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Chapter I:  Introduction 

I add: in all this world, no thing can keep 

Its form.  For all things flow; all things are born 

To change their shapes. And time itself is like 

A river, flowing on an endless course. 

Witness: no stream and no swift moment can 

Relent; they must forever flow; just as 

Wave follows wave, and every wave is pressed, 

And also presses on the wave ahead; 

So, too, must moments always be renewed. 

What was is now no more; and what was not 

Has come to be; renewal is the lot 

Of time. –Ovid, 15.177-185
1
 

 

 

 My methodology emulates that of a historian and enters the arena of 

archaeologists, archivists and curators. Historians write and re-write history privileging 

certain evidence while imposing specific agendas, to reshape history. Ovid’s 

Metamorphoses proclaims that, “[N]o thing can keep its form . . . renewal is the lot of 

time.”
2
 Confronting history as a construction; I provoke viewers through historical 

representation, unmasking illusions of precision and truth. Objects within this exhibition 

have an anachronistic arrangement as a way to illuminate the way we experience the 

historical as a construction. By deconstructing and analyzing the way the historical record 

is fabricated, my work reveals the futile nature of preserving an accurate history.  

In an effort to reconstruct, directed at the condition of historical representation, 

my work is generated by performance and the creation and display of objects. These 

activities are the root of ownership over space, context, materials and genre. I exert 

power over both contemporary and historical perceptions of the past. Rome, and its 

history, is an ideal site to deconstruct and analyze the condition of history; a site rich in 

                                                           

 
1
 Ovid, Metamorphoses, trans. Rolfe Humphries (Bloomington, IN: Indiana 

University Press, 1955), 371. 

 

 
2
 Ibid. 
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rewritten and overwritten political and moral agendas. Historically, the fabric of Rome 

has been deconstructed and stitched back together since its origin, often rooted in myth 

and fragmented written records. Taking this history as my subject matter, I turn it into my 

working process, revealing the limitations of preserving history and accessing historical 

reality. 

 My thesis research began during an artist residency at c.r.e.t.a. rome (Ceramics, 

Residencies, Exhibitions, Teaching & the Arts) in the city of Rome, Italy during the 

month of June 2014. This exhibition evolved from directed research in the city of Rome 

during my residency. Planning prior to departure led to two separate but related projects. 

One project, My Daily Brick (Fig. 1), required a daily routine of travelling to a different 

location within the city and making an object on site. A second project, Sealing Place 

(Figs. 2 & 3), developed as a method of mapping locations by pressing wet clay into the 

built environment of the city; an effort to create a physical record and mark a point in 

time and space.  

 

My Daily Brick 

 My Daily Brick (Fig. 4) documents attempts at recording, reconstructing, and 

representing parallel acts of the historian and archaeologist. Working as an artist, I 

suggest that I can inject my own ideas into Rome and its history; constructing ordered 

systems and associations. As a load-bearing brick form is translated into translucent and 

weightless waxed silk, it loses its inherent function:  strength, support and longevity.  

The act of placing a hand-stitched, wax covered silk brick into a fragmentary wall 

(Fig. 5) in Rome alters an existing history and is an act of reconstruction. As a historian 
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uses text to interpret and document, my actions leave a trace in a physical object. 

Literally altering the site and alerting the viewer to the limitations of history and our 

understanding of history as a reconstruction. Placing my own agenda on history is a bold 

act. I claim the power of a historian, the right to interpret and visualize for myself.   

The woven silk brick structure stands as a microcosm of the built environment. 

Weaving, one of the earliest architectural structures, is a gridded system constructed by 

repetition and interlocking threads. Today, fine silk is imported from China to Western 

countries, much like it was imported from China to Imperial Rome. Silk is a luxury good, 

representing opulence and importance; counter to the commonplace nature of the brick. 

The silk bricks in this exhibition act as a metaphor, signifying the prominent matrices and 

systems used to construct and deconstruct histories. Using silk and wax to make the 

bricks suggests privileged ideologies, well established and pervasive in the reconstruction 

of our classically rooted history. 

