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EPIGRAPH

O world, I cannot hold thee close enough! 
   Thy winds, thy wide grey skies! 

   Thy mists, that roll and rise! 
Thy woods, this autumn day, that ache and sag 

And all but cry with colour!   That gaunt crag 
To crush!   To lift the lean of that black bluff! 

World, World, I cannot get thee close enough! 

Long have I known a glory in it all, 
         But never knew I this; 

         Here such a passion is 
As stretcheth me apart,—Lord, I do fear 

Thou’st made the world too beautiful this year; 
My soul is all but out of me,—let fall 

No burning leaf; prithee, let no bird call. 

Edna St. Vincent Millay
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ABSTRACT OF THE THESIS

O world, I cannot hold thee close enough!

by

Erika Christina Ostrander

Master of Fine Arts

University of California, San Diego

Professor Anya Gallaccio, Chair

My thesis exhibition, “O World, I cannot hold thee close enough,“ at the 

University of California, San Diego, is the culmination of artistic work that explores 

material-based process that abstract the body. My work refers to the idea of a body less 

contained by examining the structures that define and protect bodies, using materials to 

represent a continuous line that binds myself to the Other. By the Other I mean the world 

outside of myself as an individual. Exploring connectedness through material illustrates 

Chris Tilley’s idea that, people make things, and things make people. The process of 

connecting materially is a way to understand the present moment. I use dead hair, 

animal tissue, paper waste, salt, burlap and iconic myths to describe the continuity that 

binds past and present. I want to create a language without words, the stories and 

movements that are transmitted through the body over time. Generations of humans 
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reenact a corporeal and visceral connectedness to one another, and in my work, I seek 

to give these stories form.

In this paper I will describe my relationship to my materials and the tools 

with which I create my work. I will discuss artists whose way of working describes my 

own, and various mythologies that contribute to my thinking about art practice. 

Specifically, I will give insight into the ways that storytelling and materials weave together 

in my projects, including “Compression” and “Hold My Bones” works.  

viiii



O world, I cannot hold thee close enough!

Chapter One: Can a body redefine its own containment?

My thesis exhibition, “O World, I cannot hold thee close enough,“ at the 

University of California, San Diego, is the culmination of artistic work that explores 

material-based process that abstract the body. My work refers to the idea of a body less 

contained by examining the structures that define and protect bodies, using materials to 

represent a continuous line that binds myself to the Other. By the Other I mean the world 

outside of myself as an individual. Exploring connectedness through material illustrates 

Chris Tilley’s idea that, people make things, and things make people. The process of 

connecting materially is a way to understand the present moment. I use dead hair, 

animal tissue, paper waste, salt, burlap and iconic myths to describe the continuity that 

binds past and present. I want to create a language without words, the stories and 

movements that are transmitted through the body over time. Generations of humans 

reenact a corporeal and visceral connectedness to one another, and in my work, I seek 

to give these stories form.

This exhibition explores the abstraction of the body through a series of tapestry-

like wall works and bulbous cysts of floor sculptures. The wall works, entitled 

“Compression,” feel like a body suspended in time. The surface of the work becomes a 

topography, a palimpsest of its own making. The sculptures, entitled “Hold My Bones,” 

look like skin sacks in one moment and rocks the next. The exhibition as a whole jumps 

back and forth between interior and exterior, suspending the viewer in a space where 
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things fall apart as soon as they come together. The work shows the process of making, 

as if the momentum could continue and then disappear any moment. Drawings, entitled 

“Traces,” were made during the process of completing the “Compression and “Hold My 

Bones” works.              

In this paper I will describe my relationship to my materials and the tools with 

which I create my work. I will discuss artists whose way of working describes my own, 

and various mythologies that contribute to my thinking about art practice. Specifically, I 

will give insight into the ways that storytelling and materials weave together in my 

projects, including “Compression” and “Hold My Bones” works.  
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Chapter Two: Personal Mythologies

Ritual and Performance: The Process of Becoming Material Through Ritual

Following repetitive gestures, from their awkward starts, to their ritualization, in 

my work I build toward a flow of movement. In resistance to the normalizing force of 

overculture, I unweave and disentangle structures from their inherited belief systems. I 

refigure forms of containment through ritualistic repetition and narrative. Processing 

material through my hands encodes it with my own mythology, as well as pulling from 

the histories of which they are already a part.

