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Abstract 

 As humans build structures, we find that at any moment the things that we have 

created have the possibility of failing.  Whether through time, age, or faulty construction, 

manmade structures as well as human relationships - are inevitably temporary.  Yet, we 

continue to build them. Human beings naturally seek stability as well as security and purpose in 

life. These are most often sought through the home, family relationships, friendships, and 

establishing a successful career. We often place our life’s purpose within the structures and 

relationships that we create.  In my life journey, I have also sought security in the external 

structures mentioned above.  It has been through my internal search, however, that I have 

found a treasure where complete rest, peace, and permanent security are offered.  But, even 

still, I continue to seek and to build.   

 In The Weight of Glory, I use bricks made from ground soil, ceramic materials, concrete, 

and wood to make a sculptural installation that depicts my own personal search and finding of 
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permanent security.  The work stimulates thought and discussion about this universal trait that 

humanity over the course of history has shared – the insatiable longing for a permanent sense 

of security and meaning beyond what we are capable of understanding.  

INTRODUCTION 

 Sculptor Barbara Hepworth once said, “Perhaps what one wants to say is learned in 

their childhood, and we just spend the rest of our lives figuring out how to say it.”  As I recall 

memories from my childhood of building clubhouses and forts, I believe that what Hepworth 

said is quite true.  A few years ago, I stumbled upon a school journal from 5th grade.  In 

response to the teacher’s prompt, “What do you want to be when you grow up?” I wrote, 

“When I grow up, I want to be an artist.” I went on to describe how I would build tree houses 

and clubhouses as an artist, and include all of my friends.  In saying this, I acknowledge that 

much like contemporary artist, Do-Ho Suh has said, “For me, making art is a by-product of life.  I 

don’t think I make art for just art’s sake.  It’s a product or residue of my way of thinking and my 

belief system…”  (Suh 48). 

 Like Suh my work is inspired by, life experiences.  While, I do share personal stories in 

this paper, I seek not to make this only about my journey and search for security.  I have been 

told that the more personal we get with our work, the more universal it becomes.  While this 

seems to be both ironic and impossible, it appears as if this is also true.  While much of my 

audience will not be from Frog Jump, Tennessee or even a rural area, many of them will have 

similar memories from their own past - memories of their grandmother, friends, and teachers.  I 

seek not to share a history, but to evoke a feeling through sharing my story – the longing for a 

state of security that is permanent and an understanding of human existence.  



11 
 

 In the sculptural installation, The Weight of Glory (Figures 1-2), I depict my personal 

journey, research, and search to discover and understand how to achieve eternal security. 

Security as we know it is a transient state.  Family members pass away, homes burn, and 

governments fail.  To illustrate my search, first, I will describe the work that makes up The 

Weight of Glory.  Next I will explain how The Weight of Glory portrays my search for this state 

of security through investigating themes of fear, curiosity, exploration, and trust. I will use 

personal narratives paired with academic sources to explain how research informed my project 

in lieu of thesis, The Weight of Glory, and helped me to conclude that the values and 

foundations established as a child in rural Western, Tennessee was fundamental in developing a 

philosophy of life.  Yet, it was through personal investigation, reflection, and challenge that I 

took ownership of that philosophy myself.  

THE WORK ON DISPLAY 

  My project-in-lieu of thesis, The Weight of Glory (Figures 1-2) is a gallery installation that 

consists of five large scale sculptures that occupy the gallery floor space in the University 

Gallery.  Four of the five sculptures reference American building construction and are built with 

building materials - bricks made from ground soil, ceramic materials, concrete, and wood.  The 

soil which is specific to my childhood home is used to create brick veneer that hangs on the 

largest wooden structure.   This structure, I refer to as a tower, is built on top of wooden 

scaffolding that is constructed using 2” x 2” pine wood stock (Figure 3).  The wood scaffolding 

supports the brick tower but references a non-permanent structure.    The brick veneer is 

deteriorating and is portrayed as such by the cracking and limestone and other natural 
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materials that are popping out from select bricks.  Incidents such as the limestone pop-outs 

occur in the process of firing the bricks and are beyond the control of the maker. 

 A series of three columnar sculptures are located opposite and surround the brick tower 

(Figures 4-6).  These narrow and tilted columns are constructed using concrete and wooden 

stock.  The open lattice work of these structures built from untreated lumber also references 

scaffolding or wooden infrastructures. These are counterbalanced on cast concrete 

hemispheres, whose curved bottoms illustrate both balance and instability.  Concrete, which 

usually acts as a material used to create foundations, is ironically unstable as this round 

bottomed form which has the appearance of tipping over at any moment.  This unstable 

construction illustrates that while the proper materials were used to create their foundations, 

the form of the foundation itself is not stable causing the viewer to place a certain level of 

distrust in what they are seeing.   

  In the center of the floor space, amidst the construction based structures, rests a stack 

of three life scale pillows which are cast in concrete (Figures 7-9).  There is a concave 

impression created in the top pillow which implies an impression of a human head.  Nestled in 

this negative space lies a cluster of handmade, glazed, and lustered porcelain pearls.  The pearls 

reference a treasure that is being sought after in the midst of human constructions.  They are 

nestled in the concave space of the concrete pillow but are also unprotected and vulnerable to 

touch.  Over the duration of the exhibition, viewers felt inclined to reach for the pearls, an 

evocative treasure, by bending over to touch or pick up them up. 
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FEAR OF DISORDER AND INSTABILITY 

 The alarm clock blasted a shrill buzz across our small, two bedroom house.  My heart 

sunk into the bottom of my chest and I jumped out of bed to run and see the time on my 

mother’s alarm clock in the next room.  7:31 a.m. – it flashed.  I was going to be late again.  I 

shook my mother softly; afraid to wake her. “Momma?” I paused. “Momma?” I whispered.  No 

response.  I began to shake her a little more and speak a little louder, also changing the 

intonation of my voice. “Momma... Momma... Momma!” “What?” my mother responded.  

