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REVERIE 

 

Leah Bowring 

R. Bede Clarke, Chairperson of Supervisory Committee 

ABSTRACT 

 

Spending long hours trail running has allowed me to gain access to a 

meditative state where unrestricted thoughts occur, creative thought flows, and 

complex problem solving comes with ease. Lost in repetition, I cannot separate 

myself from my surroundings. I am no longer a body, a form, but I become what I 

see.  I am within the landscape, as if my own rhythm has pounded me into a new 

existence. 

I create vessels to communicate an ideal mind-body connection one can only 

access when exploring the natural world in solitude. I bring the ideas of lightness, 

clarity, and calmness of mind from these moments to my work.  Nature is 

referenced, and is paired with a still, minimal aesthetic, to place the viewer in a 

state of mind for introspection. Each piece is a contained but open space, holding 

a natural force like that which is stirring up my desire to run. 
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1. FOREWARD 

The world is moving in layers at different speeds. Groups of plants are 

simplified to large blurry shapes; the silhouetted band of trees becomes a simple 

rolling line that I continually follow with my eyes. In every direction I look, I am 

between layers of fluid lines as I slice through space at different elevations. I try 

to focus at the point far in front of me where it begins. But it never does begin. 

That point is always growing further ahead. I think this is what makes time 

disintegrate, because I am so engaged in searching. 

The direction from which I view my surroundings is constantly changing. 

Sometimes  it is from the lowest point on a trail, or between a narrow passage. I 

feel weightless, formless, and I become what I see. I am viewing a world where 

every object is given a speed, and its own sense of time. Every object around me 

contains the stillness I have achieved. 

Just as the eyes wonder around the busy shapes, so too, the mind 

wanders into unknown areas of thought. External searching—with the eyes, the 

legs, the shift of weight—mimic the searching one does in their own thoughts. 

With the confidence of step, so the mind believes it can accomplish anything. 

In vast open spaces, I get a greater sense of being but a dot of existence. Out 

there I can contemplate grand ideas; ones I never consider during a given busy 

day. The land makes this possible. In the way that land is endless, so my 

thoughts and creative awareness flow. I can construct a visual representation of 

how I am part of larger ideas and concepts, and, more directly, how I am part 

of an endless space. 
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Never is there a time I feel so many things physically: different parts of 

my body at varying temperatures, the crispness of breathing air into my lungs 

and the enjoyment of letting it out as slow as I can. I feel my own body in full 

ways, may it be pain at disparate layers within, or drips of sweat trickling 

down my back. I feel the purpose of food as fuel when a dried date not only 

restores me physically, but changes thoughts of desperation into determination.  

Unimaginable distances ahead seem as effortless as breathing after 

sustenance enters your system. Unpleasant feelings may be realized, but not felt 

with disparity. With each footstep I can feel the actual angles of the earth, 

different textures and rigidity. 

Despite this busy orchestration, the essence felt is stillness. Running 

heightens all the senses, conjures deep thought, and requires extreme focus and 

navigation, all while viewing an ever-changing landscape. It is a time when 

rhythm of footsteps loops physical, mental, and spiritual experiences into a song. 

One becomes intrinsically linked to what they see. The rhythm shepherds the 

mind, body, and environment into ultimate calm. 
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2. INTRODUCTION 

Exploring the natural landscape is vital for mindfulness, awareness, and 

understanding a healthy mental state. The duration of time we allow ourselves to 

experience the outdoors is directly related to our creativity, focus, positive sense 

of self, and clear thinking. In this frame of mind, we can appreciate qualitative 

experience, understanding richness of perception that begins with activation of 

all the senses. As we construct our consciousness through the senses we can 

deepen our sensitivity to broader connections of mind, body, and earth. We 

become inspired (Louve 3). 

The goal of my work is to visually depict a mental clarity and lightness that 

is accessed when surrounded by space provided by natural landscape. This state 

is achieved when two components are present: movement of self and exploration 

of the natural world. Through this equation, opening of a particular 

consciousness is created. This consciousness is deepened when we can engage 

ourselves fully, sinking the mind and body deeper into introspection.  

Spending long hours trail running has allowed me to gain access to a 

meditative state where unrestricted thoughts occur, creative thought flows, and 

complex problem solving comes with ease. Lost in repetition, I cannot separate 

myself from my surroundings. I am no longer a body, a form, but I become what I 

see.  I am within the landscape, as if my own rhythm has pounded me into a new 

existence. 