My grandmother, Edna, was a woman of great faith. She would tell me stories 

from the Bible as a way to teach lessons. Edna believed that stories could help us 

understand how to move through the world. Stories provide a set of skills to understand 

the challenges that arise in life. I became driven to understand how people comprehend 

the world through faith structures. Over the years I have studied a diverse range of 

religions, including Christianity, Judaism, Mormonism, Buddhism, Jainism, Hinduism, 

Indigenous tribal cultures and Occult practices such as Numerology and Astrology. For a 

period of four years I underwent Jungian and dream analysis. My analysis was the first 

time I came to understand the power of narrative, using stories as a way to understand 

and structure reality. Prior to this realization I understood religions as a concrete, 

separate structures of belief. Narrative gave me the power to see the 

interconnectedness between different modes of perceiving the world.  

Each faith structure that I examined opened me up to the power of ritual. 

Humans use ritual to process transition. For example, the Apache tribe celebrates a 

woman's first menstruation with a ritual called the Sunrise Ceremony. Patrons of the 
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Catholic church consume the body of Christ each week while taking the sacrament. 

These are just two examples of the way the performance of ritual marks a moment in a 

person's life. I think of ritual as a performance that communicates from an internal space 

and connects to something outside the self. Ritual brings stories to life. The power of a 

ritual is replenished each time the gestures are repeated. Repetition of ritual binds 

individuals together. Synchronized breath in a group yoga class is a way to unify the 

room. This is a way to symbolically create a space where the flow or energy of the group 

can work together. 

Ritual is a space that generates power and encodes material with language. My 

studio space is a place of ritual. The repeated performance of practice generates my 

work. The continual return to process imbues alchemy in the studio practice. The ritual is 

not about creating a product, the ritual is about transformation through deep process. 

The connection to process provides an entry point to make work. While I work, my 

conversation with material allows for co-creation between myself and the material. 

Storytelling and my Spinning Wheel

I am not interested in trying to create a perfect object or hone a skill. Teaching 

myself techniques, such as spinning yarn, I learn to respond to the properties of the 

material. Also, as expressed by Erin O’Connor in her ethnography on glassblowing, titled 

“Embodied Knowledge: Meaning and the Struggle Towards Proficiency in Glassblowing;” 

when we practice something it is never about a single aspect of the art, but an 

expression of the genealogy of “learned corporeal knowledges.” Information has been 

passed down through our ancestral bodies over time because “behavior is embedded in 

material circumstance” (Warner). In “The Craftsman,” Richard Sennett says that through 
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making physical things we can gain insight into the things that shape our interactions 

with others. Sennett talks about this in relation to Erin O’Connor and learning how to 

glass blow. Through the process of working with the material O’Connor lost the 

awareness of her body and gained the ability to get into a rhythm interact with the 

material. The awareness of the needs of the material, and consistent return to process, 

creates a structure for interaction. These structures allow for a rhythm that organizes 

personal commitment. This same idea can be seen in the structure of religious rituals. It 

is the nature of the repetition that makes the act persuasive.  

The spinning wheel is bound to many different storytelling traditions. The 

storyteller is in essence spinning a tale, a line that can pull the listener to some glimmer 

of a deeper truth or understanding. I think of spinning as a metaphor for beginning, a 

tale, and as the portal to travel back through history. The spinning wheel has played a 

central role in the development of culture; from storytelling and mythology, to women's 

work and now computer technology. Using my mother's spinning wheel is important 

because the yarn that she made on it came together through her hands. My mother put 

the wheel kit together when she was in high school, and later it sat in the living room of 

my childhood home. The spinning wheel had not been used for years because a few 

parts needed to be repaired. For me, the spinning wheel always contained potential. I 

saw the spinning wheel’s potential as a tool to process the hair I collected while working 

in a hair salon, and I saw it’s symbolic power through history and narrative tradition. My 

mother gifted the spinning wheel to me when I moved to San Diego for graduate school. 

