes from unfamiliar combinations has allowed the 
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ideas in my work a kind of ambiguity that frees it from any singular reading. I think the content 

of my work could best be described as constructions of memories, experiences and influences. I 

never speak about any one thing in particular, I try to simply suggest a number of juxtaposed 

ideas and let their interaction be the content of my work. 

I believe the best way to present these might be in the form of a simple list without any 

discussion of interpretations. Like the artwork, this list will allow the reader to come to their own 

conclusions about the interaction of the listed items rather than having the meanings and 

importances dictated to them. 

Influences 

aerosol spray nozzles, air conditioner ducts, appliance design, arcade games, arm…chairs, auto 

repair manuals, baroque ornamentation, black flag, bodily functions, bridges, bugs, cancer, 

captain beefheart, chair…legs, chaos theory, charts, clock…faces, cloud formations, clutter, 

collage, complexity, contradiction, crawlspaces, destinationless wandering, dollhouses, drainage 

ditches, drains of all kinds, duchamp, eric dolphy, evolutionary trends, exponential growth, 

extremities, faulkner, flip-top shampoo bottles, framework of architecture, framing devices, 

furniture design, gameboards, gear…teeth, gordon matta clark, graphs, handles, handmade 

houses, henry dreyfuss, hieronymous bosch, highway interchanges, hinges, hopper, human body, 

imperfect symmetry, indeterminacy, industrial design, intersections, intuition, john cage, kitchen 

appliances, landscape, my grandfather’s farm, ornette coleman, overpasses, parking lots, 

perversions, pointless notations, profusion of detail, punk, r. buckminster fuller, r. crumb, 

raymond pettibone, shel silverstein, sewer systems, squirt dispensers, suburbs, surface 

decoration, swordfishtrombones, synergy, topograhical maps, trusswork, twisted toothpaste 

tubes, unbroken horizons, undeveloped subdivisions, uneven margins, unfinished buildings, 
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unpredictable growth patterns, wallpaper, weather, willy wonka, woodworking. 

Statement of Problem 

 Until recently, my work had been driven toward achieving a recognizable consistency in 

both ideas and methods. Lately, I have begun to question why I feel the need for such a rigid 

consistency. The word, consistency inherently suggests ties to the notion of a “signature style”, 

which now seems more of a marketing strategy than an investigation of the inner soul. While a 

signature style can help viewers recognize an artist’s work, it often means that the work has 

found what it was looking for and is now sitting comfortably in the domain of its claimed 

territory while any real investigation has already happened. 

Discarding off-handed impulses simply because they are not in harmony with the present 

body of work seems to confine the work. The direction of the work is forced to grow only in a 

deliberate and very predictable pattern. Inconsistencies to this pattern can only deepen the 

unpredictable beauty of the whole. It is for this reason that art is more interesting for its 

contradictions than its consistencies. 

 I would like to allow the new work more room for contradiction and growth while taking 

on a less rigid approach to art making. I would like to experiment with new materials, methods 

and ideas, hopefully achieving a greater depth of meaning and complexity in the interaction of 

ideas. 

 Specifically, the problem for this new “body” of work could be divided into three 

questions: 

1. How can the new work continue to use materials with which I am familiar, such as 

wood, paint and collage in ways that continue to develop ideas that are a progression 

from previous work? 
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2. How can I broaden the known boundaries of the work through the use of new 

materials such as cloth and metal, and new methods such as installation? 

3. How can the dissonance created by juxtaposing the mundane with the enigmatic be 

better directed to create a more conceptually complex and compelling work? 

Methodology 

I will install an exhibition involving a number of drawings and sculptural works centered 

around the problems and ideas discussed above. The progress of the work will be documented in 

the form of a sketchbook and a journal. A final written paper will discuss each of the works 

specifically and then discuss the overall outcome of the exhibition. 
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CHAPTER 2 

DESCRIPTION AND ANALYSIS 

In this chapter I will discuss the outcome of the work in my thesis exhibition. I will 

describe the general development and decision making involved in the creation of the work. I 

will then discuss the technical and conceptual aspects of each specific work as it relates to the 

exploration and the honing of ideas about my artwork in general.  