My Daily Brick was a creative act that left a mark in place and time. A waxed, silk 

brick, stitched and left in situ (Fig. 6), is physical evidence of time spent in a specific 

location. Photographs and video of the performative act recorded the waxed silk bricks as 

they were stitched and deposited around Rome. The locations were not pre-determined 

prior to arrival in Rome but were a combination of new and revisited places. The act of 

stitching (Fig. 7) became a way to “leave a trace” of an experience in a place and also 

replaced that which was absent. The daily performance was recorded on digital video, 

still photography, as well as the duration, location and time-of-day; all posted to a daily 

blog (www.mydailybrick.wordpress.com) (Fig. 8). Actively taking a role in the process of 

representing history, and following in the footsteps of early post-WWII performance 
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artists, this activity emphasizes process, context and product as equally important. The 

video documentation of the stitching displayed in this installation (Fig. 9), in proximity to 

actual stitched wax bricks (Mutatis Mutandis, Fig. 10), illustrates intent to reveal both the 

development of an idea and the idea itself. 

Claiming the chosen spaces as an artist opened up a contemporary art dialogue 

rooted in discussions about the nature of historical research, archaeology and 

contemporary representations of history. Leaving a weightless silk brick behind alerted 

immediate viewers to the fact that the understanding of a site is merely a construction, it 

is in danger of transformation or reconstruction. Our understanding of history is fugitive 

and without constructed context and applied meaning, the past is unknowable. My artistic 

research furthers my own understanding of how history is created and attempts to reveal 

the flawed nature of written and fabricated history. Through the daily performance and 

later analysis of My Daily Brick, I arrived at an approach to my thesis project which was 

directed at historiography and archaeological approaches to presentation. 

 Research drives my work as an artist. The process of investigation focuses my 

scholarship through travel, observation, and documentation. What results are artifacts, 

produced through this process, as images and objects; displayed as reconstructions. At the 

center of the installation is a catalog of terra cotta objects, the only objects in the show 

that once had a physical connection to the city of Rome. Obsessively collected, ordered 

and organized both chronologically and geographically, these cataloged objects (Sealing 

Place, Fig. 11), and the catalog they are documented within, are meant to reference 

“truth” and invoke trust between artist and viewer. 
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Artifacts in this exhibition alert the viewer to doubts about his/her understanding 

of the past. The past is understood as more of an unknown, than a known.  According to 

historian Frank Ankersmit, “the more accounts of the past we have, and the more 

complex the web is of their agreements and differences, the closer we may come to 

historical truth.”
3
 Placed within the context of an art gallery, historical representations 

attempt reconstruction, knowingly flawed, but eager to construct a bridge between past 

and present. As an artistic act, historical representation is a commentary on the way we 

understand past events. Contemporary attempts at preservation and interpretation, 

regardless of how thorough or inaccurate, are essential means of getting closer to 

historical truth.  

 In this exhibition, the contextualization of the objects becomes imperative to how 

the work is perceived. My goal is to redefine the importance of installation and 

presentation of objects. The objects themselves are important, but become secondary to 

the structure and organization of the installation. The structural framework is meant to 

challenge viewers to consider the origins of their knowledge about the past and how 

archaeologists, archivists and curators reinterpret and mythologize historical evidence. 

Elaborate, curated displays suggest the research and conclusions imbedded in the objects. 

The arrangement reflects a stratified composite structure, mirroring written narrative 

history.  

In his book On Collective Memory, Maurice Halbwachs acknowledges, “It is 

language, and the whole system of social conventions attached to it, that allows us at 

                                                           

 
3
 Frank Ankersmit, Historical Representation, Cultural Memory in the Present 

(Stanford, CA: Stanford University Press, 2001), 15. 
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every moment to reconstruct our past.”
4
 In addition, his hypothesis suggests that 

memories are constructed through spatial frameworks.
5
 Material choices, such as 

bleached beeswax, metaphorically advance ideas about the flexibility of history and 

mutability of understanding. Through established systems, language and matrices, objects 

in the exhibition acquire meaning and aid in reconstructing an impression of a specific 

time and place in my personal history. 