My desire to spin came from the impulse in my practice to bind things together.

The spinning wheel and I have a shared genealogy that has been further 

entangled by its use in my practice. If history is a form of embodiment, and through it we 
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are connected to our environment, the spinning wheel could be thought of as playing a 

part in an alchemical process. Both the wheel and I are part of each other's history. 

Through our interaction we are transformed and become part of one another. The 

spinning wheel also acts as a connection through time, it is the same wheel my mother 

constructed. The wheel is a direct line to my mother, and to the history and tradition of 

spinning.  

In the artistic process I think about perception and a person's connection to their 

environment. Through the repetition of an activity or ritual, a person becomes more 

attuned to the needs of their environment. When I first taught myself how to spin my right 

foot could hardly keep the pacing. My motions were not in concert with those of the 

spinning wheel, and as a result the texture of the wool was not fluid. Another problem 

was spinning with different types of wool, depending on the texture of wool and the 

tension in my hands, the speed of the wheel needed to adjust. My relationship to the 

spinning wheel is not just about producing yarn, it is about the intricacy in the action of 

spinning, being able to anticipate the needs of the machine. I try to understand the 

failures as well as the successes. It took time to get to know the proper tensions to keep 

all parts moving harmoniously. Periodically something would come loose and the spindle 

would pop out and I would have to stop spinning in order to put the wheel back together. 

Every month or so I have to make sure all of the metal joints are lubed to so that nothing 

rusts or gets sticky. 

After three years working with the spinning wheel, all the motions have become 

tacit responses in my body. By the sound or feel I know exactly what to adjust and how, 

having learned how to problem solve when something fails. Richard Sennett describes 

the idea of failure in relation to the musician. The commitment to allow error, failing, to 
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practice until the music is correct. The fingers of a string musician can feel when 

something goes wrong. The musicians fingers wont play the same on someone else’s 

instrument. This is due to the intimacy in the relationship between the musician and their 

instrument. The musician after hours of practice gains a tacit knowledge of the 

instrument. I find these same things to be true about the spinning wheel. This is how 

process reveals that the spinning wheel is an extension of my body and shows a way of 

co-creation with the machine. The spinning wheel demands care, in order for our 

relationship to be maintained. In a sense I am also indebted to this object, bound to care 

for it because it held my mother’s hands, who is already a part of me. 

Internal Ruminations: Agedness

I am often questioned about the fact that my work looks old, I hear this as if it 

was a failure in my making or something to be corrected. As a culture, we look for the 

new. The constant erasure of the old or unwanted (an everyday act in my native Los 

Angeles) is important for me to respond to. So much of LA history has been covered up 

through time and forgetting, but there are moments when a thread that can be traced 

back emerges, and it reveals traces of things that have been hidden. Such traces are 

seen in places such as the Burbank Airport. Built in 1930, it hosted many of Amelia 

Earhart's flights throughout that decade. Later, the airport was used by the military in 

World War II. Now it is the airport that Angelenos try desperately to use. We are happy to 

pay a little more just to avoid LAX. Physical traces of history can also be seen in the LA 

River. Due to the growth of the city the river was controlled in order to prevent flooding. A 

dam was built,and the riverbed was covered with cement to contain the water. Through 

the years scientists realized that the cement was causing problems with groundwater. 
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The cement is now being removed. However, a bird called the Black Necked Stilt has 

begun nesting in the cement cracks;traces of the past remain because of the adaptation 

of bird life. The same hidden traces can be found in our bodies. Living beings are coded 

with histories. Stories are in our blood, our cells, our utterances and in our land. 