The ten pieces included in the exhibition were completed in the seven-month period 

between April and October 2000. This body of work represents quite a departure from my 

previous work. At the time I was writing the proposal for this exhibition I knew that I was on the 

edge of a type of work that was completely new to me. My ideas were beginning to change for 

the better, but I didn’t know exactly what shape this new work would take. I only knew that the 

older work was getting too formulaic. It was easy to make something that looked good, but 

beyond visual intrigue the work contained very little. I wanted work that would first attract the 

viewer’s attention, and then kind of slap them in the face with a challenge to their preconceived 

assumptions of what this work was about and how it was made. 

It was knowing that a change was inevitable, but still not knowing what that change 

would look like that made the proposal for this exhibition incredibly difficult to write. I spoke 

mainly about the ideas and influences from which I was working and never too specifically about 

the artwork itself or how it was made.  When I did speak specifically about technical issues, I felt 

as if I were putting the cart before the horse. How could I predict which materials would work 

successfully with the ideas and which would not? I wanted to let the direction of the work be 

guided by the process and not a blueprint. 
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Writing a very open ended proposal has proven to be very healthy for me. The new 

direction of my work has deepened and clarified the interaction of juxtaposed ideas in the 

artwork while taking away layers of unneeded confusion. I could have never predicted the 

physical manifestation of these ideas. I was surprised by which processes of working were tried 

and then discarded and which ones became integral to my ideas. Processes such as my use of 

collage and accelerated aging which were previously integral to my work have, at least 

temporarily, fallen by the wayside. I also felt that the tradition of woodworking would become 

expendable as I learned new processes to create the objects, but to my surprise, this tradition 

became an integral part of the concept of these works. The idea of a crushed plastic container 

being convincingly carved from wood and then sanded and painted to resemble crushed plastic 

simultaneously pokes fun at both the tradition of found object art and traditionalist notions about 

woodcarving itself. 

The body of work for this exhibition consists of seven sculpted pieces, two installation 

drawings and one large framed drawing. Relatively small, the sculptures range in size from eight 

by four inches, up to nine by twenty-four inches in the biggest work. These works take influence 

from objects of everyday industrial design, mimicking the shape and manufactured quality of an 

ordinary container or appliance. But these ordinary appliances are always transformed or 

abstracted in some way, giving them a slightly perverse, anthropomorphic narrative. 

 Perversity is an idea that I have always thought about in relation to my artwork, but only 

recently have I begun to investigate the difference between a perversion of something as opposed 

to an abstraction of the same thing. The Webster’s Dictionary definition of perverse reads 

“turned away from what is right or good: corrupt, improper, incorrect.,” while the definition of 

abstract reads, “to separate from application or association with any particular instance .” The 
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two words seem related in the fact that they both imply a change from an original state, the main 

difference being that abstraction deals more with the philosophical, logical side of things and 

perverse deals more with the moral and psychological side. 

So, with this distinction made, yes, the objects I create are abstracted and modified from 

their original referents, but there is more to the process than that. They are also corrupted, 

changed in a kind of perverse, psychological way as well. This addition of moral and 

psychological issues, I believe, is the main difference between the work I was making previously 

and the work I have made for this exhibition.  

My drawings began dealing with perversity before my sculptural work because their 

immediacy allowed me to experiment with edgy ideas more openly than did the time consuming 

woodcarving. They were also closer to the origin of ideas for my sculptural work because the 

pen can allow a looseness of line quality that can be hinted at, but never reproduced by three-

dimensional materials. I was once told that the preparatory sketches for my sculpture were more 

interesting than the sculpture itself. While this is only an opinion, the idea that preliminary 

sketches could be thought of as works of art has continued to interest me. These drawings are 

created with the same Rapidograph pen I use when drawing in my sketchbook. They are drawn 

the same size as my tiny sketches and use the same nervous, yet laborious line quality I have 

when I am sketching. In fact, the only thing separating these drawings from sketches in my 

sketchbook is that they are not in the form of a book, they hang on a wall. 