Feeling both light in mind and body is important because we see ourselves 

not different from earth, but part of it. When we feel like air, and the body is no 

longer objectified, we are closest to being everything around us. We are closest to 
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feeling everything around us. In this state, we learn to meditate on how we feel. 

We develop the skill of being sensitive. The breath takes us inward and we 

become rhythm.  

With these objects, I want to give semblance, or essence, of the 

internalization of a psychological state of lightness that exists when experiencing 

natural landscape with mindfulness. Just as dreams cannot adequately be 

described through the lens of reality, neither can language depict the 

consciousness created when lost in rhythm of running on trails. Therefore, I find 

making artwork about the essence of this experience appropriate. 

 

         

Figure 1. Mizusawa photo taken by artist      Figure 2. Sakamichi 

 

To understand this work, one must understand the importance of being in 

a practice of experiencing nature. Greater knowledge takes place when we begin 

to think with the senses. In the natural world you cannot feel the weight of time 

or use it to define progress or success. It is out here I learned to define success for 

myself. I understand that success is defined by having more moments of life 

feeling as much depth as I do when being in nature. I understand how quality and 
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richness of life experience is more meaningful than quantified data. In the woods, 

I understand and choose an idealist mindset over a materialist agenda. 

These ideas have been slowly developed over years as I have made a ritual 

out of experiencing trails and paths as a part of my daily life where ever I am 

living. Mizusawa (fig.1), is a photograph taken while living in Mizusawa, Japan in 

2011 as I walked several miles to the ceramic studio in winter. You can see figure 

2 capturing a similar tone of calm spaciousness as the photo in figure 1. You can 

also see hills being referenced in the line work on the vessel walls. 

I bring the ideas of lightness, clarity, and calmness of mind from these 

moments to my work.  Motion found in the natural world is referenced, and is 

paired with a quiet, minimal aesthetic, to place the viewer in a state of mind for 

introspection. Each vessel holds empty space and a metaphor for the qualitative 

experiences of nature, movement and mindfulness.  
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3. VESSELS 

As Timeless Symbol 

The vessel is a symbol by which I can make an abstraction (Langer 50).  

Vessels have long been associated with ideas of comfort and care. They kept man 

alive in early civilization, creating a way to store food and drink for survival. Their 

presence has crossed cultures, and continues to proliferate aesthetic and 

functional realms. They are forms that must exist, in present day, as objects of 

beauty, introspection and containers of thought. I use this symbol of comfort to 

first talk about our natural environment, which provides solace, inspiration and 

rest for the mind. With vessels, I can reference ground and sky.  I can create open 

space and a variety of form that contains a natural force. I suggest the soothing 

lines found in landscape that appear to suggest movement (fig. 3).  Finally, as 

Susanne Langer states, I can “create forms symbolic of human feeling (41). 

 

 

Figure 3. Heisei (tranquility) 
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My vessels are not containers for food or drink, but strictly a form that can 

contain open space and the thoughts that occupy the mind when being 

surrounded by the continuousness of nature. The absence of the association to 

pottery is intentional. In addition, these vessel forms all contain a rounded 

bottom to contribute to the visual appearance of lift. Additional weight to the 

objects would cause the vessels to tilt and lose their center of balance. Because 

they are thin and fragile, they are very delicate. I am interested in delicate work 

because it communicates lightness of form and feeling both in physical and 

mental capacities.  

I have chosen a surface that remains open, unsealed by glaze. They would 

stain if used with food and leak if filled with liquid. I am asking the viewer to 

think in metaphors, beyond common associations with utilitarian vessels.  

Artist Ruth Duckworth, modernist sculptor (1919-2009) used the vessel as 

the basis of many of her abstracted sculptures. In her work I am drawn to the 

simplicity of form, the silence of color and her use of a vessel to begin an idea. 

Many of her sculptures are white with minimal surfaces. She constructed 

multiple pieces that begin with a simple, cylindrical vessel form with flat sheets of 

clay dissecting the opening or emerging out of the interior space. Because these 

sculptures seem to become abstracted from the opening of the form, I read these 

objects as metaphors that allude to what a vessel could hold, or what a vessel 

could signify to a maker or viewer. The openings of the vessels take the center of 

our attention, as forms seem to grow out of the vessel rims as if an extension of 

thought. I am also interested in bringing our attention to the open state of 

vessels. These forms expose a truth that is often overlooked: vessels reveal just as 
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much as they contain. Being open is being honest; and I make vessels that do not 

hide space, but celebrate it.  