However hidden, they are ever present through genealogy. Signs of a body going 

through starvation can be seen in a person's grandchildren. Looking at your genes, you 

can trace the movement of your family through the world. In my work I uncover such 

traces through the performance of my body. My artwork is not old, but I use aged-looking 

material to refer to the future. This is done by looking at the understandings of the past 

to contextualize and unpack the present. I work to understand experience and the 

sensory by recontextualizing the known narrative. This can be seen directly with the use 

of a spinning wheel, an object tied to storytelling as a way to lead me into my own story 

with the work.
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Chapter Three: Material and Process

Transformation

Over the past seven years, I have been building the foundation of my practice 

through the accumulation and manipulation of materials. In this section I will lay out each 

material utilized in my practice and describe the process for the work to be realized. 

Materials used in my practice are imbued with a genealogy of use and becoming, the 

same is true about the process. The flow and interaction between material and process 

becomes a way to mimic the functions of the body. My interest in the body is linked to 

the idea of ephemerality. Nothing is permanent, however just because something is 

unseen, that does not mean that it is gone.  

Sausage Casing and Skin

In my work I use sausage casing as a material stand-in for skin, and a metaphor 

for digestion through the intestine. The casing represents the space where food gets 

broken down. Through the ritual process of my “Wrapping” performances between 2011- 

2013, my body and the sausage casing became one. My work can be viewed in relation 

to Briony Fer’s essay on Eva Hesse, entitled “The Work of Salvage: Eva Hesse’s Latex 

Image 1: Wrapping (1,2, and 3), performance relics, sausage casing, 2011
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Works.” Fer describes the work of Hesse in relation to the moment in Moby Dick where 

Melville says, “The question is, what and where is the skin of the whale?”  The idea of 

inside and outside becomes blurry, the closer you look, the more things fall apart. The 

deeper the cut, the more layers emerge. The body that Melville is trying to contain is “all 

material and will not fit the body’s familiar boundaries,” states Fer. The whale’s many 

inextricable layers tell us that the body is not contained. Skin does not exist as a 

boundary, and the limit of body can fall away. The work of Hesse, much like my own 

work, is related to the body closely in part as a result of the fact that it is always in flux. 

Fer also talks about the idea of salvage, which is “permanently incomplete” in Hesse’s 

Image 2: All the Things I Thought I knew (Bible Sausage), 
Bible and sausage casing, 2011
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work, a theme that is closely connected to my practice. I constantly reuse what is left 

over. My piece, “All the things I thought I knew (Bible Sausage),” used the idea of 

digestion to process the the Christian Bible. I pulped the entire text and stuffed it into 

sausage casing. After processing the biblical narrative through the casing, I decided that 

the body should be subjected to the same rewriting. This is a process of shedding, 

disintegrating, and of loss.

Through my series of twelve private wrapping performances I wrapped my own 

body with the sausage casing while sitting in a claw foot bathtub; enduring deep anxiety. 

Image 3: Wrapping (12), performance documentation, 
2013
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However, I would continue my wrapping until I reached a state of calm. During the time 

of these performances I was a vegetarian, so the idea of covering myself in parts of a 

dead animal was off-putting, however, the work required it. It was important that I broke 

my body down in the same way the bible was pulped. I took the material on as a skin 

through a ritualized repetition. This not only connected me to the animal, but thinking 

about the process of digestion and absorption that is the work of the intestines. I was 

pulping my body, breaking the self down. I could let go of the things that were not 

necessary and hold on the that which was valuable. The smell of the casing was 

pungent, indescribable. My senses were heightened by my strong visceral reaction to 

the experience. The feeling of the cold raw salty animal parts over my skin tensed up my 

muscles, and started my heart racing at the cold and discomfort. The experience 

became a kind of immersion therapy. After putting my body through the initial repulsion, I 

found a space of total calm. My body and mind were relaxed, as if I had gone through a 

moving meditation. Wrapping myself in casing, taking it on as my skin, was a way to 

become the material.   

I thought that this transformation would happen only for me, but I realized that I 

was wrong when a peer of mine photographed “Wrapping 10.” At first I felt 

uncomfortable bringing someone into a very vulnerable place with me. However, by the 

end of the wrapping performance the photographer was in a trance-like state as well. 

She told me that she felt a change in herself, and she left the space relaxed and in tune 

with my process. Through this experience I realized the ability of my work to affect the 

physical state of my audience.