Ongoing Sketchpad: June 1999 through October 2000 

This is the earliest of the drawings in the exhibition and, in fact, this drawing was started 

long before any of the other works in the exhibition were even conceived. It represents an 

attempt to display my thought processes as they change over an extended period of time in the 
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same way that changes would be apparent in my sketchbook. The drawing is on a large sheet of 

Stonehenge paper about 38 by 50 inches. Scattered randomly across the page are tiny, meticulous 

ink drawings, some are drawn on frosted mylar, then cut out and colored from behind using a 

similar process as cartoon animators. These drawings are accompanied by an overabundance of 

notations or lists of different sorts. After a period of time, the drawings and notations build up 

into an overwhelming wall of information too dense to absorb in one sitting. 

The drawing as a whole represents a visual journal in which the passing of time is an 

integral part of its development. It might more poetically be thought of as a chaotic proving 

ground for stupid ideas. Some of these ideas become sort of profound in an unlikely way and 

may germinate into ideas for sculptural works or ideas for further investigation in future 

drawings. The trick is to keep it informal and lighthearted, a place where the most high-minded 

and the most ridiculous of notions share an equal voice. This is when the best ideas come to 

surface. 

Small Drawings with Corresponding Nomenclature 

After making a series of less time-intensive sketchpad drawings, I realized that these 

smaller works were missing that obsessive quality that was so distinct about the larger drawing. 

The journalistic style just didn’t seem to translate the same way onto a smaller sheet of paper. It 

needed the information overload for its impact. So, if I wanted to produce more than one drawing 

every year or two, a new strategy needed to be adopted to go alongside the more time consuming 

process. 

I had been told that frosted mylar used as a drawing surface was a material that offered 

possibilities for experimentation. It was a smooth translucent surface that took the Rapidograph 

ink easily. I began drawing on sheets of the mylar using the same process as the sketchpad 
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drawings, but instead of leaving them all on the same sheet of mylar I cut each of them out 

separately with an Exacto knife. The immediacy and nervous gestural line quality of the pen was 

contrasted nicely by the precise, persistent and controlled movements of the Exacto, which 

followed every kink or stray mark in the tiny drawings.  

I got the idea of pinning the small cut-outs onto the wall with quilter’s T-pins from the 

memories of butterfly collections or the scientific sterility of those zoological bug charts seen in 

natural history museums. It seemed that the more I looked at each of these little “shrinky-dink” 

looking cut-outs, the more they reminded me of small species of insects or marine life. It would 

be like organizing a number of squirt bottles or abstract sketches according to their individual 

genus and species. I began by pinning each onto the wall in a random pattern, but quickly 

realized that it needed some sort of organization to get across the zoological reference that I 

wanted. I started looking at 19th century engravings of zoological charts and realized that these 

had a beautifully balanced symmetry, with each species numbered and labeled in a 

corresponding nomenclature. I thought how funny it would be if I went to all the trouble of 

organizing such a meticulous chart with these stupid little drawings, and then how much funnier 

it would be if I pinned their equally stupid fictional names below in a precisely ordered 

nomenclature. Instead of the expected scientific “genus and species.” my drawings had names 

that sounded more like Skimmy Dubwadder or Lilypad Flushtater. 

The Almost Drawings: A Self-Critical Breakdown 

After the bug chart drawing, I wanted to make another piece using the same methods of 

pinning mylar drawings onto the wall, but this time referring to different sources. I thought about 

exploded views of machines from repair manuals, with each part labeled by an arrow pointing 

from the word to the individual part. I tried drawing exploded views of fictional machines, but 
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the gestural line quality didn’t seem to work well with such a mechanical presentation. So I 

decided to keep working with the same type of drawings, but change the labeling so that the 

words were centered around the individual drawings and each word pointed to a specific portion 

of the drawing. This time the labeling would be a more self-aware dissection, humorously 

criticizing each of the drawings with numerous self-deprecatory comments about their poor 

execution, their scatological humor or their lack of originality concerning influences and 

references. 

The layout of this piece on the wall is possibly my only reservation concerning the 

success of this work. I don’t quite feel that it has the visual impact of the bug chart, probably for 

the same reason my drawings on paper fall short. Its layout is much more random and scattered. 

It either needs some type of structure or symmetry, or there needs to be about four times as many 

drawings so that they provide the same overwhelming, all-over composition as the big drawing 

on paper. 

