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We awake every morning to perform a type of ritual in order to prepare for the day.  Our 
environment has amenities in place to activate and satisfy our basic necessities: to wake, to expel, 
and to consume. The morning routine is something that we perform and act recurrently every 
day. These symbolic moments we engage in within the interiors of our homes can be juxtaposed 
to the natural environments that have influenced the associated forms within a variety of creation 
myths.  This combination of modalities develops a potential for one to engage in an alternate state 
of being. In a way, there is as much power in an individual making their daily decisions as there is 
in the creation of the Universe. How we choose to use that power is often decided… in the 
beginning… of each day.

The work “The Great In The Small and The Small In The Great” is an installation consisting of  
three rooms: a bedroom, a kitchen, and a bathroom. Within these spaces are a mixture of paper 
mache elements and conventional objects that have been altered to create new associations and 
identities. Through the experience of this installation, the aim is to have each individual 
renegotiate their own standing personally and in the world. This work and my research has led 
me to investigate the importance of myth in peoples’ lives, how language is used in a variety of 
formats, how other artists and individuals have explored aspects that I am indebted to, the choice 
of  installation as a mode of presentation, and the tasks that we undertake.

I. THe Great in the small and 
the small in the great



The bedroom is only lit by ambient light and holds  
whirling within it rhythmic masses of white and black. A 
paper mache bed is leaning with its bent legs in the air, 
accompanied by paper pillows and a black cloth 
covered book. A black fleece and white paper blanket
moves overhead and touches the ends of the room as 
a thick black rug meanders on the floor. There are           
moments of uncertainty when looking at fleece next to 
the black cloth covered walls, that a question creeps in, 
‘Just how deep is this space?’. The familiar fan of vinyl 
blinds is mimicked in shape by the window frame on 
which it is attached. The blanket forms a conical shape, 
tapering down towards the corner of the room. If one 
peers into the depths of the swirl, they may notice a faint 
metrical pulsing of red light…





















II. MYTH AND PERCEPTION

The scientific method  is employed  in order to observe, measure, and experiment to gain an understanding of 
a subject. This methodology is widely accepted as being objective. Through documentation, archiving, and 
the disbursement of the collected data, scientists are able to reproduce and verify the results in order to 
conclude that it is true. There are processes, however, that science still cannot fully explain as there is an 
inaccessibility to all aspects of our physical world, such as the formation of the Universe. Creation myths are 
unique because, for a culture, they describe these processes that cannot be explained. 
 
Humankind has tried to understand their immediate and infinite surroundings through a variety of different 
methods. A commonality that each culture has for the origin of the cosmos and all that inhabits within it is 
through a sense of the symbolic. Some of the explanatory associations that are employed in these stories are 
based on observations of similar shapes, colors, or actions within the environment in which a people reside or 
the cultural practices that they value.1 Every culture has at least one type of creation myth describing how the 
Universe, the Sun, the Earth and life as we know it came into being. Many myths share commonalities even 
though they originate from different parts of the world. In most creation myth anthologies with examples 
from a variety of cultures, the stories are grouped into a few categories: Chaos (formation of the Universe 
from a rupture of energy), Cosmic Egg (formation of either the Sun or the Earth due to the separation of the 
yolk from the white of the egg), and Body Emissions (formation of the Earth, continents, mountains, forests, 
plant life, oceans and rivers through the release of feces, urine, spit, ejaculation or blood).



Myths can accomplish a feat that only the arts can; opposites such as life and death or macro and micro can 
be framed in away that may no longer be understood as being completely different. Myths have the 
capability to hybridize categories and boundaries within nature and culture. The types of symbologies used 
offer a glimpse to the particular framework of that society by the ways in which they conceive of planes of 
existence, notions of the powers that sustain the universe, how they view themselves chronologically, and 
their relationship to other living things.2 Symbols allow for a connection of the unfathomable to something 
that is understood. It provides a way to situate oneself within the order of everything and how one is 
connected to those things, whether it be through spiritual, natural, or unknown phenomena. Charles Long 
wrote how a person is, “understood as a microcosm, a representative of the cosmos in miniature… The 
general physiological and psychological make-up of each individual is based on a divine model contained in 
the cosmogonic myth” (26). 

