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Abstract – Safe When Small 

By Jay Wilson 

 

The work in the wall- and installation-based sculpture show Safe When Small is derived 

from my conceptual and gestural practice. I follow an intuitive logic to work through a 

place of not-knowing that can be obsessive in nature. I build with humble materials like 

toothpicks and cardboard, which sit on tabletop bases that may include found objects or 

imagery. My process-based practice uses convenience, play, mistakes, logic and intuition, 

pattern and colour, and juxtaposition. The work is complex in arrangement and involves 

simultaneous contrast and communication between cultural references, composition, 

scope and tempo of process. It is complexity and the lack of hierarchy that is the work’s 

thrust and provokes questions as opposed to declaring answers, definitive statements or 

central themes. By juxtaposing sculpture and imagery that is at once familiar and strange, 

the work moves from unconscious to conscious and in doing so, provides clarity and 

compositional resolve.



 
 
1  
 

 

Safe When Small 

By Jay Wilson 

 

The first time I remember it happening I was at work. We were about to have the 

floor ground down and re-epoxied. I was working late and I looked down at the pattern 

that the casters on my chair had made by wearing away the paint on the floor. I suddenly 

knew I couldn’t let those patterns just disappear, so I got out some paper and documented 

the shapes.  

I was experiencing a moment of wonder and surprise, of seeing that which was 

both familiar and strange. I realize now that this is part of my artistic practice and this 

paper will reflect on a new understanding of my creative process and on the work in Safe 

When Small. I locate myself within the generation of artists in the show entitled, 

Unmonumental: The Object in the 21st Century (2008) at the New Museum in New York 

City, that are influenced by the work of artists Richard Tuttle and Liam Gillick. 

Safe When Small, at Katharine Mulherin Contemporary Art Projects is a show of 

floor and wall-based sculpture. The floor-based works are: Peterboro Pattern Logic 

(Image 3) consisting of cardboard maquettes patterned with Pantone adhesive film, 

Toothpick Mountain (Blue Sky Cave), (Image 4) and Toothpick Mountain (Safe When 

Small Sanalite Snow Top) (Image 5) which are hollow hill forms constructed of 

toothpicks. These three works have podiums that involve a fake rock, blue plastic and a 
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photo enlargement from a found Jurassic Park collecting card (Image 7) respectively. The 

wall-based pieces in the show consist of two different works; Plate Fragments (Image 6) 

that are automotive-painted, routered Styrofoam pieces, as well as Plexi-mounted images 

such as Torture (Part l) (Image 9). 

 

Starting 

I begin the creative process by working with something that is close at hand, 

something that is convenient and perhaps inexpensive. I start with something of my own 

or something that I’ve found or bought. The toothpicks that I used to construct Mandelka, 

2006 (Image 1) and the elk silhouette/form that I used to structure And At The Same 

Time, 2007 (Image 2) are two such examples. 

 The elk form was a left over vector drawing I rendered as a scalar schematic for a 

client catalogue design. The toothpicks were lying around the studio. I made the decision 

to simply start making something. This sort of play, usually keeps me occupied long 

enough so that I can think of something else or become interested in an 

unexpected/tangential part of what I’m working on. The play can also become the work 

in and of itself.   

Implicit in this strategy is to not edit and to not set a finished visual goal. I start 

for the sake of starting. It has been pointed out to me when traveling that I will set out in 

a direction as if I know where I’m going when, in fact, I do not. This is a purposeful 
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approach that it is symptomatic of a fundamental commitment to the process of starting 

and to starting without the need for a concrete or conceptual destination. 