 It is through data collection and visual representations that my own past 

experience of a place is reconstructed, through the lens of an artist.  Purposeful analysis 

of collected objects (not found objects, but artist-made) and photographic documentation 

re-contextualizes data in a museum-like display. Presenting the viewer with myriad ways 

of viewing a place through another’s experience effectively represents a specific time and 

place in history. This is how history is made, through the mind of others, with the 

expectation that one will navigate and find a connection to their own story. 

  

                                                           

 
4
 Maurice Halbwachs, On Collective Memory (Chicago and London: The 

University of Chicago Press, 1992), 173. 

 

 
5
 Shelley Hornstein, Losing Site, Architecture, Memory and Place (Burlington, 

Vermont and Surrey, England: Ashgate Publishing Limited, 2011), 3. 
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Chapter II: Art & Archaeology 

The presence of the original is the prerequisite to the concept of authenticity. 

-Walter Benjamin
6
 

   

 Authenticity is inaccessible without direct access to the past. This installation 

denies complete authenticity as collected “original” artifacts are subjected to continual 

transformation and distancing. Archaeologists and historians must often rely on 

secondary, outdated and often biased source material. Through a contemporary art 

installation, I am referencing the limitations and distancing that infect all histories.  

 In a 2007 article titled, “The Artist as Historian,” Mark Godfrey discusses the 

current propensity in contemporary art towards historical research and representation 

primarily through the work of artist Matthew Buckingham.
7
 This historical tendency is 

explored within a recent exhibition titled, “The Way of the Shovel,” curated by Dieter 

Roelstraete for the Museum of Contemporary Art in Chicago, November 9, 2013 – 

March 9, 2014. Fortunately, I had the opportunity to view this exhibition in Chicago, 

which both confirmed and encouraged creative research with a historiographic impulse.  

 This exhibition placed an emphasis on art that takes the form of historical 

research and on archaeology considered in a literal way within works that question the 

relationship between matter, or objects, and historical truth.  Specifically, the work of 

Micheal Rakowitz titled, The Invisible Enemy Should Not Exist, gives the idea of 

excavation a material form by putting reconstructed artifacts on display in a museum-like 

                                                           

 
6
 Walter Benjamin, The Work of Art in the Age of Mechanical Reproduction, 

trans. Harry Zohn (Schocken/Random House, 1936), 4. 

 

 
7
 Mark Godfrey, “The Artist as Historian,” October 120 (Spring 2007): 142. 
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manner.  Roelstraete, the curator, discusses the exhibition as representing the “process of 

epistemological reorientation underway in society as a whole; the historiographic impulse 

in art is, inevitably, a function of the hypertrophy of “information” – of the deluge of so 

many “facts” that invite cultural processing and taxonomic ordering.”
8
 Roelstraete echoes 

Michel Foucault’s thoughts in The Archaeology of Knowledge which state whereas, “in 

the past, history deciphered the traces left by men, it now deploys a mass of elements that 

have to be grouped, made relevant, placed in relation to one another to form totalities.”
9
 

The fabrication of my installation aligns with other contemporary art approaches where 

viewers are invited to “think about the past; to make connections between events, 

characters, and objects; to join together in memory; and to reconsider the ways in which 

the past is represented in the wider culture.”
10

 Over time narratives are fractured and 

deconstructed, brought together again through the lens of the historian, archaeologist and 

artist as a (re)construction within a contemporary time and place. 

   

 

  

                                                           

 
8
 Dieter Roelstraete, The Way of the Shovel (Chicago and London: University of 

Chicago Press, 2013), 21. 