“Please wake up! We are going to be late for school,” I said.   “I am awake!” she said.  I began to 

rush to get myself dressed.  Ready to go, I prodded my mother again to get up and leave.  After 

much of this back and forth and waiting for my mother to double check her appearance multiple 

times in the mirror before we could leave, we finally made it in the car. 7:55 a.m.  I had to be at 

school by 8:00 a.m.  I was so afraid that I would be late.  My nerves were shot.  I hated being 

late.  I continuously watched the clock, praying that somehow I would miraculously make it to 

school on time.  When I realized that was unrealistic, I became shameful. I dreaded the walk to 

the front office to check in as late before making my way down to Mrs. Nelson’s fourth grade 

class.  I would never get perfect attendance. 

* * * 

 January 2005.  7 years later; I walked into Mrs. Nichols’ junior English class and looked 

on the white board to see what the bell ringer for the day was.  “Black birds….” the white board 

read.  “Black birds are scary,” I began to write.  “They are often considered to be suspicious 

types of birds.” I continued to write about black birds.  As the bell rang, Mrs. Nichols walked in 

the door.  Just like always.  Honors English III was my favorite class of all time – aside from art. 
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American Literature.  Maybe it was the content, but I think most of it had to do with the 

teacher.  Mrs. Nichols was feared by most students in the school. She held very high standards 

for her students; that is why I liked her.  I never had to guess what was expected of me and she 

was always on time.  “Take out your books,” Mrs. Nichols said. I opened my book to the 

assigned page.  “The Raven” by Edgar Allan Poe read,  

“Once upon a midnight dreary, while I pondered, weak and weary,  
Over many a quaint and curious volume of forgotten lore,  
While I nodded, nearly napping, suddenly there came a tapping,  
As of some one gently rapping, rapping at my chamber door.  
"'Tis some visitor," I muttered, "tapping at my chamber door -  
Only this, and nothing more." 
 

Mrs. Nichols and American Literature provided a sense of structure and balance to my life that 

was comforting.  At school and in Mrs. Nichols’ classroom I was never afraid. 

* * * 

 In Children & Adolescents: Interpretive essays on Jean Piaget, David Elkind writes, 

“Personal security in turn is based upon the assurance that something […] will remain constant” 

(4).  School brought a state of constancy to my life that was lacking in my childhood home.  At 

school, I was not afraid.  As we progress into adulthood, most of us, continue to search for 

moments of constancy; moments that provide us with structure and stability.  We carry around 

day timers, planners, and now smart phones all in the effort to bring order into our lives.   

 There are elements of fear as I have just described through the stories from my 

childhood that are present within sculptures that form The Weight of Glory.  Inconsistencies can 

be seen in the bricks themselves (Figure 10).  They are cracked and some even barely hanging 

on to the wooden structure where they reside (Figure 11).  The screws that are left revealed on 
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the brick tower further evoke a sense of uncertainty in the work (Figure 12).  It appears as if the 

work may not be complete or that it can be changed.  

 Further there is the potential for instability shown in the series of the three wooden 

columns that balance precariously on curved bottoms (Figures 7-9).  While concrete is often 

used as a material for creating stable foundations, the form of these bases, displays a level of 

insecurity in the work that is unsettling.  Rather than, displaying the columns on sturdy 

foundations, I display them on unstable ones, because often times we do not fully understand 

something until experiencing its opposite.  Witold Rybczynski writes, “It turns out in practice it 

is much easier to measure discomfort than comfort” (225).  I then ask the question. But could 

we measure discomfort without having experienced comfort in the first place? 

CURIOSITY 

 “Granddaddy Jimmy, where is the juice coming from? The board or the nail?”  

Commissioned by my great-grandmother to replace her side deck, I was my grandfather’s right 

hand girl for the job.  My 7-year-old senses were alive as I watched my grandfather skillfully and 

masterfully sink every nail into the fresh planks of wood.  My grandfather laughed as he 

answered, “The wood, girl.”  I then realized that the wood must have been very fresh and green 

for it to release the clear liquid serum with each nail that broke its surface.  I understood the 

answer and I have never forgotten that juice comes from fresh wooden planks and not metal 

nails. 

* * * 

 “Mom, can you show me how to do this?”  A Winnie-the-Pooh latch and hook set 

consumed all of me as I struggled to read the directions.  I could read and there were diagrams, 



16 
 

but with effort after effort I could not figure it out.  I became frustrated.  My mother purchased 

this latch and hook set for me as a gift; for what occasion I do not recall.  She had a latch and 

hook set as a child and assumed that I too would like to have one.  My mother joined me on the 

living room floor as she attempted to guide me through the directions.  She demonstrated the 

latch and the hook.  “Okay,” I thought, “so you go through and hook and back out.”  “Watch 

me, Momma.”  “No, that’s not right.”  My mother began to lose her patience with me as I 

struggled to understand.  “Show me again,” I begged.  After several attempts and fails, my 

mother lost her patience with me.  I never completed the latch and hook set.  It remains in my 

grandmother’s shed approximately 20 years later.  Maybe one day I will figure it out. 