 

 

Figure 4. Richard DeVore. No 667. 1991. White vessel. ARTstor. ARTstor, Inc., New York, New 

York. Web. 3 May 2015. Digital Image. 

 

The work of Richard DeVore (1933-2006) interests me due to his minimal 

aesthetic and reference to a vessel in an emotional charged way. Many of his 

pieces are tall, sculptural bowls with thin, and often ripped edgework. Tans, 

browns, and earth tones lightly cover the surface of his vessels to bring out 

wrinkles and crevices in the clay. In No 667 above, he brings our attention to line 

through the silencing of other elements with the use of a simple cream color. It is 

clear to me that engaging the senses of the viewer is important to him. There is a 
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sensual use of surface and line. He uses the vessel as a form for a cerebral 

conversation, balancing the sensibilities of a potter with his use of volume, 

refinement and choice of form. Unlike a traditional potter, he is focused on the 

vessel as a form for expression (Koplos). 

I am particularly drawn to his delicate touch with clay, which is evident in 

the thin rim edges and vessel walls. His use of layering clay on the interior of the 

form speaks directly to his intentionality of these pieces being sculptural and 

meant for contemplation. He uses space between layers to keep the eye searching. 

He invites the viewer to study the subtleties of a design representing greater ideas 

at the center of the piece. In the same way, I ask the viewer to study interiors and 

become part of the open space that is defined by my work (fig. 5). I get awareness 

through DeVore’s work, that he is more interested in senses and feelings. Themes 

in his work appear to me to include the interconnection of body and land. This is 

evident with use of folding of thin clay, to mimic skin, or the movement found in 

landscape. Often he choses skin-tones that may also resemble earth tones. 

Both of these artists are modernist sculptors, in my opinion. They use the 

vessel to contain their ideas of connection and movement to the world around 

them. Their work speaks to a sensual, serious tone. These artists retain a classic 

aesthetic that relies on simplicity. 

An aspect of these artists share is timelessness and lack of interest in 

seeking what is new, or what is hip, in art discussion. Their work is not flashy, 

gaudy, or funny. They revere the vessel and use it as the basis to begin other 

contemplative conversations. These pieces speak of metaphor more than 

function. They are all restful, metaphorical, and speak of our connection to the 
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natural world in a subtle way. It is very romantic that a vessel, a man-made idea 

and form, is harmoniously paired with land. I am in reverence of these forms, 

what they contain, and the minds that celebrate this connection. 
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As Metaphor for Flow 

The use of a vessel is important for the very nature that it creates an open 

yet defined space. A vessel seemed a natural symbol to talk about comfort, 

expansive space, and introspection. These qualities are important when 

experiencing nature. I first explored these ideas in my own work with a series of 

delicate vessels. Each piece in this series was made as a reaction to moving in 

landscape. I selected a flowing, organic line to mimic my movement on trails. I 

imagined a line being traced from my movement in the open space of the 

outdoors. I pondered how this line always flows as my elevation rises and falls or 

as I turn around curving trails. When in motion in nature, you get to experience 

space. For me, the word “nature” means being outside in expansive space near a 

wide-open field or foliage-covered trail, and ideally in a place without people. 

 

 

Figure 5. Shizugokoro (calm mind) 
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Keeping my forms as open as possible became imperative. Earlier, I made 

tall forms that had small bottom width. These were not successful in that you 

could not gaze into the interiors. They were confined; they concealed space, and 

created darkness in the interiors with shadows. I became drawn to forms that are 

open and allow activation by light. I also became intrigued by the spaciousness a 

vessel can contain. 

I view our natural landscape as something needing continuous 

exploration. I use the simplicity of line to lead the eye in a continuous direction. 

Layering of lines focused on the inside walls of vessels and bottoms of forms 

became varied in depth to illustrate existing at different elevations of space. As 

the work developed, more lines were added to exteriors, and finally interiors of 

vessel walls. Because landscape contains these layers, and the vessels 

metaphorically contain the landscape, I felt it was important to keep more 

complex line work inside interiors of the vessels (fig. 5), as in Shizugokoro.  

Natural landscapes offer newness of experience, and a blank canvas for 

exploration. Most importantly, our natural environment provides me with clarity 

of mind and a feeling of openness. In this series, vessels remain open in form; 

never fully enclosing space.  Rather they expose space, contributing to the feeling 

of the mind freely opened to thought and experiences. 

An overall feeling of continuousness, or “flow” unifies this body of work. 