 

 
Convenience    
 

Consider the work in Safe When Small within the context and conundrum of 

convenience. I start the process using a material that is convenient – cardboard, a broken 

plate, toothpicks. Using convenient materials allows me to experiment and play without 

getting frustrated by limitations of technique or virtuosity. Convenience informs my 

material decisions, the tempo of the process and the investigative logic. Much of 

Peterboro Pattern Logic, 2008, is a result of convenience: the every day materiality of 

the piece, repurposing an existing artificial rock, reinventing maquettes from a sketch 

idea for podiums, or using cast aluminum sculptural experiments as shims. I use a box 

from an IKEA shelf as a support for example. The shelf itself looked too formal, but the 

box it came in was aesthetically more appropriate. Starting with convenience does not 

always lead to a minimal or easy sculptural solution because what often starts off as a 

simple approach becomes an obsessive process that can be intricate and lengthy. Therein 

lies a strategy of contradiction that is fundamental to the way I work. The process 

decisions may appear simple but the final sculptural solution is visually and 

hierarchically complex.  
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Andy Warhol says “… I always go after the easiest thing, because if it’s the 

easiest, for me it’s usually the best.”1 I agree. The conundrum of convenience is that 

convenience does not necessarily equal ease. In an essay accompanying the New 

Museum’s inaugural show entitled Unmonumental: The Object in the 21st Century, 

Trevor Smith explains about the show, “…it is the assertion of self-sufficiency that seems 

critical.…  … The question of self-sufficiency asserts itself more as a problem of our 

times. How do we balance agency with reticence, big ambition with small resources, 

complexity with communication?”2 The sculptures in Safe When Small, are born of an 

initial expediency or convenience, but in their final manifestations, are complex in form, 

complex in materiality and complex in their relation to the other works in the show. The 

humble nature of the materials is juxtaposed with an obsessive building process and 

complexity of installation. It is complexity that is the work’s thrust and provokes 

questions as opposed to declaring answers, definitive statements or central themes.  

 

Play 

In Blink: The Power of Thinking Without Thinking, Malcolm Gladwell compares 

the act of improvisation to that of playing basketball: “spontaneity is possible only when 

everyone first engages in hours of highly repetitive and structured practice.”3 In the same 

way, the gesture in my work comes from the tangential thinking that occurs during 

moments of play, structured or otherwise. It is important and definitive to my art practice 
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to suspend judgment at different periods during my process. Delaying criticality is what 

differentiates my art practice from my design practice. As an educator and designer, it is 

interesting and subversive, to work in a zone of not knowing, to try to unlearn and gain an 

understanding through process. To do this, and work as an artist, I must play. 

To design is to solve visual aesthetic problems. Hal Foster says in reference to 

what he termed “the recent parade of Art Nouveau” that “we live in another era of blurred 

disciplines, of objects treated as mini-subjects, of total design. Of a Style 2000.”4 The 

blurring of my art and design selves is both a blessing and a curse. My art practice 

consists of “activities that are warranted within the ‘free zone’ of art … they retain a 

certain innocence fostered by a design sensibility and yet freed from the pressure of 

utility and commerce.”5 Here, the suggestion is that art is the arena within which a design 

sensibility can exist free from practical and economic considerations. Conversely, that 

design sensibilities, such as aesthetics, spatial acuity and digital knowledge, can also 

become useful as a tool to help execute the work. Art asks questions while design solves 

problems. This strategy becomes a closed circuit if a design sensibility answers all of the 

artistic questions. It can make for prescriptive and uninteresting art. I spend my artistic 

time trying to subvert, question and exploit my design propensities, to question the object 

created and allow for ambiguity to reign – to revel in experiential activities of play.  

Play is dual-purposed; it is generative but it also self-reflective. I participate in 

play, in free thought, but I also notice what I am playing at. Play becomes the generator 
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of the process itself as well as something to work with and against. Liam Gillick calls 

play a ‘displacement activity’ and suggests it is useful in the production of meaning. It 

helps develop both the physical process and the thinking process at the same time. In 

other words it is both the catalyst for, and is, the process. Gillick also says of this ‘blue 

sky’ practice of investigation that it is a “tactic of giving free reign to the imagination in 

order to project present capability into future possibility”6 and that these displacement 

activities are “a way of working in parallel to accepted patterns of professional behaviour 

– architect, reporter, designer, and so on – that allows for questions to be asked without 

the concomitant need to arrive at a unitary and definitive solution.”7 

A by-product of play is an accumulation of objects, of ideas and directions. These 

may lead to sculptural objects in their own right or may lead to further investigations or 

combinations with other objects and directions. By allowing this type of play, I’m able to 

multi-task, to roam and to concentrate, to both create and ruminate over other avenues of 

investigation. Play has become both the process for my art making practice as well as an 

aspect of the conceptual content of the work.  