* * * 

 “It is important that we answer the child’s questions rather than dismiss them as a 

nuisance and a bother” (Elkind 33).  Elkind writes, "One of the earliest themes in a child's 

questioning has to do with origins.  The beginnings of things, particularly of living things, are a 

great mystery to children, just as they were to the Greek philosophers" (29).  While we remain 

children for a very small portion of our lives, it seems as if our inquisitive nature remains 

throughout adolescence, adulthood, and into our senior years.  We all want to understand why 

we are here, what our purpose is, and how we can fulfill it.  I believe it is why Socrates 

challenged us to examine our lives when he said, “the unexamined life is not worth living.”   

 Jane Bennett in her political ecology of things, Vibrant Matter, writes to ask questions 

about life – what constitutes life and how and when it begins.  Can life be found in a bottle cap, 

a dead rat, a stick, pile of moss, and plastic glove?  Further, she writes with concern about failed 

food systems, waste, and the trouble of wartime.  In 2010, thousands of years after humans 
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discovered that the Earth is round, Bennett, as most everyone does on a daily basis, is still 

asking the question, “Why?”  Why is there evil?  Why is their loss?  Why do I have this sense 

that something is not right about the world in which I live?  These are age old questions that 

humans continue to ask.   

 Seventeenth century mathematician and philosopher, Blaise Pascal also sought to 

understand these questions for himself.  As a believer in God, Pascal still asked the same 

questions and desired clearer understanding for the Biblical worldview.  In his, Pensées, Pascal 

writes: 

"Is it not clear as day that man's condition is dual? [...] But unhappy as we are (and 
should be less so if there were no element of greatness in our condition) we have an 
idea of happiness but we cannot attain it. We perceive an image of the truth and 
possess nothing but falsehood, being unequally incapable of absolute ignorance and 
certain knowledge; so obvious is it that we once enjoyed a degree of perfection from 
which we have unhappily fallen” (35). 
 

Further, C.S. Lewis, a Twentieth century novelist, essayist, academic, theologian, and former 

atheist came to a similar conclusion in his book, Mere Christianity: 

“The Christian says, ‘Creatures are not born with desires unless satisfaction for those 
desires exists [...]. If I find in myself a desire which no experience in this world can 
satisfy, the most probable explanation is that I was made for another world.  If none of 
my earthly pleasures satisfy it, that does not prove that the universe is a fraud.  
Probably earthy pleasures were never meant to satisfy it, but only to arouse it, to 
suggest the real thing.  If that is so, I must take care, on the one hand never to despise, 
or be unthankful for, these earthly blessings, and on the other, never to mistake them 
for the something else of which they are only a kind of copy, or echo, or mirage.  I must 
keep alive in myself the desire for my true country, which I shall not find till after 
death…” (136-137). 

 

The child, Bennett, Pascal, and Lewis all have come to similar conclusions in their findings.  If 

humans have a desire for something, they must have experienced satisfaction for the desire 

previously.  For that reason, we continue to seek fulfillment for that deep-seated desire.   
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 My own curiosity sparked the physical making of The Weight of Glory through the 

investigation of a particular material – Frog Jump soil. Can it be fired? To what temperature will 

it melt? Will it melt at all? Does it change color at different temperatures?  Material research 

itself is a large part of my studio practice. Through curiosity of material and material research 

many of my concepts are formed and further developed. 

 Further viewer investigation of the work will reveal that the bricks are not merely bricks. 

They are not assembled with mortar or constructed by the typical extruding or molding process 

that bricks normally are. The bricks are created by packing mud in a press-molded clay form to 

create a veneer of a brick. The bricks are hung as a veneer on the wooden tower structure and 

serve no purpose in the stability of the structure itself.  Instead the brick tower that is usually 

perceived to be permanent is placed on wooden scaffolding which we view as temporary. 

 Curiosity is also displayed in the usage of concrete to make pillows that are normally 

made from soft, fabric, and cushion materials.  My studio practice frequently involves making 

contradictions in form and material choice in order to raise questions for the viewer. Through 

raising questions in ironic material choices and juxtaposition of form, discussion with the viewer 

is stimulated even further. 

EXPLORATION 

 Age 10.  No end in sight. Step by step, the field of cotton’s soft mud squished between 

the toes of my bare feet.  I moved with caution.  Caution from the experience of stepping on the 

remnants of the crop’s stalks from the previous year’s harvest.  I pressed on.  The smell of dirt 

was in the air as I approached the top of the hill.  Rows upon rows of the green cotton plant 

filled my frame of vision as far as my eyes could see.  I marched on like a soldier.  The row 
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directed me where to go.  At the top of the hill, a break from the monotony was in sight.  A 

thicket of trees that ran on either side of a large gully bisected the field.  There it was – the 

Oblivion.  My childhood friend, Cliff gave this ditch surrounded by trees in the middle of the vast 

cotton field that name.  It sounded good to me.  I didn’t even know what it meant.   

* * * 

 I now discover that oblivion can be defined as a state of not knowing what is going on 

around you.  The Oblivion was where we were sheltered from the world around us.  It was 

where we built clubhouses.  Children do this. They explore. They build - all in the effort to make 

a place.  While people are not children forever, we continue to construct “clubhouses.”  Only 

our “clubhouses” take form as homes, careers, and relationships.  We hope that they will 

provide us with a sense of security, wholeness, or completion.  Yet, with each completed 

“clubhouse,” another one is created. 