 

 
9
 Michel Foucault, The Archaeology of Knowledge (New York: Pantheon Books, 

1972), 7. 

 

 
10

 Godfrey, October,143. 
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Chapter III - Rome:  The Eternal City 

I found Rome built of bricks; I leave her clothed in marble.  

-Augustus Caesar
11

 

 

 

 The first time I travelled to Rome I was 11 years old, spearheading a lifelong 

relationship with the city. Rome, through a child’s eyes, is an experiential history book. 

The surreal juxtaposition of old and new was something unique. Growing up in proximity 

to Washington, DC, I was familiar with a neoclassical representation of Rome, but the 

original was something else. This formative experience shaped my fascination with 

Roman order, culture, art and architecture. Since my initial visit, I have returned to Rome 

countless times, rediscovering and revisiting the city at different points in my life. 

Evidence of the passage of time in the city of Rome, most visible in the city’s 

architecture, led to a personal study of art, archaeology, and history. The reconstructed 

cityscape, full of modern modifications and adjustments, presents a hybrid city rich with 

complicated narratives. 

Often referred to as “The Eternal City,” Rome exemplifies the idea of permanence 

and timelessness. Contemporary Rome is a tangible document of historical record. 

Representing the origins of Western thought, it is a place of rich accumulated histories, 

well documented and understood through fragments of material, textual and experiential 

information.  

Rome’s history is also a history many times overwritten. One example, damnatio 

memoriae, is a practice involving the damnation of memory. This was a common practice 

employed by the Roman Senate intended to literally erase someone from history. Often 

                                                           

 
11

 Suetonius, The Twelve Caesars, trans. Robert Graves (London: Penguin Books 

Ltd, 1957), 61. 
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used to discredit previous emperors or other political members of Roman society, the 

results of damnation memoriae led to the destruction and/or re-appropriation of 

sculptures, documents and accomplishments of individuals. Additionally, the Catholic 

Church has re-appropriated Republican and Imperial Roman art and architecture to serve 

its purposes since the rise of Christianity. 

Rome’s leaders, be they Caesars or popes, have had a major impact on our 

contemporary understanding of Rome. Gaius Julius Caesar wrote one of the few extant 

accounts of the Gallic Wars, from his politically motivated and one sided perspective, 

which is thought to be one of the most important historical sources of the war.  

Additionally, Augustus Caesar claims, “I found Rome built of bricks; I leave her clothed 

in marble,”
12

 as per Suetonius. In this quote, Augustus announced the transformation of 

1
st
 century AD Rome. The politically motivated first emperor, Augustus, re-imaged the 

city as a reflection of republican Rome, the strength of the Empire, and his role in 

shaping a new Rome. Making similar claims in my working process as a sculptor, I 

translate one material into another, such as stone into silk organza (Anima: Vivo 

Civitatem, Fig. 12), redirecting historical associations. The translation of materials is 

meant to suggest change and instability, as well as loss and commemoration.  

  

Rome in Translation 

 Throughout its history, Rome has been a place of translation. During the Roman 

Republic, and beyond, Hellenism reigned as Greek and Roman artists emulated original 

Greek bronze artworks and notions of idealism in marble. Lost to us are most of the 

                                                           

 
12

 Ibid. 
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Greek original bronzes, long since melted down, the metal repurposed. We are left with 

marble Roman copies, bronze into stone, a material transformation. The process of lost 

wax bronze casting, used to fabricate 54 small objects in this exhibition, involved the 

creation of a negative image, loss of one material, and a final materialization in another 

material. As wax forms melt out of an investment, there is an empty space where the wax 

once existed. Replaced with molten bronze, as the metal cooled it solidified and occupied 

the same space as the original wax form. The bronze was released from the casting 

investment and acted as a representation of the original form, only now transformed by 

its material properties. 