Flow is a term coined by Mihaly Csikszentmihalyi to explain the state of the mind 

when fully absorbed in a creative activity simply because you enjoy it (6).  I am 

trying to explain this personal experience in my work. 
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Flow not only lives as an aesthetic of the work, but a psychology I 

prescribe to in athletics and life. Flow is the idea of being completely immersed in 

a desirable activity that produces positive feelings. It is about surrounding 

yourself with experiences and objects that bring you joy. The activity—the rhythm 

of concentration and motion— focuses the runner inward. It involves being 

present and fully focused.  

In athletics, this formula must contain involvement in an activity where a 

goal is measurable, the athlete is capable of the task at hand, and feedback is 

instant (Jackson and Kimiecik 506). This state of being is often described as 

“being in the zone,” which many describe by loss of ego and self-awareness, 

feelings of intense focus, and being fully engaged (Csikszentmihalyi 6). Placing an 

athlete in nature while achieving a flow state adds another layer of enjoyment, 

and sets the stage for developing connection with land. This is because your sense 

of self-consciousness is replaced with a feeling of a shared consciousness with 

everything in your surroundings. No other time do I understand what it feels like 

to be a mountain, or a rock, or a trail. Running is the perfect impetus to exploring 

this setting. 

To persevere is a simple lesson learned through the practice of running 

and is an idea that appeals to me as a seeker of self-improvement. This element 

must be present to experience flow. You must bring your own force—energy, 

dedication, and drive—to something you enjoy and devote time and exploration 

in order to reach a higher state of being. Intrinsic motivation becomes deepened, 

as the activity is practiced, and higher levels of achievement result (though not 
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the goal of the activity). With running and ceramic art, I can combine two areas of 

my life where I have found flow in repetitive process.  

So why make art about these ideas? Why am I not a competitive trail 

runner, or a professional sports psychologist? Because I believe that making art 

addresses my human needs and desires.  As an idealist, other ways of making a 

living—or more importantly, spending my time— do not encompass as much joy. 

I believe both tracks of life (physical challenges and artistic challenges) work 

towards self-actualization. I believe in the power of art and beauty as motivating 

forces in the universe. Art is a beautiful language, and it is experienced fully 

through all of the senses. With art, I can communicate to others what I have 

learned. I can share feelings and ideas without saying a thing. I can give to others 

by challenging myself. And I can spend my time, one of the most valuable 

resources I have, to contribute to what is moral, good, and honest. I can help 

others realize this human desire is not only natural, but worth doing. I can 

support the continuation of creativity, spontaneity, lack of prejudice, and 

problem solving that is all a part of self-actualization, as defined by Abraham 

Maslow (McLeod). 

In the studio I ponder other moments in life that seem full. I can explain 

them visually, which provides me with challenge. I can reflect on the thoughts 

that have meaning, and begin to invest in communicating values through the 

work I choose to make and ideas behind them. I can look at each day in my life as 

new; not knowing exactly what will happen—what objects will manifest—and 

truly explore, challenge myself, and grow.  
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4. AESTHETIC OF FORM 

Questions I am constantly exploring are “What is being,” “What is the 

optimal state of being?” “What is beauty?” and “Why do we search for beauty?” 

However, I am not so concerned with the physical. Beauty, in a physical sense, is 

only a trigger for something deeper. If something is beautiful, it appears and is 

gone. But what is left is an imprint of that beauty, a feeling of something that is a 

part of you. It gave you something. It involves activation of all the senses and is a 

motivating force. Perhaps my work is called “beautiful”, but that is in service of 

feeling lightness of mind and being. I believe that beauty is related to feeling life 

and feeling vibrant. Lightness is a state of beauty.  

 

 

Figure 6. Switchgrass 
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I developed a minimal aesthetic to set the hierarchy of our attention. Using 

a vessel as the dominant form, I direct the viewer’s focus on this metaphor of 

vessels containing open space. By creating vessels without color, we are not 

distracted by color, and can focus on line, form, edge and shadow. Each form 

created contains formal qualities that conjure lightness. The viewer is invited to 

engage in studying subtle details on the interiors of form, thus getting to 

experience each piece as if they were air. The flowing quality of line suggests the 

rhythm one should move—slowly and continuously. All decisions in the work are 

orchestrated by a sense of flow and gentleness.  

Keeping the vessels simple and quiet in color and form allows me to focus 

on line. The simpler elongated forms were some of the first pieces in this series. 

They best illustrate the pace of the work and as well as long runs spent in 

solitude. Switchgrass (fig. 5) suggests landscapes of gentle rolling hills of the 

Midwest, where I began to run long distances. Switchgrass is the name of a trail 

located in Wilson State Park, Kansas that I had memorable time running. In this 

piece (fig. 6), the use of line is most simple.  