 In “On Fairy Stories”, J.R.R. Tolkien writes about the desire for escape that often gives 

birth to a fairy tale (145-147).  This desire for escape can be seen in mine and my friends’ desire 

for The Oblivion. While, Tolkien defines the fairy-tale as an outlet for our desire to search and 

ultimately escape to a place that is completely filled with joy, as an artist, it appears as if the 

clubhouse and the object has been the quencher of that desire. 

 The search for stability, fulfillment of my longing, and desire to escape can be seen in 

my work by showing moments of transience.  The bricks on the tower are not complete 

showing the passage of time, possibly past, present, or future.  The missing bricks reveal the 

wooden structure underneath.   
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 The small grouping of pearls, nestled deep inside the concave of the pillow, remain as a 

hidden treasure until the viewer is close enough to peer inside.  The search in the midst of 

unstable and transient structures has proved fruitful – a once hidden treasure – now found. 

TRUST 

 The soft clean sheets engulfed my smooth 9-year-old legs as they slid into my 

Grandmommy’s bed after my nighttime bath with pink Dove soap on a warm summer’s night in 

July.  My head hit the soft feather pillow and I scooted in as close to Grandmommy as I possibly 

could.  I felt safe to be near her in her silky night gown.  After we were settled, she began to tell 

me her stories.  “These are feather pillows she would say.  They were made from the feathers in 

Momma’s feather bed. I wouldn’t have any other pillow but a feather pillow,” she would say.  

“Woo, there ain’t nothing like them.  When I was a little girl we didn’t have anything but feather 

pillows and my Momma got them from our geese.”  She would raise her head up and down and 

move it around as she spoke as if she had some sort of nervous habit – the pillow conforming 

back and forth to her head. I didn’t really think anything about it because that’s just what 

Grandmommy did when she was talking.  I just laid there and listened to her stories that she 

would tell.  It was our nightly ritual. I learned about the camp meetings that she would go to at 

the church when she was a little girl.  I learned about the time she burned 2 chocolate pies 

during the WWII sugar ration; and how she dumped them out in the woods to hide the fact that 

she had wasted the sugar by burning the pies.  I learned about a side of Frog Jump that I 

couldn’t experience, but one that I could imagine.  I could imagine it because I was familiar with 

the place myself. 

* * * 
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 Moments like this that once provided us with comfort, we realize soon disappear. The 

comfort of Grandmommy’s pillow next to my side, with her head in it is gone.  A transient 

moment in my life, defines a memory that remains permanently etched in my mind.  Yet, while 

the memory remains, the trust that was put into my Grandmommy’s presence in my life slowly 

begins to fade away as Grandmommy, 87, now suffers from Alzheimer’s disease.  She is no 

longer near me and I learn that the trust that was placed in my Grandommy’s company will 

soon be gone.  The pillows in The Weight of Glory, symbolize a moment of rest; a moment of no 

fear and complete trust.  The pillow; cast in concrete though freezes a moment in time and 

captures it permanently.  I trust that the pillow will not change.  It is captured just the way it is – 

to last forever. 

CONCLUSION 

 While one may identify the journey that I have just described as a stroll down memory 

lane or an investigation of the concept of nostalgia, I argue that this is not what I have just 

done.  I want to go beyond mere nostalgia and investigate why these moments are both 

meaningful and universal.  In On Longing, Susan Stewart describes nostalgia as, “sadness 

without an object, a sadness which creates a longing…” (Stewart 23).  I have learned that 

recollecting these memories no longer bring me sadness, but great joy and hope for what is to 

come.  Through evoking the desire for security in my work that is unstable my goal is for the 

viewer to draw out these moments in their lives and investigate them.  Detail by detail.  More 

than mere memories, I believe that they are a picture of something greater than we desire. 

 I have concluded that for me, my creativity and philosophy of life spring from my 

convictions as a Christian.  The answer, I have found is the hope that I have found in Christ 
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himself and is depicted in The Weight of Glory in the gathering of handmade porcelain pearls.  

These pearls represent the cleansing and renewal process that Christians experience and the 

gift of hope with a fresh moral start that is offered through aligning one’s life with Christ.  The 

pearl is a very profound object that is created as a form of protection by various types of 

mollusks that are in pain.  As the mollusk is open to feed, on occasion a small grain of sand or 

parasite can become lodged in the muscle of the creature causing it great pain.  As a defense 

mechanism, the mollusk excretes a substance made of a combination of calcium carbonate and 

various proteins to create a protective casing around the foreigner.  The mollusk will produce 

layers and layers of this calcium carbonate substance around the intruder until the material 

that the shell of the mollusk is made of itself encases this newly formed object – the pearl 

(Shipley 1-2).   

 Much like the formation of a pearl, the process of growing up and becoming an adult, 

the process of discovering and taking ownership of who we are, what we value, what we are 

pursuing, and why we are here involves an intricate, bewildering, and an often painful process.  

However, at the end of this bewilderingly difficult process, a beautiful and unique individual can 

be found.  This process can take varying amounts of time depending on the person.  The apostle 

Peter explains that the trials Christians face in this life are brief in the grand scheme of 

things.  These trials allow the trust of Christians in Christ to be proved genuine and will result in 

glory (New International Version, 1 Pet. 1:6-7).   