  

Mistakes 

Play can lead to error but we can ask… what constitutes an error? I find it hard not 

to think of mistakes as opportunities because I find them useful and interesting. Some 

mistakes that I’m interested in and would call “not-mistakes” would be: errors, 
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unintended or subliminal decisions, accidents, the incidental, illogic, randomness and 

chance, incompleteness, indecision, contradictions, ambiguity and uncertainty, 

tentativeness, experimentation, judgment error, specificity, banality, ignorance, 

disorientation, weakness (in both physical structure and/or meaning), clumsiness, over-

simplification, lack of finesse, frailty, diminutiveness, synchronicity and false 

cause/effect relations, miscommunication, miscalculation, misinterpretation, red herrings, 

ugliness, awkwardness, self-consciousness, complexities, kitsch, camp, misdirection, 

false leads, fence sitting, dead ends, results from boredom or changes of mind, 

frustration, lack of patience, gesture and confusion.  

I pay attention to confusion. I open up a discussion by investigating distractions, 

discrepancies and asides – in short, anything that doesn’t readily lead to clarity or resolve 

of the finished image or object. I follow confusion by using intuitive, strategic 

experiments to decipher an internal logic that can end up as a sculptural manifestation 

that embodies an answering type of inquiry.  

Mistakes are often overlooked or corrected. They have an ephemerally incidental 

quality to them. When documented, mistakes feel arbitrary and it is precisely this quality 

that makes them feel slippery and magical. To objectify a mistake is to make it 

purposeful – but that by definition, is a contradiction. That is why I include mistakes as 

sculptural asides and why I have affinities with artists who include the ancillary in their 

work; artists like Louise Lawler, Richard Tuttle and Paul McCarthy. Each artist’s work 
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has an off-handed objectivity in which the incidental is assimilated and I believe this 

makes the work multivalent and difficult to digest as a singular experience. 

How do I use error? I remember being at my friends cottage and cleaning up a 

large, broken Melmac salad bowl that had been dropped. Everyone was in the kitchen and 

I got out the broom and dustpan and began to sweep it up and throw it away. But then I 

just couldn’t. I could not stop looking at the shards and thinking how only a Melmac 

bowl would break exactly that way. The shards were distinct, almost bizarre. So I kept 

them and they became the basis for the forms of the Plate Fragments l – lV. I am struck 

by the shapes themselves – the ‘thingness’ of them, to use a Richard Tuttle-ism, and their 

particular patterning. At the same time I feel almost outside of myself watching the act of 

noticing what I’m noticing.  

I use error by simply noticing it. With the Melmac bowl example, a mistake 

happened, I stopped and looked at it, I kept them around my studio for years until I could 

figure out a way to make sense of it. In this way a mistake becomes a ‘not-mistake’. A 

not-mistake or error context is incidental and profound. I call this type of incidental 

phenomenon, as something I in particular notice, a ‘snag.’ 

 Snags have a way of ‘jumping the queue.’ They can catalyze, augment or 

circumvent my strategy, inserting themselves into the process at different loci. The plate 

fragments are catalysts. Once I notice the shapes I start to play with them8 in the same 

way that I start to use toothpicks, I just start combining, enlarging, sculpting, hanging and 
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rotating the shapes of the shards to discern a pattern or connection in and between them. 

Much of this process is intuitive and often generates more error. Later, much later, I 

introduce them into the installation, to inform and cross-pollinate with the rest of the 

ideas in the exhibition.  