Two consistent lines are used. One implied line is created as planes come 

together where the vessel wall meets the base of the form. This line alludes to 

ground and sky. A second line is created where the top of the form ends. This 

second line begins at the base of a piece, ascends forming the top edge of the 

vessel, and descends gradually back to the base creating a full circle (fig. 7). When 

viewed from above, this line creates some variation of a circle. The circle is 

symbolic and comforting to me, because it is continuous, just as our gaze into our 

ideal environment. 
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Figure 7. Ooka, single piece 

 

 I liked to think of this line symbolizing a route of a run. No matter what 

takes place during that time, there is comfort in knowing the path will eventually 

come back to where it began. In my vessels, this line is the top edge of a clay slab 

that is wrapped around a predetermined base shape.   

I began running long distances when I lived in very small towns. Endless 

open fields surrounded me. Often alone for miles along country roads without a 

car or person in sight, I became first comfortable with being alone, and then 

comforted by expansive space. I had to get past feeling isolated and tap into the 

feeling of connecting to my environment. I did not create this connection, but I 

slowly became aware of it.  
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Over years of training, I began to run for greater reasons and feelings. I 

lost judgment of the self. At first, I would run because I knew it would be good for 

me, a good practice, and in no way did it feel natural. I then ran to accomplish a 

checklist of numbers, of mileage, times, or races. Finally, I ran to feel relaxed and 

to meditate. Because I was developing the breath, I was also developing how to 

feel and how to listen to my own rhythm. 

It is important that each vessel contains unique qualities, and no two 

forms are repeated. I am interested in the variety of shapes made when 

referencing land. Each vessel form highlights a separate aspect of landscape.   

 

 

Figure 8. Potosi, without base 

 

  Potosi (fig. 8) was made as a reaction to thinking about running through 

deep depressions of earth. Elevation of land is easy to see, but the cavities and 
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depressions are not always favorable sites of exploration. There are many 

sinkholes, valleys, and caves in the areas that I have explored while in Missouri.  

When a path takes you through these places, you have to stay steady and 

continue. I am interested in showing the varying elevations of land while not 

breaking the light tone of the work. Having a void at the center of this vessel 

contributes to the overall feeling of lightness of the work, and also creates a 

narrow passage. Even though landscape offers challenging terrain, the mind is 

not concerned with this difficulty. The vessel remains white while resonating the 

dominant aspects of concentration and stillness. 

 

     

         Figure 9. Detail of clay slabs               Figure 10. Slabs drying for Sakamichi 

 

Figures 9 and 10 show the process of making a smaller delicate vessel. This 

process involves rolling and layering thin slabs of clay that is first designed from a 

paper template. This way of working involves more planning than the vessels that 

were coil built later. 

There is a distinct shift in the work as felt limited in form because of my 

construction method. In order to stress the idea of openness more, I created a 
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wider interior to contain more air. These pieces needed to take on forms that 

were not as predetermined. As the work developed, I realized I wanted to loosen 

up building methods to experience flow in the making process. Building with clay 

coils, instead of just slabs, allowed me to do this. Kakenoboru, (fig. 11) was made 

to embrace flow in the process of building with coils. 

As a result, I embraced spontaneity in my structure of making. I planned 

less. I began to build my forms with coils rather than slabs, for this allowed me 

feel a kind of freedom and excitement. I became less focused on building 

procedures and rules of making. I started rolling much larger slabs for the base of 

vessels. I would cut out a shape according to the lines I carved onto the slab. 

These lines would determine the curves of vessel walls. I began to understand 

that to communicate lightness, I did not have to be so literal. Kankenoboru (fig. 

11) was designed to appear light, as the form is lifted.  

 

 

Figure 11. Kakenoboru (running up hill) 
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Around this time, I became aware of flow in my making process. Objects 

could have a sense of lightness without actually being lightweight. The type of 

lightness that interested me is not physical, but emotional, cognitive, and 

sensory. These feelings of lightness can be communicated by directing formal 

elements. Though I am making physical objects, I am making them to convey a 

beauty that is greater than physical. Again, I make these objects to imprint an 

experience within the viewer.  

I rejected surface treatment because I found it unnecessary. Early on in 

this body of work, I had desired a finish, or coating, to the work that made the 

piece smooth to the touch. I realized that smoothness was more important 

visually. The work could appear soft, soothing and gentle without a thin layer of 

added skin. Keeping surface matte and without a coating allowed the work to 

retain the texture of clay and not have a sheen.  