Artists from a variety of different cultures who make works relating to their creation myths sometimes 
employ similar techniques, tools, or materials that are embedded within the story. Though the resulting art 
objects have a significant presence, these methods or implements also have a utilitarian relationship in their 
society. This imbues a sense of a sacred connection to the environment and the way people live.3  Our 
mundane morning routine can be linked in a similar way. When we are awoken from our peaceful slumber 
by the alarm clock, is it not like the chaos that erupts from nothingness to create the universe? Once we are 
up, do we not release bodily waste such as feces and urine making a microcosm of landmasses, rivers, lakes, 
and oceans within our toilets? When we crack an egg for breakfast, are we not performing the symbolic 
release of the Sun’s light into the day? When we spit toothpaste from our mouths, can one imagine the 
residue becoming forests on land? The day of the week and the time in which one gets up has an effect on 
their morning rituals. Each person has a different order and rhythm in preparing themselves for the rest of 
their waking hours and yet at least one of the motions mentioned is enacted by everyone daily. Morning 
rituals are performed so that we begin our day, but they can be viewed in a way that is akin to aspects of how 
the Universe began. There is a magic, a potential, a vastness to these simple acts once they are seen through 
the lens of myth.



The kitchen is mostly of yellow, white, and light with marbled 
linoleum flecking the floor. The paper mache refrigerator, 
cabinets, and stove leak a radiance from a myriad of gaps and 
surfaces. The range of the stove has a range of warmth evoking 
an imaginable functioning form. Sitting patiently over an 
element is a stainless steel pan framing a paper fried egg. Upon 
the counter top is a common place microwave with a perpetual 
yellow light and a common place toaster emitting red halos 
around paper toast. Accompanying the appliances are a paper 
mache egg that rests on a carton, a paper butter knife that lies 
near a stick of paper butter, a paper mache bowl occupied with 
edible oranges, and a book covered in yellow fabric that is the 
same as the walls. Atop the refrigerator is a frame that holds a 
picture that is peculiar, for it seems like an image of trees and 
grass and sky but their makeup is strangely amiss. A window 
with blinds of vinyl near the corner of the wall frames not the 
outside, but reflections cast by mirror…





















III. Language and Frameworks

To theorists such as Ferdinand de Saussure, Jacques Derrida, and Jacques Lacan, a word is 
defined by other words, other symbols, and so there is no beginning or ending to their definition. 
All words occupy the definition of sign. These signs can lead to information that is missing or 
situates itself in the place of that representation. The location and placement of a word amongst 
other words gives the overall structure, context, and meaning of that word. Lacan felt that our 
subconscious is similar to language because it relies on symbol to convey meaning. We 
understand the world around us, other individuals, and ourselves through the constructs of 
language. In essence, we are born of language and shaped by its presence.4 Conceptual artists and 
their work such as Douglas Heubler’s Variable Piece #34, Jan Dibbets and Reiner 
Ruthenbeck’s The energy of a real English breakfast transformed into breaking a real steel bar by the 
artists Dibbets and Ruthenbeck, and John Hilliard’s Cause of Death? are examples of the power in 
which language and image can have when paired together. These works involve multiple photos 
that have text either next to or incorporated within the image, prompting us to view the work in a 
particular way.

We are stories and we surround ourselves with them. Stories are a necessary component to make 
our existence possible and, “as our needs or situations or audiences change, so do our stories. As 
our perceptions about the world change, so do our understandings of the stories we’ve told or 
have heard others tell” (Jackson, 8). A story that we read or a movie that we watch when we are 
young goes through a transformation of meaning when we encounter it at an older age. 



The structure of the written or visual language hasn’t changed, but because we have been 
exposed to different kinds of experiences, our own personal narratives allow us to relate to these 
same moments in a new way. The intent of my thesis work is to evoke a similar effect on an 
individual when they are conducting their morning routine; where it is no longer a series of 
banal actions but rather moments of symbolic meaning.