Other times snags insert into my process, marking a departure or emphasizing a 

connection. They interrupt and/or annotate the process. The toothpick mountain in 

Toothpick Mountain (Safe When Small Sanalite Snow Top), rests on a magnified Jurassic 

Park collector card image with caption, ‘Safe When Small,’ referring to the small 

pterodactyl-like creatures covering the illustrated handler. I found this card while I was 

walking my dog and kept it for a while. The more I worked on the mountain, the more I 

thought about the card. Keeping things around for a while either creates the time needed 

to imbed the image into my conscience or gives me the time to get used to the object’s 

visual potential. I identify with the image as someone working with something small that 

accumulated or reproduced into something larger as well as simply identifying as an artist 

with limited representational drawing skills. I feel complicit in both the wonder and the 

confusion of a project like building a mountain out of toothpicks and like the lack of 

hierarchy that the inclusion of the collector-card-as-object creates. This inclusive gesture, 

or snag, highlights the intuitive decision-making around the value of the incidental. Time 

and association become criteria against which the value of the incidental either erodes or 

becomes an obsession. 
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Logic and Intuition 

 I create my own rules. I self-teach. I un-design my approach and work in the 

vicinity of art and design on my own terms. “It is down to the basic(s), just doing stuff 

with very basic principles and rules.”9 Through my process I ask myself: How do I learn 

to create something that embodies an idea of doubt? When is something finished and 

what makes it appear finished?   

By building up and over a form with toothpicks I made the hollow mountain 

sculpture Toothpick Mountain (Safe When Small Sanalite Snow Top), 2008. The idea 

starts with play that references earlier, smaller toothpick investigations. I continue 

building until its logical conclusion. But it is constructed in a random, intuitive and 

unstructured way. I suspend judgment of the work until it arrives at its logical conclusion 

and include process flotsam and jetsam as surrogate structures that mimic their studio 

counterparts. Replacing work surfaces and sawhorse podiums with pristine surrogates, 

distances the sculptural elements from their practical beginnings. It is a way of describing 

proximity as part of the process and accumulating evidence of process in the work, as the 

work.  

The inclusion of the imagery under the mountain and the packing peanuts 

wedged, obsessively near the summit, occurs relatively late in the process. The white 

Styrofoam packing peanuts nudges both the mountain and the entire sculptural entity 
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toward a narrative of a snow-covered peak. The white tabletop and sawhorse podium 

makes the sculpture as a whole read as a mountain project, but also as a mountain that 

was built, particularly, on a white table over two sawhorses. By promoting the visual 

elements, the process, the site specificity of its making and tangential accumulation with 

equal urgency, I emphasize everything. This type of non-hierarchical inclusive logic is in 

exact opposition to design strategies that emphasize hierarchy. The self-referential nature 

of the piece is at odds with its own narrative and this creates a feeling of doubt, a 

complexity not unlike the art/design friction described earlier in the context of play. It is 

precisely by not resolving these sculptural statements into a concrete agenda and by 

allowing this type of uncertainty that the piece asserts itself as aesthetically complete. 

I like that resolve can coexist with circumstantial detail, casualness with formal 

chaos. It is what Laura Hoptman, talks about in her essay in the Unmonumental catalogue 

as the “excitement of fracture.”10 The visual texture and conceptual depth in my work has 

no final unified voice that speaks above all others. Three-dimensional objects are simply 

sculpture; images are images. But sculptures can become shelves, pedestals can also 

become sculpture, photos can become podiums. My art’s energy comes from the cross-

pollination within the art works themselves and the installation taken as a whole. 

Intuition plays a large role in much of my decision-making. An intuitive approach 

allows me to marry my indecisive and inclusive nature with critique. Jennifer Fisher 

states, “Intuition is always contradictory and paradoxical, entailing the simultaneity of 
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faith and suspicion, openness and skepticism.”11 Many of my works include multiple 

elements from intuitive gatherings of likes and dislikes, of sincerity and irony in 

fluctuating measure. All the pieces that comprise After Perfect Documenta and the Wall 

Drawing, 2007 (Image 8) are from tests, gifts, sketch ideas or other sculptural works. The 

logic of the T-pin configuration is simply from hanging the backing of the Pantone 

adhesive using only existing holes in the found sheet. The physicality of the piece is 

ephemeral but it’s the combination of elements and the way they inform one another that 

gives it rhythm, intuitive sensibility and logic. There is a palpable resolve within the 

casual composition of organic shapes and images, structure and colour that are all 

grouped together without hierarchy. 