   

12



 

Intestines

There was a time when people would predict the future by looking at the 

intestines of a dead animal. This makes sense to me because of the associations 

between the gut and intuition. The intestine digests and breaks down food, processing 

and extracting what is useful and expelling the rest. Within the body, if the intestines are 

in distress the effect can be seen in symptoms such as back ache or bloating. Research 

has also found a correlation between the gut and the brain. Findings suggest that there 

is more serotonin in the gut than the brain, and that your digestion has a lot to do with 

mood, depression, and anxiety (Doe-Young).

We are hosts to other organisms. There are millions of bacteria that live in our 

intestines. The health of our gut emanates throughout our body and is dependent of the 

Image 4: Wrapping (8), performance documentation, 2012
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proper bacterial flora (Bowe). This reminds me that I am only me because of all the 

beings that live inside of me that I will never see. We are lifted and pulled down by 

connections that we may never know about. My work with human hair binds together 

unseen connections between individuals through the discarded bits of their hair.

Hair

Hair carries its own history, encoded with DNA and a personal timeline. It 

continues to grow postmortem. Hair is an extension of the body that grows from the 

inside, but can exist long after the body is gone. The Greek story of the Fates concerns 

destiny and a personal timeline.The youngest sister, Clotho, was a spinner, the middle 

sister, Lachesis, marked the length of the thread of life, and the oldest sister, Atropos, cut 

the thread. It was said that the Fates would visit a house three days after a child was 

born. The life of a person was bound by the process of the fibers being transferred 

through the hands of the three sisters. I am interested in the idea of a person's life being 

spun into existence. 

I wanted to illustrate the story of the Fates through spinning human together into 

a continuous line in “Untitled (hair piece).” However, rather than think of the person as an 

individual, as in the manner of Victorian hair work, I wanted to think of a person as a 

constituent of being, just one part of a whole. In order to continue drawing on the 

narrative of the Fates, I learned to work on a spinning wheel. After I developed some skill 

spinning wool, I began to spin human hair. The hair is collected from multiple salons in 

Los Angeles and San Diego, and I received donations from friends and others who 

wanted to become part of the work. Multiple bodies are bound together though the act of 

spinning. A continuous line is spun together, creating a tangible connection between 
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bodies. Every person whose hair ends up in my work will forever be tied together, even 

as those connections remain invisible to the people who have contributed hair to the 

work.  

The hair is stored in one large container as it gets collected. When preparing the 

hair it must be carded before spinning. The carders resemble two very large flat hair 

brushes. Their teeth are very strong, so that the carders can drag the hair through their 

Image 5: Untitled (hair piece), hair, 2014
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teeth and align the fibers.  The process of carding the hair lines up the strands, and it 

mixes together all the various hairs from individual bodies. Once the hair is carded, it is 

ready to be spun. 

16



Chapter Four: Thesis Exhibition

Wall Works

My “Compression” works, are made of pulled paper pressed onto burlap and held 

together with salt. In order to make the work I have collected and shredded any excess 

paper I come across. Once I accumulate enough paper matter I soak it in a bath of salt 

water. At this point, the water is so saturated with salt that it becomes brine-like. I soak 

the shredded paper in the salt bath for a few days so the salt bonds to the shredded 

paper pieces. Once the paper is ready, I pulp it with a blender. I spread the paper pulp 

over a piece of burlap, covering the surface of the paper, and piling sandbags on top. 

The work is left to compress for at least 24 hours. The paper pulp and burlap are held 

together from the initial compression, but become unified and solid through the growth of 

salt crystals. Once the sand bags are removed, I leave the paper in the sun to dry.  As 

the sun’s rays beat down on the the work the material dries slowly and the salt begins to 

emerge. Depending on the weather, the salt may continue to appear on the surface of 

the paper for weeks after the work appears dry.

Once I finished “Compression 1,” it hung on my wall during a pretty gloomy few 

weeks. One day the weather became warm very quickly, and the air dry. Over a period of 

three days I watched the grey paper transform. A cloud of white formed from the edges 

of the paper and circled to consume the work. Watching this sudden transformation 

expanded my understanding of the power of this material, because transformation 

continued to happen even after I thought the material was stable. The delayed reaction 

took place because the salt responds to the atmosphere.