There are transitional cues that prepare us to know when we are going to encounter a story. 
When we clear our throat, open a book, sit in a movie theater, go to a concert, or look at an    
artwork, we are prompted by types of references that alert us to the start of an experience. These 
frameworks can be encountered at any time, even in our homes.5 This is important to my thesis 
work since I aspire to relay the combination of modalities in morning rituals and creation myths.  
There is an association to a bedroom, kitchen, and bathroom based on materials and objects that 
are inhabiting the spaces within the installation but at the same time there is a manipulation that 
makes them feel as if they are in the midst of some transitional act, that these rooms and the  
actions that are associated in them are being heightened, magnified, and tweaked in order to 
invoke latent possibilities. In a way, we are of everything and everything is us; the metaphoric 
seeps into ourselves, our stories, and the world around us. 

There is a constant negotiation between two types of stories, the ones that we encounter and the 
ones that reside within ourselves. It sets up for us a constant set of mediations for which we have 
a certain type of control over since, “we are in crucial respects the authors of ourselves. This 
double divinization underpins our modern belief that we are responsible for the creative 
realization of our natures” (Benson, 82-83). Individuals have the ability to self-narrate to be who 
they want to be. In order for people to succeed, they must feel they have the capability to do so. 



The self-creation of ones’ self can only be accomplished through the commitment to that 
realization. We encounter a variety of stories on a daily basis that impacts our lives. Though one 
may not adhere to a single type of narrative as a way to live, the stories that we are exposed to 
have an influence upon us. Within the thesis work, I explore how different types of stories that 
filter through us in our contemporary culture ultimately have an impact on how we develop our 
own personal creation. Placed within the three rooms of the installation are four books with 
recorded narratives being read in different ways:

An omnipotent figure proclaims

“In the beginning, the universe was non-existent. There was neither non-existence nor existence. All was in suspense, 
calm, in silence, all motionless, still, and the expanse of the universe was empty. Then at some point, chaos erupted…”

A newscaster announces

“Earlier we reported on the chaos eruption. This just in. Energy was sighted pulsing out, scattering itself all across the 
universe. Over a period of several hours these energies started to swirl around each other and created a tiny sphere. The 
sphere couldn’t contain all of the energy it had and exploded and became the sun…”

A person recounts a story to a friend 
 
“So get this, there is just Water and Wind on planet Earth and that’s it. Just those two, Water and Wind. And they, can 
kind of talk with each other… interact… but they couldn’t really touch at all. You know? That’s all they can really do. You 
know? They can just talk. So one day, Water was just like, “You know, it would be really awesome if I could touch 
something.” And so Wind was like, “Okay! Lemme… lemme see what I can do.” So wind starts taking all these little 
particles from the air, just these little dust things, and takes a little bit of water and starts swirling them around and made 
this…like… clay-like substance and then just dropped it into water. After a little while, it uh… started drying out because 
of the sun and that became the continents.”

A narrator from an audio book reads

“One day, Wind asked Water if it could make something that Wind could touch. Water agreed. Water created a forest of 
trees underneath its surface. When the trees were fully grown and lush with leaves, Water pushed them through the 
continents with a great force. Wind was pleased with what Water had made. Wind immediately ran through the limbs and 
leaves, making the trees dance…”



To a certain extent, the after-effects of a story cause the formulation of ideas in our belief 
systems. No matter how or when these instances occur, whether they be from an acquaintance or 
authority figure, their impact is always meaningful. As philosopher Jonathan Glover stated, “Our 
inner story lets us get our bearings when we act. Without it, all decisions would be like steering 
at sea without a map or compass” (74). Every morning when the day is starting anew, we have a 
chance to consider the stories we were exposed to and extract the elements that to and have the 
opportunity to alter our daily interactions than how we enacted before.