As Sara Reisman writes in the Unmonumental catalogue about the work of Eva 

Rothschild, “(her) choice of imagery is determined by what she describes as an 

experience of stoppage – if an image is arresting, it has the potential to inspire 

consciousness.”12 For me there occurs an end to indecision that feels like getting used to 

an idea, image or process over time. Sometimes this happens quickly, sometimes over 

periods of years or decades or a lifetime. Regardless, an intuitive switch suddenly turns 

on and recognizes a work as saying all that it needs to say. Intuition is the movement 

from the unconscious to the conscious and with that the creation of clarity asserts itself  

as resolve.  
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Pattern and Colour 

My art practice begins with the simple recognition of a pattern that exists. I then 

explore this through accumulation. But here I must define what I perceive as a difference 

between accumulation and collecting. Collecting is interesting as an obsession or pastime 

as any number of aquarium owners, comic book aficionados and Fiesta Ware enthusiasts 

will tell you. Accumulation is collecting with ‘Why?’ attached to it. Implicit in 

accumulation is time – time to work through the why of collecting and accumulating. For 

me to accumulate is to amass similarities or to connect something to something else in a 

space of not knowing. 

I became interested in the broken Melmac plate shards and could not throw them 

away because I couldn’t discern their pattern and I needed to work through why they 

visually spoke to me. For years they sat in my studio until I figured out how I might 

proceed. Before this I made some aluminum casts of little wooden supports that I had 

also been keeping around because of a similar preoccupation. The surrogates I made 

didn’t tell me much except I wished I had changed their scale in order to distance the 

replicas from the irony of simply making similar objects in different materials. 

Subsequently, when I decided to investigate the plate fragments I modeled them with a 

change in scale. I became interested in a new flat side of the replica plate fragment; how 

this flat side could stress the silhouette of the shape and somehow emphasize that the 
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pieces might actually fit together without being distracted by the three dimensional form 

of the shard itself. In this way I could think about and visualize the individuality of each 

fragment while simultaneously realizing how similar they were. In the same way that 

error can move from mistakes to ‘not-mistakes’ through process and time, pattern moves 

from complexity to clarity, from randomness to resolve. 

 Proximity encourages new areas of meaning between works and I often place 

different images and sculptures together to see if the patterning can be continued beyond 

the work itself. I try to repurpose things (sculptural pieces, table tops, supports, off cuts, 

leftovers etc.) to see how they might influence each other formally or through dialogue. 

I’m interested in the similarities and differences between the found pieces themselves as 

well as their surrogates. An example of what I am calling a surrogate would be the new 

sawhorses and Sanalite surface that replace the studio sawhorses and tabletop that I used 

to build Toothpick Mountain (Safe When Small Sanalite Snow Top). Surrogates infer a 

connection to something not there. Changing the size of the Plate Fragments does the 

same thing through scale. I nudge them away from their actual counterparts to create an 

objective distance so one can concentrate on viewing them as an idea of something 

similar to something absent. There is a lack in these tableaux as if witnessing one of a set 

of twins. The surrogates allude to a connection with a ‘real’ version not seen but are also 

what they are in themselves. So a box can be a shelf but it is also a perfectly good box. A 

fake rock makes a great support but is also a replica of a rock and toothpicks are modules 



 
 

15  
 

 

that make a mountain. The perceived connection to an absent, possibly similar or 

different object is intentional.  

In this way I construct pattern by inference. As David Hickey notes in Air Guitar, 

“… (art) must rhyme, must live in pattern, which is the mother of all remembering.”13 We 

try to recall an object that isn’t there, nor ever has been visible to us, but its possibility is 

undeniable. I mean to imply a doubling even when there is only one because the visual 

contradiction is what confounds and creates a new type of pattern.  

 Frequently the sculptures I produce use colour to reference an absent support or a 

developmental environment, to allude to a past or suggest a reading – colour as story 

teller and/or anecdote. Colour can bring dissimilar elements into cohesion, which 

sometimes means it becomes, or is, a pattern. In Peterboro Pattern Logic coloured pieces 

of Pantone adhesive film are used to highlight the illustration board’s logo. I use the 

illustration board, back to front so the logo is now the visual focus of the piece and the 

subsequent colour combinations make a new, arbitrary pattern. This pattern alludes to a 

more rigorous and formal pattern we know to exist on the back of single, whole, 

unaltered sheets. Unified colour within each construction emphasizes this new rhythm 

while illuminating the schism between the illogic of what we see and the logic of what 

we know. 