17



 Each of the “Compression” works hang like bodies on the wall. Moments of the 

process can be seen in the textures pressed into the paper's surface, frozen, as if 

Image 6: Compression 1, pulped paper, lint, burlap, salt, 2016
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suspended in motion. There are moments where the paper looks as if it is about to slide 

right off the burlap, and would crumble into pieces. In other moments the paper and 

burlap look as if they are merging into the one another. The burlap functions as a 

structural support for the paper, as a wall sculpture. I am drawn to the fact that contact 

with water would destroy the work, considering water was the element that allowed the 

materials to be processed and transformed.  

Material: Paper

The act of making paper mimics the process of digestion, breaking something 

down into smaller and smaller pieces until everything is pulped. Paper has become so 

abundant in everyday life that it is almost unseen, pieces of trash that end up under our 

windshield wiper, or hung on our door knob. Then these things become discarded, 

wasted in landfills.  

Much like the act of carding human hair, shredding, soaking, and blending the 

paper turns the individual into part of a whole. The act of pulping trash erases the history 

inscribed in the text. However, little bits of the shredded paper  are left over, leaving 

moments of its previous history, a history that is rendered unseen, yet contained within 

itself.

I am drawn to the story of paper because it traces back to trees. Trees contain 

their own history within their internal rings, much like a strand of human hair. Pulping 

trash brings it back to life, elevating it, in order to care for and preserve it, rather than 

waste it. .
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Material: Burlap  

Within the history of of sculpture burlap is used as a scrim in plaster casting. Part 

of an understructure, an internal web that holds layers of material together, 

strengthening the structure as a whole. Burlap is also used when planting large trees 

because it acts as a membrane. The burlap contains the roots of the tree, and will break 

down in time, allowing the tree to become one with its environment  I returns to the 

earth. Made of plant-based materials such as jute or hemp, similar fabric known as 

Image 7: Compression 2, pulped paper, salt, burlap, 2016
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sackcloth appears in biblical stories. Sackcloth was worn underneath clothes as a way to 

repent. Due to the coarse nature of the fiber, it is very rough against soft skin, causing 

the wearer continual discomfort. Similarly, some medieval Christian monks would wear 

shirts made out of spun hair. I like these stories because they connect burlap back to the 

body. A person is forced to be present when the skin is irritated, and learn how to move 

through a physical state of unease. 

Material: Lint

I collect dryer lint from the laundry rooms around UCSD, as well as from my 

home and the homes of my friends and family. This is a material similar to hair because 

it is the excess of the body. However, dryer lint is created through a process of washing 

and drying with heat. This sanitizes and felts the material, which is thrown away at the 

end of the drying cycle. I am drawn to the fact that lint is pulled from the individual: cells, 

hair, clothing, and the material that one chooses to cover their skin. I put the lint through 

the same process of pulping and compression as the paper, however I pay some 

attention to the color so the composition can be made with fields of color, rather than 

letting the color get muddy.    

Salt as Bonding Agent

The history and mythology of salt is rich. Early in human development salt was 

considered a sacred object, and to this day it is one of the most valuable commodities in 

the world. The oversaturation of salt in everyday life has diminished its power as a 

magical object. Salt was once believed to be eternal, and able to grant that eternal 

power to other things. The power is seen in salt's ability to preserved food. The belief in 
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salt’s mystical properties can be seen in purification rituals. During baptism in the 

Catholic Church salt is touched to the mouth of a baby. In the Philippines, a newborn 

baby's mouth is filled with salt and then washed with water from the river. Both of these 

rituals are performed in hopes of preserving the life of the child. Salt was also used in 

rituals related to death, as in Egyptian mummification. In Greek mythology, Aphrodite 

was born from the power of salt water, born from the foam of the sea. Here, salt is a 

generative power, Aphrodite being the goddess of love and creativity. Salt is life. My 

work pulls from salt’s history as preserver and life giver. Humans need salt to absorb 

water more efficiently, it is a necessary to our survival.  