In John Cages’ performance Water Walk the use of a number of objects such as a bathtub, a 
rubber duck, a toy fish in a piano, a pressure cooker, an electric mixer to crush ice cubes and a 
number of other conventional items having some relation to water were used to create the 
musical piece. Cage changed the perception of these objects by elevating the noises in which they 
make to that of music.  He altered the way people encounter sound at every moment. I 
incorporated a similar method juxtaposing different sounds within the books in the installation.  
Each of the audio bites are followed by snippets of sounds that have an abstract relation to what 
is being described in the story while also being a noise that is normally associated to that 
particular room. For instance, the black book in the bedroom has the description of the Universe 
forming followed by a sound of a digital alarm clock going off, the yellow book in the kitchen has 
the description of the Sun forming followed by the sound of an egg frying in a pan, one of the 
blue books in the bathroom has the description of the continents forming followed by the sound 
of feces falling into toilet water while the other blue book has the description of forests being 
made followed by the sound of someone spitting and brushing their teeth. The sound pairings 
aren’t explained but just flow into each other. The connection of the sounds to the rooms might 
not be met immediately, but the aim of the work is that through experiencing some of the books, 
the relationships to the story, sound and space will be made. 



Others have noted that our stories and our actions have a potential. In particular, I have been 
researching cultural producers whose philosophy revolves around issues of individual activity
and agency. The artist Marcel Duchamp investigated Gnosticism where he found the belief of 
traditions from every culture all tapped into a similar part of the brain. Psychologist Carl Jung 
presented the notion of ‘collective unconscious’ where personal experiences are collected and 
organized in a pre-existing psychic system that anyone from that species could access.6 In both of 
their findings, if one deeply concentrated on the brain, one could ascertain aspects of the 
Universe and an understanding of basic designs of universal human psychology and creativity. 
One of the major concepts in both cases is the understanding that everything from the micro 
to the macro in nature is in a related complicated system. 7  We all take part in an aspect of the 
morning ritual and so in a way everyone is able to tap into this universal experience. 

Buckminster Fuller felt that everyone was analogous to a trim tab (a small device that is attached 
to the rudder of a boat). The slightest movement of the trim tab affects the rudder and thus the 
whole course of the ship. If it is installed incorrectly or is improperly working, it can alter the 
direction of how the ship travels and make the boat move rougher through the water. Fuller 
wanted all of humanity to understand that though we think of ourselves as small that each 
individual is like a trim tab; that we all have an impact on our environment and on mankind. It is 
meaningful to take a step back, to understand where we have been and where we might be 
going so that one can decide the path in which they want to follow.8  Associating creation myths 
to morning rituals gives an individual the potential to become who they want to be and to 
accomplish what they want to do. We are in the act of creation all of the time. This work attempts 
to narrate the symbolic qualities found in everyday activities and present the potential of 
individual freedom in our daily choices.  





The bathroom permeates the most area out of any of the 
rooms. A grove of spiring plungers with a wafting of 
fir stand in a dispersion of paper mache leaves. As one 
moves closer to the blue cloth covered walls, the leaves 
begin to shift to a fairly squarely grid. A tube and brush 
of tooth, a sink and a cabinet all of paper mache 
commingle with a mat of moss and a bar and dish of 
soap. Facing oppositely are paper mache shelves that 
hold green towels, a book covered in blue cloth, and 
paper rolls of toilet paper. Prominently from above, a 
fixture descends light upon a paper mache toilet. If one 
leans in close, a dirt bouquet rises from the bowl. In the 
corner stands a lone plunger with the handle tip behind 
an over lay of clear vinyl shower curtains with 
impediments of green on their surfaces...





















IV. INSPIRATION AND INTERACTION

Symbols and language can act in a similar manner where meanings can shift depending on 
context and placement in a sequence. This allows for a potential for play, an ability for 
manipulation, and allowing access to other meanings than if utilizing a singular articulated 
system. Duchamp employed this way of thinking with his ready-mades by taking an object with 
certain meanings and combining it with other materials to create a new definition or 
nonsensical quality. The shift of display for these found materials within an art context allows the 
language that is normally associated with them to change and create new levels of thought.9 
Duchamp also did this with language, using puns or a play-on-words for his titles. Duchamp’s 
use of humor gave an avenue to access deeper meanings within his work. These sentiments can 
also be found in the Pop Art movement which incorporates as their main influence facets of mass 
culture including comics, advertising and conventional cultural objects of the kitsch and popular 
variety.  A myriad of images, mediums, and materials are filtered through irony and the surreal in 
order to highlight overlooked, discounted, and trivial aspects of society.10  