A single colour, alone creates a pattern of non-repetition in the same way that 

surrogates allude to an ‘other.’ Each of the auto body painted surfaces of the Plate 
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Fragments Series operates as a visual punctuation mark within the installation while also 

referencing other objects within their periphery. The colour emphasizes the profile of the 

object that stops us from reading it as whole even though, as a sculptural entity it is 

complete. Colour also nudges the object toward a narrative reading; the colour of the 

plate fragments pushes the abstracted shape towards that of a cloud while white packing 

peanuts become snow on the top of Toothpick Mountain (Safe When Small Sanalite Snow 

Top), 2008.  

 Colour can also be the pattern. The final visual solution of Torture Part l, 2008 is 

an image of ink-jet printouts of a Polaroid that I took two decades ago, The Polaroid 

image is of workspace partitions and shelving that I found in the garbage. The image is 

far removed from its source material and it collapses all the levels of production into one. 

As discussed previously under the rubric of mistakes, colour in this context is the 

mistake. The colour that results from the happy accident of a depleted toner cartridge 

creates a hue pattern that shifts monochromatically from a more accurate red colour to the 

red-starved violet spectrum. These unexpected ‘likes’ together create a visual 

composition that gives the Polaroid its authority. The image is about the image, image 

composition and structural resolve. It is also about the new visual colour pattern that 

arose from the unexpected printing error and the confusion of viewing all of this at once. 

 

Patience 
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What happens when things aren’t convenient? What happens when convenience 

delivers something that takes me to an inconvenient place? Things slow down and I need 

to be patient.  

I am not a patient person but I have developed a patience strategy that I can 

understand. I break patience down into a gestational/ruminative patience that involves 

waiting and another type of patience that involves acting. ‘Waiting patience’ is usually 

employed around found objects and the time it takes to decipher their meaning. As 

Jeffrey Kipnis says, “A lot of things you take for granted stop you from making more 

objective use of your research and that is where you should pause, as soon as you think 

something too quickly.”14 The investigative process involving the plate fragments is an 

example of this type of ‘waiting patience.’ Having the pieces around for a while is 

necessary for the work to move from the unconscious and intuitive recognition of 

potential to the conscious clarity of logic and vision.  

‘Acting’ patience involves the more obsessive work on projects of extended 

duration. This type of ‘acting patience’ involves breaking the process down into a series 

or employing a modular approach that allows me to stop and start – to extend an 

investigation in manageable sections and avoid being overwhelmed by a project’s scope. 

I find patience by creating a series of modules that never involve the same decision twice. 

Focusing by not focusing brings patience and rumination together. The flexibility of the 
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process, the spontaneous decision-making and problem solving keep me engaged until 

the logical conclusion of the finalized mountain structure. 

I allow different parts of my practice to take on different tempos. I explore at 

different speeds simultaneously and use a process that is one part attention deficit 

disorder and one part many-armed monster. I can come to a decision quickly as with the 

Jurassic Park playing card while the reverse is true of any of my built toothpick 

sculptures. I simultaneously engage in quick decision-making and a long rumination 

process. Collapsing differing rates of investigation opens up more conceptual questions 

than answers.  

 

Juxtaposition 

I use strategies of contradiction at many different levels and often at the same 

time to introduce conceptual friction and slow down the reading of the work. The work is 

about the sculpture itself, but also about the process and cultural references, all speaking 

with authority but without prioritization. The work prompts simultaneous readings of 

loosely connected objects and/or fragmented narratives, sometimes in opposition. 

Juxtaposition complexity is what keeps the work from closing itself off and meaningfully 

refusing thematic resolution. 

I use humble materials in complex installations. The every day materiality 

prompts narrative and cultural associations that are superimposed onto the already 
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disparate readings of the work. The push and pull of the contradictory aesthetic engages 

to open up a discussion without a clear idea of a prescribed topic. 