Joint 

This sculptural work marked the first in the series of carved wooden pieces that make up 

the bulk of this exhibition. It was also a huge leap forward in both my conceptual thinking and 

my technical woodworking skills. Before this piece, I was making sculpture that referenced 

household appliances such as heaters, clocks, games or strange cabinets. My sculpture mimicked 

the design of these objects but was never identifiable as any of these. It was interesting in this 

sense, but conceptually, it never went much further than being a strange, unidentifiable object. 

The sculpture needed something to take it to a deeper level of understanding than simple 

ambiguity. Another criticism of the work was that I was continually asked why I couldn’t create 

sculpture that had the same twisting, anthropomorphic freedom as my drawings. The older work 
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tended to have a klunky, box-like feel that their original gestural sketches were never 

encumbered by. 

The problem with the boxiness turned out to be a technical one. I needed to be learning 

skills that were more involved with woodcarving than with cabinetmaking. Also, the types of 

industrial design that I was referencing tended inevitably to be rectangular, boxy forms. When I 

was sketching ideas for my objects, it was so easy to draw a rectangular object with a slightly 

anthropomorphic droop, but when you go to make that droopy curve out of straight planks of 

lumber, the difficulty level increases tenfold. 

To answer this problem I had to change both the objects from which I was taking 

reference and also my technical perspective, thinking more as a woodcarver than a cabinetmaker. 

When I started working on the piece called Joint I began taking reference from industrial design 

objects that had more rounded forms, such as spray paint cans and aluminum cans. The piece is 

made to replicate and combine aspects of reality but in the end, stay completely fictional. It 

consists of two blocks of wood carved to exactly replicate crumpled metal cans. The 

unidentifiable double-ended cans are then hooked together by a ball-in-socket joint. I crumpled 

up two Coke cans and used the dents and folds in the aluminum as a still life to carve the body of 

the two wooden forms for the piece. The ends of the forms were vaguely taken from aerosol 

spray cans, except that the spray nozzles were replaced by rimmed holes with moveable wooden 

balls trapped inside. A connecting curved dowel rod was inserted into a wooden ball in each can, 

creating the moveable ball-in-socket joint that is often used to connect the limbs of dolls. 

This reference to moveable joints as they relate to doll parts or prosthetic limbs became a 

very important part of the later sculptural work. The relation is a very psychological/ sexual one. 

This type of double ended ball-in-socket joint is interesting in the fact that one of the crumpled, 
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phallic shaped cans never really penetrates the other, both are being penetrated by the very thing 

which anchors them together. 

This piece was also very experimental in the fact that it was my first sculptural work that 

didn’t use collage as a surfacing. I decided to paint the surface with layers of gray and white, 

then sand it down so that the bare wood showed through in places. The piece took on the look of 

beaten up, tarnished metal so deceptively that it was only upon close inspection that the wood 

grain was apparent. 

After I finished the piece, I began thinking about its placement on the pedestal. I had 

noticed that the weight of one of the cans pulled the other downward so that the opposing end 

was upturned slightly in the air. I placed this upturned end off the corner of the pedestal so that it 

hung over the edge about five inches. It took on the look of defying gravity, as if it were about to 

take a flying leap off the edge, but was being anchored by the other can which was dragging 

heavily behind. 

Puddle 

Although it didn’t take very long to create, I feel that this small sculpture was one of the 

most successful works in the show. The piece is a wooden carved replica of a squirt dispenser 

which had been taken out of its lotion bottle and is standing magically in a puddle of its own 

spillage. I think the success of this work is in its simplicity. Although it is less ambiguous than 

other works in the show, its adorable simplicity forces the viewer to deal with its more disturbing 

psychological implications (i.e. accidental public urination, public humiliation or masturbation). 

Catch 

This sculpture is meant to hang from a fishing line that is attached to an old rusty nail 

driven into the wall. The other end of the fishing line goes into one mouth of a wooden, double-
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ended, crumpled tube with flip-top caps on each end. The tube’s bottom half curls away from the 

wall as if it is recoiling from being strung up on the wall. The entire tube is painted glitter-

sparkly blue, virtually the same color as Finesse shampoo bottles. The perceptive viewer might 

notice the bright, bubble gum pink seepage coming out of the lower mouth of the tube. The even 

more perceptive viewer might notice the small pink puddle beginning to accumulate on the floor 

directly underneath the mouth of the tube. 