Similarly, since the reign of Augustus in the first century BC, Imperial Rome 

refashioned itself as a mirror of its former self. Edward Gibbon’s Decline and Fall of the 

Roman Empire presents Imperial Rome as an imitation of republican Rome and cites the 

distance between the original identity and it’s mimesis as the source of self-destruction.
13

 

When I recondition a terra cotta brick into waxed silk organza, the new materials are an 

inversion of the original nature of the brick. The organza brick is then multiplied to create 

a representation of a brick wall, lacking in strength, stability and longevity.  

With little regard for preservation of Imperial or republican Rome, the Roman 

Catholic Church refashioned the city by appropriating materials from Roman monuments 

and architecture. Ironically, many Roman temples remain today precisely because they 

were converted into churches. For example, the Pantheon, initially a Roman temple built 

by Marcus Agrippa during the reign of Augustus, has been used as a church (Santa Maria 

dei Martiri) since the 7
th

 century.  

                                                           

 
13

 Ankersmit, Historical Representation, 113. 
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Extensive developments in the field of archaeology from the 18
th

 century and 

onward revealed a largely unexplored classical world, ripe with idealism and order. The 

mid-18
th

 century discovery of Pompeii and Herculaneum fashioned taste and design for 

years to come. Frozen in time, these two cities exposed a view of a previously unknown 

Roman life during the 1
st
 century AD. Neoclassicism blossomed throughout Europe in 

the 18
th

 century and continues to this day in Western culture, primarily through 

architecture and interior design. American architects such as Thomas Jefferson, looked to 

classical models to represent the ideology of a new government and project an image of 

strength, power and order. 

 Rome was one of the primary destinations for young artists to stop along their 

Grand Tour throughout Europe during the 18
th

 century. Neoclassicism was fueled as 

impressions of the classical past were imbedded into contemporary representations of 

Rome and disseminated throughout Europe in print form. Artists such as Giovanni 

Battista Piranesi made etchings of Rome that greatly influenced perceptions of the city. 

His representations were often extravagant, romanticized inventions based on fragmented 

remains, bringing reconstructed views of Rome back to life and furthering the draw to 

visit the city firsthand.  

 Drawing on the long history of diverse, and often flawed, representations of 

Rome--the work in this installation offers an equally fragmented and constructed view, 

requiring deciphering and deconstruction. Viewers are asked to navigate with insufficient 

interpretive signage and directives. Stripped down and presented in a minimalist format, 

the distance between city, artist and view is exposed. 
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Chapter IV: Installation 

Any display reveals the preoccupations and assumptions of those responsible for it. 

-Colin Renfrew
14

 

 

 

 The installation of an exhibition is critical to understanding the work and 

intentions of the artist. This section describes the experience of navigating the artwork in 

this installation through a floorplan designed by the artist (Fig. 13). The lighting and 

arrangement of objects creates a contemplative environment which invites the viewer to 

spend time deciphering the work. Beginning in the center of the exhibition, the viewer 

sits at a small steel desk with a waxed desk surface upon which a hand-bound catalog of 

objects in the exhibition is displayed (Fig. 14). Seated at the desk, the viewer takes an 

active role as a participant in the exhibition (Fig. 15). The catalog contains a detailed 

index of the origins for the piece Sealing Place (Fig. 16). The desk surface mimics the 

catalog cover which is made of a wooden frame into which bleached beeswax is cast, the 

title carved into the surface of the malleable wax. Alluding to Roman wax tablets, this 

surface suggests a possibility of re-writing, a surface upon which a palimpsest is possible. 

As the catalog is viewed, the wax desktop simultaneously records, marred with marks of 

the heavy book and viewers arms resting upon its surface. 