Strategies of contradiction; chance, experimentation, opposition, improvisation, 

overload and inclusiveness produce innovation – innovation through the juxtaposition of 

pattern and colour or sculpture and image. Other contradictions produce surprise and 

wonder: the transition between the incidental and the profound and when mistakes 

become ‘not-mistakes’ for example. These transformations are conscious juxtapositions 

to keep the sculptural dialogue open, between and within the installation as a whole. 

 

 

 

Summary 

To make the work in the show Safe When Small I put myself in a place of not 

knowing, where I can witness and create surprise and wonder. I watch for the experiences 

that are at once familiar and strange. 

My sculpture is made of common materials used in an unexpected way. 

Convenient materials tend to be objects that are culturally loaded. I use them because of 

their immediacy and welcome the implied and relevant reference to the world around me.  

The obsessive nature of my process changes the materials that comprise the work 

as well as the work itself. Through accumulation, vernacular objects become 
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otherworldly; toothpicks become mountains. Through changes in scale, plate shards 

become clouds and images become tables. The concurrent reading of the work and its 

implied play-complexity make the work feel at once known and unknown. 

My artistic process shifts mistakes to become ‘not-mistakes’ and thus, errors 

simply cease to exist. In this way I can locate the ephemeral as enduring. I can preserve a 

moment, a pattern, a colour, using a broken plate, a scuffed floor or a logo, I can reflect 

our world back at us in all its complexity and contradictions. 

 I provoke thoughts about solutions by posing questions. By conversing through 

complexity and discord, moving from the unconscious to the conscious, by witnessing 

what is at once familiar and strange, I can slow the conversation enough so that we can 

focus on the questions being asked. 

Complexity within the realms of patterning, colour, scale and error, asks that the 

visual incongruities be considered at the same time as cultural connotation and narrative. 

This slows down the digestion of each sculpture that results in generative interest and 

slippery readings of the work. Slowing down the perception of the work through 

complexity echoes the same process that I go through making it; that is, moving from the 

unconscious to the conscious to discover why something is worth devoted focus. I 

imagine that it’s possible for the viewer to experience the same sort of fracture, the same 

sort of snag with each work and the installation as a whole as I did watching the Melmac 
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bowl smash on my friend’s cottage floor. Curiously, in remembering that particular 

event, I see it in normal time and in slow motion. 
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Image 1 – Mandelka, 2006, toothpicks, matches, white glue, 122cm x 122cm x 4cm 
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Image 2 – And at the Same Time, 2007, adhesive vinyl, dimensions variable 
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Image 3 – Peterboro Pattern Logic, 2008, illustration board, IKEA packing box, fake 

rock, cast aluminum, nails, epoxy, Pantone adhesive paper, white glue, metal 

brackets, 168cm x 168cm x 46cm 
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Image 4 – Toothpick Mountain (Blue Sky Cave), 2008, toothpicks, glue, flocking, 

 plywood, acrylic, metal brackets, Kleenex boxes, 107cm x 81cm x 117cm 
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Image 5 – Toothpick Mountain (Safe When Small Sanalite Snow Top), 2008, toothpicks,  
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glue, flocking, packing peanuts, Sanalite, saw horses, lights and electrical, Iris 

print, plastic, Sintra, 150cm x 80cm x 188cm) 

 

Image 6 – Plate Fragment l, 2008, foam insulation, white glue, metal hanging 

brackets, epoxy, automotive paint, spray paint, stucco, 40.5cm x 10cm x 9.5cm. 
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Image 7 – detail of image from Toothpick Mountain (Safe When Small Sanalite Snow 

 Top), 2008. Image is 107cm x 81cm x.5cm. 

 

Image 8 – After Perfect Documenta and the Wall Drawing, 2007, Pantone adhesive,  

T-pins, Polaroid, pink Styrofoam, vial, Baby’s Breath, toothpicks, flocking and 

 fishing line, 51cm x 58.5cm x 33cm. 
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Image 9 – Torture (Part l), 2008, Plexi-mounted digital print mounted on Sintra,  

 101.5cm x 81.2cm x 2.5cm. 