The Zuni tribe in New Mexico tell a story about the salt woman who lived in Black 

Rock Lake. The tribespeople regularly went to the salt woman so they could take salt 

home to their villages. At first all the people in the tribe were extremely respectful, but 

over time they started to take the salt woman for granted. People did not remember to 

make offerings, and they wasted the salt that they took home. The salt woman left 

because she was upset with the way her flesh was being wasted. I love the story of the 

salt woman, both as a reminder to be respectful to the space you inhabit and the things 

provided you, and to avoid waste, a value held by many indigenous tribes in the U.S.  

When using salt in my work I think about the salt woman, thanking her for her generosity, 

and being careful not to waste her flesh (Bastian).

Salt is a versatile material, which acts as a temporary bonding agent. In my 

practice I have used salt’s physical properties in three ways: first as glue, second as a 

preservative, and third to create drawings. I am drawn to the lore surrounding salt.  

Thinking of salt as an eternal being directly reflects the way the material performs.  All of 

the work created with salt is alive. Depending on the moisture in the air, or how dry or 
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hot the weather is, the salt will change. Due to this continual motion, my work will also 

change slowly through time, and will completely disintegrate if not cared for properly. 

This makes the work temporary, like the body.   

 

Salt as Preservative

The “Hold My Bones” sculptures are are made out of sausage casing and then 

covered in salt. When I buy the sausage casing, it is raw and soaked in a salt brine. 

During the construction of the rocks some of the salt gets removed. To preserve the final 

work, the rocks are washed with a salt brine until saturated. This helps preserve and 

strengthen the thin skin of the casing. This action is the flesh of one (the salt) 

strengthening and holding the flesh of another (the casing). They crystallize together.  

The work is pulled between skin and rock, connecting the body to geological 

time, a slower time. The rocks are a way to deal with bits of my practice that won’t gently 

return into the earth. By this I mean that objects, such as plastic water bottles, 

containers, bags, and other bits of the studio, won’t disintegrate. These objects become 

the interior or core of the rock, creating the form that the casing can slowly digest. Salt 

becomes the skin of the casing rock, keeping it alive and protected. The rocks are a way 

to salvage the waste external to the body, that was created for use by the body. The 

process becomes an anchor in my thesis show, creating a connection between body and 

landscape.   

Salt as Drawing

When salting the “Hold My Bones” sculptures and other forms, I line the floor with 

paper. Traces are left on the paper from the accumulation of the salt around an object. I 
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am creating salt drawings by capturing the process, and at the same time ensuring that 

the salt is not wasted. The salt water soaks into the paper and bonds the layers together. 

Once the paper is completely dry the drawings come out looking like a flap of skin. I am 

reminded of the salt woman, lending us her flesh so we can live, and so that my work 

can come into being. The “Traces” drawings and “Hold My Bones” sculptures touch on 

the idea of salvage, collecting and use each bit of the process.  
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Chapter 5: Conclusion

In the week preceding my thesis show five planets will be in retrograde: Mercury 

(April 28-May 22), Mars (April 18-until June 29), Jupiter (January 7-May 9), Saturn 

(March 25 - August 13), and Pluto (April 18 - September 26). With all the planets out of 

phase this is a time to look back to our past. For this moment the future is put on hold. 

The pause is to provide space to secure and steady the foundation. It is a time of 

transformation through death and rebirth. Transformation comes through a process that 

is always moving. A solid foundation provides the strength to continue standing, even 

when the environment is continually shifting. This lesson is key to my time in grad 

school, and is my perfect companion as I go forth into the world. We are all a multiple 

body, a body made of stardust.  

In conclusion, my work examines the containment of the body through material, 

story, and narrative. A space of co-creation with my tools and processes is achieved 

through a continual breakdown and regeneration of material. My body responds to the 

material, making the boundaries between myself and the material disappear. Can a body 

redefine its own containment? Yes, by understanding that our body consists of layers of 

material that hold each other through time and space. This is seen in the visceral 

permeability of my work, nothing is ever quite contained. 
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