 Looking up, viewers come face-to-face with a video displayed on a wall-mounted 

monitor, Sisyphean Brick (Fig. 17). The monitor displays documentary footage of my 

daily public performance in the city of Rome (Fig. 9). In each of the thirty shots I am 

seated, much like the viewer, although not usually in a chair, with head lowered, engaged 

in the activity of stitching.  
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 Flanking the seated viewer are two large glass vitrines (Fig. 18) that contain a 

collection of small terra cotta objects and bronze seal rings. Each vitrine is meant to be 

viewed from two sides, which face out to opposite walls. The walls facing the vitrines 

each display a five by eight foot gray grid mapping wax objects which are mounted on 

the wall (Figs. 19). From each wax casting hangs a paper label (Fig. 20), indicating the 

accession number that relates the wax casting to its source within the catalog. 

 The end walls of the gallery are perpendicular to the glass vitrines. The wall at the 

far end of the gallery is split into two matching, recessed niches. Each niche contains a 

single layer of silk organza, suspended from the ceiling, and centered on the niche. A two 

channel video, Anima: Vivo Civitatem (Fig. 21), is projected onto each piece of silk 

within the two niches. The looped video portrays a white blowing curtain slowed to half 

speed. The video footage in each niche is a mirror of the other and the videos are mis-

registered; one is about 10 seconds ahead of the other. Standing back from the niches, the 

viewer can see both projections at once; simultaneously viewing past and future 

movements of the animated curtain.   

A triptych, Mutatis Mutandis (Fig. 19), is on the wall opposite the niches and 

formed of three steel frames, mounted 4” from the wall, containing stitched and stacked 

silk bricks. Throughout the duration of the exhibition these hollow waxed bricks 

compressed and slowly changed the composition within each frame. Similarly to Rachael 

Whiteread’s architectural castings, the work speaks about preservation and 

commemoration through a casting of the space surrounding an object
15

 (ie. the voided 

space within the silk bricks represents where an actual brick once was, and is no longer). 
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Inversely, this piece also emphasizes the constant transitory nature of reconstruction and 

the impossibility of preserving.   

Using a museological format for the installation breaks down barriers between the 

disciplines of art, archaeology and historical interpretations. Archaeologist Colin 

Renfrew considers the work of artist Mark Dion in his 2003 book, Figuring it Out, and 

concludes that, “Dion’s work [as an artist] leads us to reconsider the enterprise of display 

and the very processes by which we [archaeologists] go about our work.”
16

 His work 

“examines the ways in which dominant ideologies and public institutions shape our 

understanding of history, knowledge and the natural world” by questioning the 

distinctions between objective and subjective influences.
17

 Aligning my process with 

artists such as Dion, examining and taking on the methodology of archaeological 

practices and museum display, I aim to highlight the importance of display and 

(re)contextualization of objects in shaping the presentation of the past through material 

remains. 
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Chapter V:  Analysis 

Every history is a counter-history, written against as much as with the archive, and even the first historian, 

Herodotus, presupposes a version of “the past” against which his discourse presents itself as a contending, 

alternative version. -Hayden White
18

 

 

Each work in this exhibition is registered to a location and event in recent or 

ancient Rome. Invented parameters based on research directly inform the processes, 

materials and presentation. This project however is not about Rome, it is about the 

research imposed on any history and it’s representation; deeply overwritten, 

reconstructed, and redirected political agendas that occur during any process of creation, 

past and present. Presented not as a counter-history, but created as a personal auxiliary 

history, supplementing other representations of Rome in an effort to further the idea that 

no history is complete, no matter how in-depth the archive and interpretation. 

 The artifacts in this exhibition are manufactured as a form of documentation.  

They are removed from their original context and set into a new framework, inviting 

examination. The arrangement of objects communicates a specific understanding of time 

and history.  We experience historical artifacts and artwork as presented by the curator 

and artist, respectively. Narratives form through connections and proximity, provided in 

the considered arrangement and presentation. The representation of varying perspectives, 

of the historian, archaeologist, artist or curator, forms the basis for our understanding of 

history and its construction. 
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Sealing Place:  An Introduction 

 During my residency in Rome I used wet clay to take 153 impressions from 

around the city. Viewed as a form of data collection, these objects allowed for 

reconstitution, through display, in a gallery context. Similar to the approach Josiah 