Leg 

This piece consists of two wooden replications of crushed white plastic jugs which are 

hooked together at a hinge joint that looks conspicuously like the knee joint from a prosthetic 

leg. I think my fixation with artificial limbs began as a small child when I was in an old 

pawnshop and saw a large prosthetic leg hanging from the ceiling among various radiator fan 

belts and a petrified dead snake. This sight terrified me. My grandfather just laughed and said 

“that’s a helluva thing for somebody to be selling.” The thought of this haunted me for some 

time after that, and to this day when the word, artificial limb is mentioned to me, this is the 

image that comes to mind. 

Exactly what the relation is between artificial limbs and plastic jugs is still a bit unclear to 

me. I think it has something to do with the fact that the piece is on a pedestal that is so close to 

the ground. It is displayed at a height that is so low that one must stoop over in order to get a 

close look. This creates the uneasy feeling of having stumbled upon an old beaten up, discarded 

wooden leg. This quality of being used and then discarded is much like the crumpled plastic jugs 

the leg is made from. Seeing a disembodied prosthetic limb tends to bring about a slight feeling 

of disgust in people. It may be that it reminds them of their own human frailty. It may also be 

 13



that the thing is a klunky, insufficient stand-in for something that is lost and can never be 

replaced. 

Muffle 

Much like the last work, muffle uses crumpled plastic jugs as its still life reference. This 

time, it is specifically one-gallon milk jugs I refer to. The jugs have head-like knob projections 

coming out of the opening spouts. One of the jugs has its head stuck inside a smaller cylindrical 

object with openings on either end. The fact that this head-like/ knob-like thing is stuck inside 

the small object creates yet another ball-in-socket joint. The other milk jug is on a separate 

pedestal which creates an uncrossable chasm between the two jugs. If the lone milk jug could 

only cross the chasm, it could bury its head into the other end of the small object, thereby 

completing the link in whatever type of chain is supposed to be created by this joining. 

The sexual implications of this piece are fairly complex and ambiguous. Are the milk 

jugs referring to breasts, to penises or to unknown turtle-like creatures trying to bury their heads 

into an unknown object for unknown reasons? The jugs have both male and female traits, and the 

small object has the traits of a feeding trough, a hand warmer, a sex toy or some link to an 

unknown chain. 

Mouth 

This is possibly the most ambiguous work in the entire exhibition. It is made up of two 

flat-black football shaped wooden forms. These forms have the kind of stepped striations of 

turned wood or thrown ceramic vessels lying on their side. But the vessels don’t have the 

perfectly consistent symmetry of ceramics or turned wood, they seem to have a slight droop to 

them. It looks as if they might be made from a soft rubber and their ends are sagging downward 

by the force of gravity. The ends of these shapes have rounded projections so that the football 
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shape is slightly distorted with pointy rounded ends that have vertical slits in the tips, exposing a 

peek into the interior. 

I say that this is the most ambiguous piece in the exhibition probably because there is no 

implied narrative happening between these objects. They are simply identical objects that are 

slightly sexualized with both male and female traits. They vaguely resemble double-headed 

caterpillars or marine life with small mouths, but they also take on the sexual aspects of the 

human body. 

Tail 

This was the final piece completed for the exhibition and was also one of the most 

successful. It was painted flat black like the previous piece and is carved to slightly resemble a 

slimline telephone receiver lying on its back. On the front portion of the receiver, instead of the 

speaker and handset, are a series of three rimmed holes about 1½” inches wide. Where the 

telephone cord usually projects from the receiver is a tail of sorts. This tail looks like a mix 

between a telephone cord, a gear-shift and a cute scorpion’s tail with a ball instead of a stinger. 

The entire body of the telephone receiver is bent forward trying to reach the tail, as is the tail, 

trying to reach the body. 

This object represents complete self-absorption. It is something that has withdrawn into 

itself in an attempt to complete a task that can never be completed. The fact that there are three 

holes to choose from gives the feeling of some bizarre game of skill that is attempting to be 

played. And then the unavoidable sexual content speaks about strange hermaphroditic fantasies 

or failed attempts to auto-fellatiate. The sexual content of the last two works is enhanced even 

more by the rubbery quality given to them by the  flat-black paint. It subtly implies black leather 

or latex, which is so widely used in bondage or fetish wear, although this implication stays 
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downplayed by the cuteness and doll-like quality of the objects. 