 The pearls in The Weight of Glory represent not only a treasure that is found at the end 

of a painful process, but the beauty of the process of an individual’s search.  The pearls 

themselves depict the physical weight or “value” of glory.  While it was unintentional, I realized 
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through the installation that the pearls were unprotected; completely vulnerable and available 

to take by anyone who is willing - just as we are freely invited to be in relationship with Christ 

now and forever.  While, I will continue to face many challenges, I am grateful for the joy and 

great hope that I have in facing them because of Jesus Christ. 

 In the end, it is not my desire to impose my answers to these questions on my viewers 

but to ask a question.  I will end with a section from C.S. Lewis’s sermon, The Weight of Glory on 

nostalgia.  Lewis writes:  

“In speaking of this desire for our own far-off country, which we find in ourselves even 
now, I feel a certain shyness.  I am almost committing an indecency.  I am trying to rip 
open the inconsolable secret in each one of you – the secret which hurts so much that 
you take your revenge on it by calling it names like Nostalgia and Romanticism and 
Adolescence; the secret […] we cannot hide and cannot tell, though we desire to do 
both.  We cannot tell it because it is a desire for something that has never actually 
appeared in our experience.  We cannot hide it because our experience is constantly 
suggesting it, and we betray ourselves like lovers at the mention of a name.  Our 
commonest expedient is to call it beauty and behave as if that had settled the matter.  
Wordsworth’s expedient was to identify it with certain moments in his own past.  But all 
this is a cheat.  If Wordsworth had gone back to those moments in the past, he would 
not have found the thing itself, but only the remainder of it; what he remembered 
would turn out to be itself a remembering.  The books or the music in which we thought 
the beauty was located will betray us if we trust to them; it was not in them, it only 
came through them, and what came through them was longing. These things -- the 
beauty, the memory of our own past -- are good images of what we really desire; but if 
they are mistaken for the thing itself they turn into dumb idols, breaking the hearts of 
their worshippers.  For they are not the thing itself; they are only the scent of a flower 
we have not found, the echo of a tune we have not heard, news from a country we have 
never yet visited" (29-31). 

 
The question that I would like to pose for my viewers is “What is it that you are longing for?  
 
 If you got it, would you be happy?” 
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INFLUENCES 
 
 While the personal narratives and research described above have served as the largest 

influences on my work, I have also been influenced by the movements of installation art, 

minimalism, multiplicity in ceramics, and several artists.  In this section, I will explain how each 

of these movements, devices, and artists have influenced and informed The Weight of Glory. 

 Claire Bishop says of installation art, “Rather than imagining the viewer as a pair of 

disembodied eyes that survey the work from a distance, installation art presupposes an 

embodied viewer whose senses of touch, smell, and sound are as heightened as their sense of 

vision.  This insistence on the literal presence of the viewer is arguably the key characteristic of 

installation art (6).  I did not intend for any of the work to be handled by the viewer initially.  

However, in observing the viewers’ interaction with the work in the gallery space, people 

seemed to feel an unintended invitation to pick up the pearls and hold them in their hands like 

a fist full of collectable marbles.   

 Further, while the work of the Minimalist sculptors of the 1960s may not be considered 

the apotheosis of installation art, at least Bishop gives credit to them in her critical history as a 

direct influence on installation art today. So, while my work in The Weight of Glory may not be 

considered a true form of installation as contemporary art defines it today, it references it.  The 

work draws inspiration from the way minimalist artists like, Donald Judd, and Richard Serra use 

the element of space in their work (Figure 13).  Serra has said of his work: 

“As the work becomes more extensive, and I had a need to walk into and 
through and around it, then you get involved with what effect the work has 
physically, on your body, as you walk. So, time and movement became really 
crucial to how I deal with what I deal with—not only sight and boundary, but 
how one walks through a piece, and what one feels and registers in terms of 
one’s own body in relation to another body. So, in that sense, as the pieces 
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became bigger, and you walked into and through and around them, they took on 
other concerns, which were more psychological—even though implied and not 
specific than in the early work, where process was the key to organizing the 
principle of how one would structure something” (1).      

 

I argue, just like Bishop raises the question (Bishop 8) if a viewer’s experience of the 

work is required to label it as installation, what determines experience? The viewer’s 

interaction with my project was an experiential one and this experience of the work is required 

for The Weight of Glory to be successful.  It demands the viewer’s presence, and travel through 

the space to the middle to stand where the tower and columns hover above them.  At some 

point within the center of the space they look to find the pearls as some hidden treasure.  The 

scale of the forms along with their relationship with one another and the viewer in the space, 

as Serra said of his work, effects the viewers own body as he or she maneuvers the space.   

 The Weight of Glory is influenced and employs formal qualities of Minimalist sculpture.  

Like Minimalist sculpture, The Weight of Glory, “heightens our awareness of the relationship 

between itself and the space in which it is shown” (Bishop 53). However, unlike Minimalist 

sculpture this is not the only intention of the work.  The Weight of Glory juxtaposes symbols 

and materials that create metaphors. Yet, similar to Minimalist artist, Carl Andre, economy of 

form and material are used in The Weight of Glory. By limiting the work to three dominant 

elements and materials – wood, concrete, and brick; I bring a pragmatic sensibility to the 

project. 