I began to think of the meaning of covering the surface. If I coated the 

surface, it would speak of a covering. I realized the work was beautiful on its own, 

that it didn’t need a layer of covering to hide and diminish imperfections. Instead, 

I became more interested in revealing slight imperfections of surface that gives 

each piece a little subtle variety.  

I also wanted to capture a feeling of openness in the surface as well. I was 

interested in the texture of bare clay that adds slight movement in my work, 

making it speak about the hands of a maker. If the surface is bare, we can 

acknowledge it is important for it to exist this way, and it is my hope this would 

lead to question why this decision was made. 
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    Part of the aesthetic of this work involves not being an overly controlling 

maker. I embraced marks that make each piece stand alone, treating small craters 

or wrinkles in the clay as birthmarks. If cracks occur in the work during 

construction, I work them into the design of the form; carving and sanding them 

in the method I would other parts of the vessel. It is not my goal to prescribe what 

I will get out of a run, but to listen and feel what is greater in the run. Though 

there may be uncomfortable moments, the experience as a whole is soothing. My 

focus is uninterrupted by these occurrences. I approach my vessels in the same 

way. I do not reject the small blemishes in surface but rather I embrace them. 

Figure 12 shows evidence of a divot made in the clay that was accepted into the 

form. These areas are not seen as imperfections, but rather marks that make each 

piece individual. Formally, these interruptions of surface are not powerful 

enough to break a peaceful concentration. 
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5. LIGHTNESS 

 I embrace concepts of lightness, clarity, and calmness of mind from 

moments of connection to open landscape. Through this body of work, I hope 

communicate a feeling of lightness of being and thought to the viewer from these 

moments. Formal elements are orchestrated towards this aim.  Shades of white 

are used to express these feelings.  Whiteness is used because it is bright, attracts 

light, and can best express shadow. Absence of color is in service of seeing line, 

which communicates movement. With the addition of color or texture, I would 

interrupt the lines and therefore break the sense of flow, calling attention to a 

specific area on the piece.  

 When running, your mind thinks in general shapes, and does not fixate on 

small details. Yes, you see them, but the more powerful experience is the stoic 

focus of the mind on rhythm. You focus on the idea of continuation. What is more 

important is how you are feeling. The elevation of the ground beneath you and 

how you fit between the layers of land are thoughts you feel and dwell on.  

 Absence of color is a dominant element in my work. Through multiple tests 

with oxides (metallic colorants), atmospheric firings, and sprayed colored terra 

sigilatta, I was led to the conclusion that color added busyness and not silence. It 

is also important to note that the color of the work is merely the natural color of 

the clay when fired. The slight color variation is due to slight differences in the 

recipe of the clay. You can see in the images below subtle shades of white caused 

by differing clay bodies and lighting. These images also are details of the matte 

texture created by the leaving the clay bare, without a surface coating. 
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        Figure 12. Kakenoboru, detail                       Figure 13. Sakamichi, detail 

 

 White communicates lightness. Actual light activates this body of work and 

therefore color is not needed. The line quality comes to life, and the work carries 

an appearance of brightness. I associate lightness and brightness with positivity, 

empowerment, and clarity of thought. All of these are emotions I experience 

during flow. Figures 12 and 13 show subtle shades of light colors, or whiteness, 

which is affected by lighting.  

 The clay is exposed, in a state of honesty. It is untouched by a painter. 

Having a sealed surface would clog the pores of the clay. When experiencing open 

space, our skin can breathe. We sweat, and our moisture evaporates into our 

environment. Part of us rises into the air, and we become like air. In Sakamichi, 

detail (fig. 13) the pores of the clay are visible. This is a metaphor for our skin.   

 Large vessel forms were created in order to focus attention on the interiors 

of the vessel to address the mental affects of being in open space. I invite the 

viewer to peer inside as a metaphor to begin thinking about the cognitive realm. 
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Figure 14. Shizugokoro, detail 

 

 These forms are beginning to investigate the idea of being in a “trance 

state” while running, or the idea of being “deep” into a run. This could also be 

described as experiencing flow. In this state, you are so deep into a rhythm of 

breathing and pace, you loose concept of being separate from what you see. Since 

thinking becomes abstract when deep into flow, it was important that vessel 

forms became abstracted with regards to rhythm. Vessels are larger to focus the 

viewer inward, to take up more of your visual spectrum as you peer inside. Walls 

seem to reach into space and bulge as if they are containing or capturing 

movement. They become rounded inwards, more like a barrel than like a flat 

sheet. This suggests movement or volume held inside the interior.  
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Figure 15. Mizusawa, view one 