I find that the previous described methodologies are important mechanisms in my practice. 
Humor as a vehicle of the illogical, nonsensical, irrational, and laughable is something that a 
larger amount of people can access no matter their level of education, ethnicity, and cultural 
background. I feel that this is important to consider since there is a lack of exposure to the arts 
for the general public. The contact to art in public education is becoming less due to the 
reduction of state and federal budgets. Also, with the poor state of the U.S. economy since 2007, 



many non-profits that are involved in art programming have been closed. In an interview with the 
artist Taylor Davis, the chief curator for ICA Boston Helen Molesworth discusses how:

 “Our country has completely abandoned the public education system, which is now in a 
 state of crisis and massive disrepair. One ramification is that most people, by the time they 
 get to college, have not had a significant art experience. Even though we live in the most 
 visually saturated time in our culture, most people are what I would call functionally illiterate 
 in the realm of the visual. They actually don’t understand what they’re looking at, even though 
 they are looking right at it. If I do a rudimentary analysis of a picture, for instance, if I show a 
 public audience how perspective works, by showing them the orthogonals and a vanishing 
 point, they start to look orgasmic!” 

Exposure to art history, philosophical theory and conceptual modes of interpretation are 
helpful to fully appreciate the intentions of many contemporary artists. This can be intimidating 
for one who doesn’t have this kind of background when entering a gallery space because if they 
are unable to enter the work in some way, they may leave feeling discouraged or unintelligent. 
Akin to how a museum creates exhibits with a variety of informative levels so that anyone from 
a fast moving tourist to a knowledgeable patron will find a level of satisfaction, I too try to layer 
my work in multiple ways so that it may be engaged by a variety of people. The mixture of paper 
mache materials with conventional objects that have been manipulated offers an environment 
of discovery, humor, and play. Seeing a paper mache bed with an extended blanket and a paper 
mache window frame with vinyl blinds sets the environment that is imaginative in its potential 
rather than restricted to the normal function of the objects. Another sensory moment was added 
to the paper mache toilet and elongated plungers where these objects had perfumes of dirt and 
fir trees respectively deposited on them in order to correlate to the myths found in the bathroom. 
Manipulating objects in these ways invites a viewer by seeing something known to them but in a 
new and different way. This gives an opportunity to let the imbedded message of the work sink in 
at a viewer’s own pace as they explore the work no matter what their level of art education is.



I find the use of installation important in order to try and assimilate the viewer into the created 
environment that is evoking the spaces where one performs daily rituals and routines. In this 
format the viewer has a different kind of connection and implication to the work than when one 
looks at an object, whether it be a painting or a sculpture, where the act of viewing becomes a 
stationary coalescence of time. Within the installation, the viewer is inspired to look at the work 
in the moment, moving about, piecing together their non-linear perceptions in order to grasp an 
understanding.11 Curator Mark Rosental considers how:

 “With this unframed form of art sharing the space of the viewer and being as authentic 
 as any other space in the viewer’s experience, we have reached a pinnacle in art’s evolution 
 toward the accurate depiction of space, time, and the world. Cohabiting with the 
 environment, installation thereby can be life in some great impersonation. Through this 
 physical convergence and the use of commonplace materials, it can, also, potentially 
 comment on the human condition in a way that is profoundly effective because it is replete 
 with the substance of life” (27).

The sentiment that installation can embody an impersonation of life was important to my 
thesis work since I am connecting domestic spaces to myth. When experiencing installation, part 
of us is still aware of our presence and the environment we are in. These abstractions allow our 
minds to let go, to be grounded, and, at the same time, be lead somewhere unknown or 
unconsidered. It is important to engage the viewer to an open state, such as a child who uses taste 
and touch to understand their senses prior to mastering language. Through this, “their experience 
of every new situation requires numerous senses be employed as they investigate what something 
is. Consciousness moves outside itself in the quest for knowledge and there is a physiological 
drive to organize temporal and spatial relations” (Bowman, 54). The familiarity of these domestic 
spaces and objects placed within them is something easy to enter, making the integration of myth 
a jump to make, but one that is not too far to be reached.