 The multiple is often seen in my work and is present dominantly in The Weight of Glory 

in the form of the brick and secondly in the pearl.  Glen R. Brown explains in his article, 

“Multiplicity, Ambivalence, and Ceramic Installation Art,” how the ceramic multiple has become 
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a device used by ceramic artists who seek to bridge the gap between ceramics and 

contemporary art (6).  In the article, Brown writes about the pragmatic reasons and benefits for 

using the multiple which relates to my studio practice.  Coming from a ceramics-based 

background, I do value multiplicity of form.  I enjoy the act of making the multiple themselves 

because this act provides me with a sense of order and structure that is comforting.  Just like 

knowing Mrs. Nichols expectations of me was comforting, the multiple too gives me the 

opportunity to know what is expected.   

 The process of repeating a form over and over again also gives my mind the opportunity 

to focus; which is often difficult for me to do.  When my hands are working to produce 

multiples, I do not have to think about what they mean in that moment because that has 

already been decided in the mold development stage of my process.  Then, during the making 

process my mind has the time to develop the ideas further and I personally feel productive.  

Maybe it is due to my rural upbringing that I am unable to just sit and think to develop my own 

ideas – I feel lazy and I get nowhere.  Most of the time, I must be physically doing something.  

There is a connection between my hand and brain that I am unable to articulate completely, 

but a connection that I now understand.   

 As I use the multiple for pragmatic reasons in my finished work, the multiple is also 

practical in the making process.  Seeing ware boards of rows upon rows of the same form 

excites me and could be parallel to the rows of cotton that I experienced as a child.  Multiples 

also make loading kilns very practical and efficient.  This quality that the multiple brings is 

parallel to the production potters way of working.  A production potter often makes pots for 

the same practical reasons.  They are concerned about filling space in their kiln effectively and 
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efficiently.   Just like a production potter, many of the ceramic sculptors’ use of the multiple 

today references the history of ceramics itself for this reason.  “Since ancient times, repetition 

has been an important aspect in the history of clay” (Hanessian 9).   

 While the multiple, does satisfy pragmatic and personal desires for me in both the 

making process and finished work, they also seek to bridge the gap as between contemporary 

art and ceramics as Brown describes in his article on multiplicity in ceramics.   Brown writes, 

“No longer to be regarded as simply a consequence of efficiency in the production of utilitarian 

wares, ceramics multiplicity has served in an increasing number of instances to introduce a kind 

of conceptual potential to the ceramic object” (4).  With the multiple, I am able to achieve large 

scale works with small parts.  Just as I built clubhouses as a child with many various parts and 

materials, I create sculpture in the same way.  The ceramic multiple for me is a building block 

that I use to create a larger piece.  They can be repurposed and reused in various ways as I 

reconfigure them in space.  For example, the series of 6,000 small extruded houses that I 

created in 2013 have been used to make almost 10 different sculptures.  Like Carl Andre used 

factory-produced brick in his work, I use the multiples like houses, bricks and mass produced 

pearls as key elements in my installations. 

 While I maintain the ancient processes in ceramics of molding to produce my multiples 

themselves, the multiples do not reference functional vessels; the bricks reference architectural 

building materials.  Bricks are ceramic and are an historic building material not new to building 

or the field of ceramics. Kiln fired bricks have been used since ancient civilization’s early 

inhabitants of the Euphrates-Tigris river basin to create structures (Levy and Salvadori 272).  

Such bricks were used to create towers just as the ancient people of the Middle East created 
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the Tower of Babel.  Brick factories can still be found across the world.  All of which have a very 

efficient and pragmatic way of making and firing bricks.   

 This is also not a new concept to the field of contemporary ceramics or art.  In Fragment 

of Western Civilization, Robert Arneson (Figure 14) created ceramic bricks to create a 

dilapidated wall in the gallery in 1980.  While both mine and Arneson’s walls are falling apart, 

Arneson and I are doing very different things.  Arneson has created bricks in a way that was 

truer to the masonry process and even used a ceramic material to mortar them together.  After 

the work was installed in the space he physically knocked the wall down (DelliQuadri 38).  This 

act of aggression is shown in Arneson’s work in the shards that are scattered on the floor.     

 The brick tower in The Weight of Glory, however, does not show this same act of 

aggression because the bricks in the weight of glory are not actual bricks but only veneers of 

bricks that are hanging on an internal wooden structure and acting as a façade.  By removing 

the direct historical reference to the vessel in my ceramic multiples, according to Brown The 

Weight of Glory cannot be considered ceramic installation art.  Brown writes, “The qualifier 

‘ceramic’ only becomes necessary as an appendage to the term ‘installation’ when clay is 

confined to an iconic state, when it is made to carry the ideology of the field of ceramics into 

the realm of contemporary art” (Brown 7).  However, it has definitely gleaned inspiration from 

ceramics history and this way of working.  

 In the article, “Encountering Multiplicity: Abundance in Clay,” Holly Hanessian discusses 

the importance of breaking away from known and prescribed ceramic processes that often limit 

new ideas in our field.  She describes the work of ceramic artist, Daniel Bare (Figure 15), whose 

use of the ceramic multiple depends upon breaking all of the rules of glazing.  Bare glazes his 
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multiples together in saggars, creating massive clusters of ceramics vessels that are then 

installed on the wall and in constructed spaces. Hanessian says of Bare, “Furthermore, he broke 

many of the rules that these students had been taught […] Bare was able to transcend his 

learned pattern of art making” (10).   

 In The Weight of Glory, I break the rules of what are to be expected in ceramics by 

creating bricks from ground soil that are intentionally cracked.  This process required both 

testing of the soil and the way that the kiln would be fired in order to achieve the desired 

result.  Wet, mud-filled bisque molds (shaped like thin bricks) were fired at just the right speed, 

not too fast as to blow up the mud and not too slow as to decrease the amount of cracking. The 

process required much testing. 