This investigation of the darker and more internalized side of human psychology is only 

one aspect of the objects in this exhibition and of my work in general. I am by no means trying to 

make pornography. I feel that this aspect of the human psyche is one that is often purposefully 

overlooked and thought best left behind closed doors. So, just like a work of art can be sexual 

without being sexist, so can a work discuss aspects of perversion in the true sense of the word 

without being perverted in its derogatory sense. The physical acts that some of these objects 

imply are only the façade, masking the psychological struggle underneath. 
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CHAPTER 3 

CONCLUSION 

In this chapter, I will discuss the exhibition in relation to goals I had set up for myself in 

the written proposal. I will also discuss the work in general as it relates to each of my questions 

and how the work has developed toward or away from its intended direction. 

In my statement of problem, I questioned the need for a rigid consistency or “signature 

style” in artwork. I said that these notions bring about predictability and would eventually 

confine the work’s potential for growth. I think that when one is at a stage in their work where 

development has stopped and stagnation begins, the idea of following off-handed impulses, no 

matter how ridiculous, can be a very freeing thought.  

When I wrote the proposal for this exhibition I was at this very stage. I didn’t want to 

keep working in the same manner that I had previously, but I still couldn’t predict what the 

upcoming work would look like. I wasn’t even sure if there would be continuity to the new work 

at all. But after I made the first sculptural object and the first mylar drawing, I realized I had hit 

upon things that could be investigated a number of different ways. So, though the show was quite 

a jump from previous work, it actually took on a fairly consistent appearance, at least with the 

other works in the show. 

From this experience I have learned about the need for change, but I have also learned 

that the first answer to a problem may not always be the best. To work through an idea a number 

of different ways before moving on to a completely different idea or method is a very healthy 

strategy.  

It seems that each question I asked in the proposal was only partially answered by the 

work. The natural direction of the process took the work into avenues that I could never have 
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predicted at the time of the proposal. In question 1, I asked how I could use material with which I 

am familiar in ways that continue to develop ideas that are a progression from previous work. 

This question was answered almost completely by the use of wood and paint in the sculpture to 

go beyond simply creating an unidentifiable object by the investigation of the concept of 

perversion as a type of psychological and moral abstraction. 

Question 2 involved broadening the known boundaries of my work through the use of 

new materials such as cloth, metal, and new methods such as installation. In relation to this 

question, my experiments with cloth and metal were completely unsuccessful. Instead, I became 

even more interested in woodcarving and found its traditionalist stereotype to be a useful irony 

when creating fictional objects whose origins come from mass produced, discarded objects of 

industrial design. 

The installation art methods, though,  proved to be very useful when I decided to begin 

drawing on mylar, and then cutting out each drawing and pinning it onto the wall. This created a 

drawing that incorporated elements of both two and three dimensions. 

Question 3 asked how the dissonance created by juxtaposing the mundane with the 

enigmatic could be better directed to create a more conceptually complex and compelling work. 

In answering this question, I feel I went well beyond the expectations I had set up for myself. In 

my work, the juxtaposition of the mundane and the enigmatic has begun to develop into a more 

narrative mode and has started to dig much deeper than just the strangeness of simple 

juxtaposition. The enigmatic in my work has been shifting toward the more specifically 

psychological element of the perverse. This shift has created room for me to comment on the the 

psychology of the human condition, which tends to express far more enduring ideas than the 

simple strangeness of odd juxtapositions. This type of peculiarity alone might have worked 
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during the surrealist movement. It might have even been shocking, but nowadays it gets little 

more than a chuckle or a shrug from over-familiarity. Bringing the more directed psychological 

idea of the perverse into my artwork has taken it into a more specific and yet conceptually 

complex situation.  

In these works the processes and ideas work in unison to create the overall effect. In the 

sculpture there is the careful replication of a discarded mass produced object, but the content is 

not that simple. It is always transformed by some kind of narrative. The kind of cute, but 

disturbing narratives are always understated but never completely avoidable. The situation 

registers somewhere in your subconscious and it stays there, never really coming to the 

foreground but still not leaving. 
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