I chose to incorporate paper mache within these spaces for a number of aesthetic and symbolic 
reasons. Objects that have been treated with the paper have particular actions associated with 
myths concerning the creation of the Universe, the Sun, the continents, and forests.  For instance,  
the toilet is covered in paper mache since it is fixture that is used to collect one’s expulsion of 
urine, feces, and in some cases vomit and blood. These types of bodily emissions, in a 
variety of creation myths, explain the formation of specific landmasses, bodies of water, and plant 
life. There are other items that are treated in paper mache that have a more distant, yet relational 
association. As an example, in the kitchen the refrigerator and stove are in paper mache. Within 
this space I am trying to juxtapose the releasing of an egg yolk to that of myths concerning the 
creation of the Sun. These appliances are typically used to store and cook eggs which is one 
connection. More importantly, the Sun is understood as emitting light which a refrigerator and 
stove do when they are in use. In their functional ways, these appliances inhabit aspects of 
Cosmic Egg myths. 

A second facet for the use of paper mache is that creation myths are typically encountered 
through a book (although their format is one of an oral tradition which makes the sound in my 
thesis work complex). I wanted to materially convey this connection of these types of stories to 
books and paper. Lastly, another use was is in trying to implicate the blank pages as a reference 
to starting over, changing, or beginning something new.  The time of the morning ritual has the     
potential for these types of shifts to be engaged.



The use of conventional materials that have been partially altered was to help anchor the 
familiarity of the space while at the same time having the viewer understand that something is 
different. The way in which the real objects were manipulated was also my attempt to manifest 
new abstract relations; new myths in a way, other than the connections I was making with the 
paper mache pieces with myths that already exist. For instance, in the bathroom where we 
normally brush our teeth I am trying to connect existing creation myths that involve spit 
manifesting into forests or plant life.  I wanted to evoke a new association of forests occurring in 
the bathroom space. By placing a plunger with a wooden handle in front of a mold covered 
shower curtain, one could imagine an image of a tree. 

This work also provides numerous sensory stimulations such as the smells of dirt, moss, dried 
leaves, and tree bark within the bathroom, a subtle amount of heat being radiating from the 
various appliances and the lights within the kitchen, and the sound components that are emitted 
from the books. The objects that are paper mache invite a tactile exploration of touch. All senses 
but taste are engaged throughout the piece. 





 v. Task and conclusion

“If you want to make an apple pie from scratch, 
you must first create the Universe.”- Carl Sagan

Though many modernist and romantic themes have been challenged in the past 50 years of art, 
it is still valuable to incorporate narrative since it is a record of human experience. Being able to 
take the past and the present to forecast potentials in the future is incredibly important for the 
survival of humankind. This is a space that artists can occupy and contribute culturally to a 
greater degree since it takes imagination to do this. Aristotle felt that the power to create in one’s 
own mind is necessary to understand gathered sensory information and to induce reasoning. 
Imagination has the capability to be an intermediary between the senses and mental analysis in 
order to foster projections of things to come.

Individuals such as Jurgen Habermas with his concepts of communicative rationality and the 
public sphere, Joseph Beuys  and his notion of social sculpture, James Luna with his artworks 
such as AA meeting/Art History have tried to demonstrate the necessity of ethical and social 
topics within society. There can be a way that art and life can function together, a sort of 
reverence to address the larger concerns of our times. Suzi Gablik writes passionately:

 “The question of whether or not art will ever change the world is not even a relevant 
 question any more: the world is changing already, in inescapable ways. We can no longer 
 deny the evidence which is at hand. The need to transform the egocentric vision that is 
 encoded in our entire world view is the crucial task which lies ahead of our culture. The issue 
 is whether art will rise to the occasion and make itself useful to all that is going on” (24). 