 The multiples of the pearl, for me, reference as I said previously, the cleansing and 

renewal process that the Christian experiences and the gift of hope that is available through 

following Christ.  While a large portion of this work was inspired by my own personal journey 

and experience, I chose to use multiples of the pearl rather than a singular pearl to reference 

many individuals for Christ offers the gift of hope to all who are willing to align their lives with 

his and receive it. There was not a specific number chosen for the multiples because my goal 

was just to reference many Christians and not just one. 

 The multiple of three is used throughout The Weight of Glory.  There are three columnar 

towers on bases that rock, each that have three sections within the wooden structures on top 

of them.  The number three is also seen in the triangles that make up the scaffolding.  There are 

three pillows in the center of the space.  There are also three primary materials used in the 

work, concrete, wood, and brick.  Finally, there are three main counterparts within The Weight 
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of Glory, the brick tower, the columns on concrete hemispheres, and the stack of pillows.  

While the element of three was originally determined to be utilized in the human-made 

structures as a formal decision, it became clear to me that the use of three, especially in the 

stack of pillows represent the Holy Trinity – Father, Spirit, and Son - a unit that functions as one, 

but also as separate entities which are comforting, permanent, and never-changing.  

 I am influenced by contemporary artist, Do-Ho Suh’s work.  In Suh’s Korean house 

project (Figure 16), the artist recreated his childhood home in fabric to deal with his own 

cultural displacement from Korea to the United States (54).  Suh explains his inspiration behind 

the project, “I don’t really get homesick that much, but I’ve noticed that I have this longing for a 

particular space and just want to recreate it or bring it wherever I go.  So the choice of material 

was fabric.  I had to make something light and transportable, something that you can fold and 

put in a suitcase and bring with you all the time” (Suh 54).  Unlike Suh’s work, The Weight of 

Glory does not provide a house that can be transported, but it does explore the same feeling 

that Suh is explaining.   

 Ceramic Artist, Mika Negishi Laidlaw, uses the ceramic pillow in her work as a symbol for 

unconditional love (Figure 17).  Laidlaw recalls memories of her grandmother in the 

descriptions of her work using the pillow.  While, our choices to use the pillow are very similar, 

the material execution of the work is not.  While ceramics could be portrayed as a permanent 

material, it is still ultimately fragile.  Cast concrete in my pillows is solid in form and as such is a 

dense, heavy, and permanent material.  Laidlaw’s arrangement of the pillows is also more 

tenuous and unstable while the pillows in The Weight of Glory are centered and stable. 
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TECHNICAL APPENDIX 

Planning – The Maquette 

 I created and utilized a scaled maquette of the gallery space (Figure 18) to plan of The 

Weight of Glory.  The spatial maquette allowed me to resolve scale and compositional issues 

prior to installing in the gallery. Further planning required visiting the space and using paper 

templates to mark the footprints of the space to have an understanding of the proximity 

between objects in space (Figure 19).  After all of the bricks were fired, they were laid and wall 

by wall and documented to make a small scale model of the arrangement of the brick according 

to color (Figures 20-21).  Finally, a life scale model of the brick tower was utilized to resolve 

proportions of the scaffolding to the bricks and markers were moved into the space to resolve 

final spacing of the individual works (Figures 22-23). 

Bricks – The Clay Box 

 The first step of making the brick is the formation of soil within the clay box form. This 

form served as a mold that held the fresh mud in order for it to be fired.  The holder forms were 

made by press-molding Nan Smith’s sculpture clay recipe into wooden forms that I constructed 

using reclaimed wood (Figure 24).  The press-molded clay boxes were then finished by 

puncturing holes into the back of each of them.  The holes were covered in the front with a clay 

pinch pot in order to prevent the mud from leaking out of the hole during the next state (Figure 

25).  After the boxes were bone dry, I glazed the interior of each box with Katrina’s Excellent 

Black and painted the outside with a slip mixture which consisted of 50/50 by volume Amaco© 

Chocolate Brown underglaze and Frog Jump mud that had been ball-milled for 12 hours and 
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sieved.  The boxes were the bisque fired to cone 06, 1830 °F.  All firings were done in Skutt© 

electric kilns.   

Bricks – The Ground Soil from Frog Jump 

 The ground soil from Frog Jump was used to make a mud that was not screened through 

a sieve.  The mud was mixed to a thick yogurt –like consistency and then used to fill each of the 

bisque –fired clay boxes.    All of the boxes were then fired in an electric kiln to Cone 6.  A 

selection of the bricks that had been fired to Cone 6 were then taken and filled with another 

layer of mud to be fired a second time.  There were second firings done to each of the varying 

temperatures, Cone 01, 1, 2, 3, and 4.  The second round of firing for the bricks yielded smaller 

cracks and variety in color (Figure 26). 