             

        Figure 16. Mizusawa, view two                Figure 17. Mizusawa, view three 

 

 The viewer brings their own movement and searching to the work as they 

walk around it, activating the lines into motion. As you walk around the each 

vessel, the lines and forms change.. They rise and fall gently. This is a thoughtful 

time, as bringing your own personal movement and curiosity to nature activates 

its wonder. This allows the viewer to experience the connection of their own body 

movement and the activation of the work. You can see how form and lines flow as 

you move around the work in Mizusawa (figs. 15, 16 and 17). 
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Figure 18. Potosi 

 

 The ceramic bases that accompany several pieces speak directly to the 

connection formed between the person in motion and the environment during 

optimal state of flow. They are designed to hold the vessels, caring for them, 

while recording contact. The “ground” beneath the vessel takes on centrifical 

rings, which radiate in ways that record the form and movement of the vessel it is 

touching. Both vessel and base are communicating through rhythm, just as the 

mind and body come to experience the land while in movement. This further 

illustrates calming energy that seems to be shared between environment and 

explorer. In the pieces of vessels with bases, the forms are personified. As the 

vessels comment most directly about the state of mind of a person, the bases 

become a more physical representation of the environment.  



 28 

 Bases record the elevation of a path. If the rim of a vessel traces the body’s 

actual route in space, what is underfoot is recorded in the topography of the base 

beneath. Potosi (fig. 18) shows a vessel on top of a thin, topographic base that 

resembles a map. Many of the base and vessel combinations are made with long, 

simple forms. The oblong shape of these vessels references the long expanses of 

time spent on trails. When duration of time exploring nature is longer, the deeper 

the bond is felt between the environment and person. The longer forms that have 

accompanying bases expand upon the idea of connection. 

 Landscape provides a host of difficult situations for one to overcome. 

Uneven terrain, natural forces such as rain, wind, and weather, and difficulty of 

visibility at dawn and dusk all provide elements of challenge one must navigate. 

Without the excitement of the challenge and the stimulation of the environment, 

one could not reach as high of a state of flow. Although the natural elements 

could seem harsh—they could make you bleed or fall—the state of mind is stoic 

concentration. At the optimal state of flow while in nature, one becomes acutely 

aware of our connection to environment. 
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Lightness of Display 

Like the work, the display is simple, understated, and speaks of lightness. 

This body of work is simply displayed on long, simple tables that are clean and 

blocky, to contrast with the organic shapes and lines of the work. The surfaces of 

both the vessels and tabletops are not sealed or painted. There is honesty in 

presenting the work in this state. This allows the purity of material to be exposed. 

Instead of choosing steel, plastic, plexiglass, or generic white pedestals, I have 

chosen to use sanded, maple wood for it adds slight warmth and speaks more of 

life and breath. The subtle lines in light-colored maple provide a slight contrast to 

my work because it is slightly darker and warmer (figs. 19 and 20). This wood has 

elongated concentric ring patterns, like that of a topographic map. They gently 

mimic the lines in my work. The overall affect of the display is light and simple.  

 

                  

               Figure 19. Heisei, detail           Figure 20. Oosaka, detail 

 

Dramatic lighting helps contributes to the serious, contemplative tone of 

the work, while providing subtle contrast between vessel and table surface. 

Having multiple spots, or concentrated gallery lighting, directed on the work 
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from several angles, casts shadows which repeat lines of the vessels. Figures 19 

and 20 show activated shadow that enhances visual rhythm of the work. 

Viewing the work in sequence is important. On three long tables, nine 

smaller vessels are displayed in a row. The use of narrow, long tables adds to the 

feeling of elongated distance. I have chosen forms that speak of elongation and 

expanses of time at the entrance.  To add height variety, arranged in the middle 

of two tables are pieces with bases that add elevation to the center of the display. 

Each table is arranged to highlight a specific shape of form and conceptual idea. 

The first table contains elongated vessels with variety of form and flat, 

topographical bases. The second table holds vessels that are simple, elongated 

forms with varying interior line work (fig. 25). Circular base shape unifies pieces 

on the third table (fig. 28). I have kept the tables the same height for simplicity.   

I want the viewers to experience the larger vessels at the end of the room 

at different heights. For this reason, I have isolated them to the sides of the 

gallery and placed them on pedestals. This is important because when exploring 

the natural world on trails, you are forced to view the world from different angles. 