Myths act in a similar manner as a component in a post-modern art practice; observing what is 
around and changing its context to derive new meanings and understandings. These are the first 
real indications of man’s ability for abstract thought. Creation myths are amazingly beautiful, 
insightful, and imaginative; they give a sense of a collective consciousness in how mankind sees 
and conceptualizes the world in order to understand it. Even though we don’t think of it, we live 
in an environment of magic and imagination. We all have a power to create the individuals we 
want to be and the world in which we exist within. “The Great In the Small and The Small In the 
Great” is my effort to help people remember that.
___________________
 1Maclagan, Dave. Creation Myths: Man’s introduction to the World.  London: Thames and Hudson, 1977: 5. 
 2Long, Charles H. Alpha: The Myths of Creation. Chico: Scholars Press, 1983:19-20. 
 3Long: 28-29.
 4Sarup, Madan. An Introductory Guide to Post-Structuralism and Postmodernism. Athens: University of Georgia Press, 1993: 8.
 5Maclagan: 6. 
 6Jung, C G, and R F. C. Hull. The Archetypes and the Collective Unconscious. New Jersey: Princeton University Press, 1968: 43.
 7Burnham, Jack. “The Purposes of the Ready-Mades”. Great Western Salt Works: Essays on the Meaning of Post-Formalist Art. New York: G. Braziller, 1974: 
72.
 8Sieden, Lloyd S. Buckminster Fuller’s Universe: An Appreciation. New York: Plenum Press, 1989: xii.
 9Burnham: 73.
10Francis, Mark, and Hal Foster. Pop. London: Phaidon, 2005:11-19.                                                                                                      
11De, Oliveira N, Nicola Oxley, Michael Petry, and Michael Archer. Installation Art. Washington, D.C.: Smithsonian Institution Press, 1994:13. 
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vi. Artist Statement

In my artwork, I strive to bring awareness to overlooked, passed over, and banal aspects of our individuality and society. 
I employ a hearty stew of narratives, allegories, and symbols from cultural and personal histories as a means to give a 
point of origin for investigation and discussion of current events. I find it important to incorporate a mixture of folkloric 
themes and humor in order to present a complex issue in a comfortable yet impactful manner.  

I am not the type who strictly utilizes one particular medium or mode of production. My choice of materials and craft 
of each work is important to its engagement and interpretation. The accessibility for art to everyone is important to me. 
Much like how a museum creates exhibits with a variety of informative levels so that anyone from a fast moving tourist to 
a knowledgeable patron will find a level of satisfaction, I too try to layer my work in multiple ways so that it may be 
engaged by a variety of people. I am also one who is influenced by the environment that I am surrounded by and will
enact alterations to respond to the space in which it is existing. 

The work “The Great In The Small and The Small In The Great” is an installation consisting of  three rooms: 
a bedroom, a kitchen, and a bathroom. Within these spaces are a mixture of paper mache elements and conventional 
objects that I have altered to create new associations and identities. My aim is to have, through the experience of the 
piece, an individual renegotiating their own standing personally and in the world.

We awake every morning to perform a type of ritual in order to prepare for the day.  Our environment has amenities 
in place to activate and satisfy our basic necessities: to wake, to expel, and to consume. I see the morning routine as 
something that we participate in and act recurrently every day. These symbolic moments that we engage in within our 
homes can be juxtaposed to the natural environments that have influenced associated forms within a variety of creation 
myths. This combination of modalities develops a potential for one to engage in an alternate state of being. In a way, 
there is as much power in an individual making their daily decisions as there is in the creation of the Universe. How we 
choose to use that power is often decided… in the beginning… of each day.



viI. EPILOGUE

I am best when I am following my gut or those fleeting twinklings of inspiration. 
I am best when I am challenged. 
I am best when I am limited in material, space and time. 
I am best when I am having a bit of fun.
I am best when I know I have given every ounce of myself. 
I am best when I have questions. 
I am best when I am present. 
I am best when I look to the future.
I am best when I give to others. 
I am best when I receive from others.
I am best when I am open. 
I am best when I share. 
I am best when I am working.
I am best when I see it through. 
I am best when I can let it go. 
I am best when I see the relationships of the unrelated. 
I am best when I take care of myself. 
I am best when I am exposed to a myriad of experiences. 
I am best when I am concentrating on one thing. 
I am best when I am learning from my mistakes. 
I am best when I am exposing myself. 
I am best when I take in criticism. 
I am best when I am a bit lost. 
I am best when I am looking at myself.