Cast Concrete Hemisphere Foundations 

 The cast concrete hemisphere foundations were created using Quickcrete© concrete 

mix.  While, I followed the mixing ratio of water to concrete as listed on the bag, I added more 

water than the bag called for, but I do not have a discovered ratio.  I judged accuracy of mixture 

by sight.  The concrete mix should form a very fluid yet thick mixture like chili.  Each concrete 

form used approximately 170 - 175 lbs. of dry Quickcrete© that was cast in a 2’ in diameter 

acrylic dome. This readymade was ordered from California Quality Plastics (Figure 27).   There is 

a large block of Styrofoam floated in the middle of each form to take up space and reduce the 

overall weight of the final casting (Figures 28-29).  A pad of clay was also placed in the bottom 

of acrylic form to create a slightly flat bottom on the piece for stability in the gallery.  While I 

did want the form to be reduced in weight so that it is easier to move, I also wanted it to be 

heavy enough to support a wooden structure. 
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 The concrete casting was given 1 week curing time before it was de-molded.  After the 

form was de-molded, I refined the flat area on the bottom of each form by grinding it down 

completely smooth with an angle-grinder and masonry pad.  Felt was then glued to this flat 

spot so that the concrete form would not scratch the concrete floor in the gallery space. The 

added felt also functions as a way for the piece to slide and move around as necessary in 

refining the spatial design within the gallery.  The wooden structures were bolted onto the 

concrete forms using Red Head© concrete anchors. 

Wood 

 I used various sizes of pine stock from Lowe’s Home Improvement ranging from 2” x 2” 

to 1” x 3” in dimension to directly reference building materials.  Then, I used the miter saw to 

make angle cuts for each diagonal cross bar to reference the look of scaffolding.  All of the 

wooden elements were attached together using 2 ½” and 1 ¼” long drywall screws.   

Cast Concrete Pillows 

 The cast concrete pillows were created using a technique that I developed through 

experimentation.  Quickcrete concrete mix was poured into custom plastic bag waste molds 

(Figure 30).  The plastic bag waste mold begins by creating a pattern for a pillow using clear 4 

mil sheet plastic.  After the pattern has been created, the pillow is “sewn” together by using 

aluminum foil and a fabric clothing iron.  The aluminum foil allows heat to be conducted in 

order for the plastic to melt and be fused together, but prevents the plastic from burning and 

creating holes in the seam-line of the pillow. 

 After the bag mold is closed and complete, the concrete mix (as described in the section 

above) is used to fill the bag. The open seam is sealed with aluminum foil and an iron.  After the 
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final seam has been sealed, the bag is draped over the desired form – in this case a hemisphere 

dome to represent the impression of a head.  When in place, the filled bag of concrete sends air 

bubbles in the mix up to the top of the casting (which in the end will be the bottom of the 

pillow).  These air bubbles can be released by puncturing the surface of the plastic bag with a 

straight pin.  Hundreds of holes can be punctured in the bag at this point without bringing harm 

to the casting.  The removal of as many air bubbles as possible yields a smoother casting on the 

bottom. 

 The first pillow was allowed to cure in place for 2-3 days before the second pillow was 

poured and cast directly on top of it using the process described above.  After another 2-3 days, 

the third and final piece was poured and cast (Figure 31).  The stack of three pillows cured for 3-

4 days. Then each pillow was removed from the stack.  The plastic bag form was carefully 

removed. Special care was taken to avoid chipping in the detailed and wrinkled areas.  

Pearls 

 The porcelain pearls were formed using Aardvark’s Frost Porcelain. The pearls were 

fired and glazed on custom made firing stilts using Nan Smith’s Sculpture clay and high 

temperature firing wire in a Skutt© electric kiln (Figure 32).  I used Spectrums Satin Clear glaze 

fired to Cone 6 and then did a final luster firing to Cone 018 with Colorobia© Mother of Pearl 

luster over glaze.   
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FIGURES 

 

Figure 1: The Weight of Glory Exhibition View 

 

Figure 2: The Weight of Glory Exhibition View 2 
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Figure 3:Brick Tower and Concrete Pillows  Figure 4: Pillows and Columnar Towers 

   

Figure 5: Columnar Towers detail    Figure 6: Columnar Tower detail 2 
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Figure 7: Cast Concrete Pillows with Porcelain Pearls 

 

Figure 8: Cast Concrete Pillow with Porcelain Pearls 2 
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Figure 9: Cast Concrete Pillows detail   Figure 10: Brick Tower detail 

   

Figure 11: Brick Tower detail 2   Figure 12: Brick Tower detail 3 
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Figure 13: Richard Serra, Torqued Ellipse VI, 1999 

 

 

 

 

 

 

 

 

 

Figure 14: Robert Arneson, Fragment of Western Civilization, 1980   
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Figure 15: Daniel Bare, Re/Consider

 

Figure 16: Do-Ho Suh, Seoul Home / L.A. Home / New York Home / Baltimore Home/  

London Home / Seattle Home, 1999 
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Figure 17: Mika Negishi Laidlaw, Perch A, 2006  

 

Figure 18: The Weight of Glory Maquette 
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Figure 19: The Weight of Glory Space Planning 

 

Figure 20: The Weight of Glory Brick Tower Planning 
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Figure 21: The Weight of Glory Brick Tower Model 

 

Figure 22: The Weight of Glory Brick Tower Scale Model 
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Figure 23: The Weight of Glory Space Planning 2 

 

 

Figure 24: Brick Veneer Wooden Mold Process Photo 
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Figure 25: Brick Veneer Forms With Hanging Mechanism 

 

Figure 26: Brick Veneer with Color Variety 
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Figure 27: Acrylic Readymade 

 

Figure 28: Styrofoam Block 
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Figure 29: Styrofoam Floated in Concrete Mix 

 

Figure 30: Custom Fabricated Plastic Bag Mold for Concrete Pillow 
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Figure 31: Concrete Pillow Casts Curing  

 

Figure 32: Porcelain Pearls on Fabricated Firing Posts 
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