This focuses the attention of the viewer to the interiors of forms, as they are lower 

to the ground. These compositions of vessels are positioned in the back left and 

right of the gallery, as they should be the last forms to view. This is to symbolize 

the deeper stages of flow; when feelings of focus and serenity become more 

dominant. For this reason, the work has increased in scale.  

It is important that the entrance of the gallery is open, and not crowded 

with work. This provides open space in the gallery for appropriate viewing of  my 

work. Pieces on the tables have enough space so they don’t seem crowded. 
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6. CONCLUSION 

“How we feel about ourselves, the joy we get from living, 

ultimately depends directly on how the mind filters and 

interprets everyday experiences. Whether we are happy 

depends on inner harmony, not on the controls we are able 

to exert over the great forces of the universe.” 

(Cxikszentmihalyi 9) 

 

Being in nature is a sensory aesthetic experience. Our senses build up our 

consciousness. When you immerse yourself in environments that cultivate rich 

experiences, while pushing yourself to continue in their pursuits, you will attain 

an optimal state of being. We are in control of developing this consciousness; it 

determines the quality of life.   

 Nature can pull us into the power of wonder. Nature provides the place for 

self-guided knowledge through intuition. It is here that man can separate himself 

from the constructs of society: organized religion, political identity, and the daily 

organization based on the exactness of time. It is here judgment ceases, from the 

self and from others. The mind is free to think and feel as it pleases.  

Without the ritual of clearing your mind, your thoughts can run wild and 

cause you to loose your grasp on making daily decisions based on quality of 

experiences. The land reminds us of our natural desired feelings and when we are 

most happy; with a clear mind, in a curious state, feeling inspired, challenged, 

and youthful. We are excited and ready to learn in nature. Just getting out there 

is all we need to do first. 
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For me, this meditation has been enriched through the habit of trail 

running. For others, tending plants could provide access a similar state of mind. 

Flow can be achieved in any activity one finds desirable—a chess player thinking 

of his next move, a violinist deep into playing, a man sailing his Flying Scott—all 

of these things are important, individual languages and communication styles 

that could give us feelings of euphoria as well as activities that allow us to feel life. 

All of these activities are valid and contribute to quality of life, which money and 

other societal constructs have little to do with. They are about being. Our modern 

society is training us to think in numbers, and to measure our self-worth with 

quantities: salaries, savings, amount of material stuff we own, and how busy our 

schedule is. We are encouraged to multi-task, skim articles, scroll through 

screens, and achieve more quantifiable accomplishments to make us appear 

“better” on paper.  

I challenge whoever is reading this to define for themselves one basic thing 

to do more simply because it makes you happy. And maybe it takes an hour out of 

your workday and causes you to earn less per year. Or maybe you have to 

schedule it in your planner to remember. I challenge you to feel more like a 

human and less like a machine for that hour. Nobody else can measure your 

happiness in those moments, and I doubt you could put a monetary value on that 

time you spent.  

Making, understanding, and writing about this work has been a journey to 

communicate what I have found to be peak experience, or optimal being, at this 

moment in my life. Running provides me the time to be alone to have 

unscheduled thought, which leads to creative thinking and feelings of 
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contentment.  If anything, it is a time to feel simple: to do just one thing over and 

over until it feels natural.  

I want to bring our attention to physical movement in the surroundings of 

nature as an empowering action that not only gives us long-lasting mental 

benefits of clarity and higher self-esteem, but also contributes to our over-all 

physical health and longevity.  I hope that I can convey an achievable state of 

meditation through my artwork and encourage others towards this harmonious 

way of life through my actions and words. 
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EXHIBITION 

 

Figure 21.REVERIE installation shot, 2015 
George Caleb Bingham Gallery  
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Figure 22. Sansui (mountain and water) 

 

 

 

Figure 23. Heisei (tranquility) 
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Figure 24. Potosi, side view 
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Figure 25. Table two grouping  
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Figure 26. Oka (hill; rising ground) 

 

 

 

Figure 27. Sakamichi (hill road) 
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Figure 28. Table three grouping 

 

 

Figure 29. Mizusawa 
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Figure 30. Oosaka (big hill) 

 

 

Figure 31. Oosaka, back view and install shot 
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Figure 32. Koukyo (Imperial Palace, Tokyo) 

 

 

Figure 33. Koukyo, back view and install shot 



 43 

      

Figure 34. Sokobikari, and install view  

 

 

Figure 35. Fumoto, (foot of hill) 
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