McElheny takes in his installations, the “work is a memory of objects.” Objects derived 

from previous sources are re-imagined and transformed, although they still retain a 

connection to the original source.
 19

 Inspired by the design and use of Mesopotamian 

seals, I collected impressions of architecture and objects in order to record and preserve 

concrete personal memories and experiences. The clay primarily recorded architectural 

features such as flooring, tiles, mosaics, engravings, low-relief surfaces, decoration and 

walls. The exact date, location and a photograph of the tactile impressions was also 

recorded. Upon returning from Rome, selected terra cotta impressions were curated and 

transformed into cast bronze seal rings.    

By taking impressions throughout the city of Rome with wet clay (Fig. 22), the 

negative space around an object was simultaneously claimed and preserved, as was an 

impression of my fingers into the back of the clay object (Fig. 23). In this way, the object 

becomes a record of the surface and the history of the place while simultaneously 

recording my presence there. Appropriating a history and reinterpreting it as art generates 

questions about ownership, authority and authenticity. Carefully selected materials and 

processes further establish relationships between original and copy, raising questions of 

registration with origins and truth. Because of its malleable nature, clay was used as a 

material to recreate and manufacture a set of copies from the original terra cotta objects 
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in wax to suggest a mutable state. By creating a curated set of cast bronze seal rings (Fig. 

24), I, as the artist, obtain the power to recreate a history indefinitely. The bronze “tool” 

(which is what I consider the cast bronze rings) implies longevity and strength, while the 

cast result in wax appears less permanent and malleable. Both materials, however, are 

subject to a melting down and re-casting, implying the reshaping of histories and 

reconstruction of the sites to which they refer.  

 In my mind, a portable object, such as a seal, references memory. As an object 

travels from its origin it acts as an aide-mémoire for the owner, a physical connection to a 

specific time and place, capturing its aura. A seal is an engraved object which produces 

relief images when it is pressed into a soft medium such as clay or wax.
20

 The use of a 

seal suggests preservation, narrative, longevity, documentation, identity, mythology, 

history, signature and notarization. Seals proclaim proof or authenticity. They are often 

found on rings from Mesopotamian sites where they are typically bronze or semi-

precious stone. Cylinder seals were engraved with visual stories about mythology, 

historical events and scenes from everyday life. Seals are still used today in many 

countries. In Japan, for example, citizens must have their own unique signature seal in 

order to pay bills or conduct business. The use of seals in my work serves a similar 

purpose in that they record and authenticate.  

 The clay impressions were initially conceived as a tactile record of a particular 

place and time. The impressions are evidence, validating the reconstruction of events in 

the installation. When fired, clay goes through a chemical change; its form is modified 
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from impermanent to permanent, mirroring attempts at preserving history. The fired clay 

objects on display preserve a permanent record through both tactile and visual evidence. 

Within the fixed set of 153 impressions, there are numerous sub-categories which could 

be ordered into the following classifications among others: date, record of the built and 

natural environment, text-based, number-based, abstracted, space between, decorative 

patterning, material and textural. Based on the gallery space, and acting as curator of 

information in the installation, I limited the classification to four groups which were then 

manufactured into bronze rings. The designation of a historical place as a seal, and a ring 

of authority, directs the ownership of history toward the maker, or artist. Following this 

notion, the reorganization of seals, within the context of the gallery, declares complete 

ownership over the edited history. 

 

Process:  Translation of Materials 

The act of transforming each fired terra cotta impression (Fig. 11) shaped my 

thought process as it relates to written histories as representations, as a substitution for 

the past. Beginning with wet clay which takes on and records the shape of negative space 

surrounding an object, I accessed the past through architecture. Frank Ankersmit uses 

clay as a metaphor when discussing that the “practicing historian’s anger about the 

constructivist theory is occasioned instead by the impenetrable epistemological clay layer 

that constructivists always locate between the historian and the past when arguing that the 

past itself should be no ingredient in the process of obtaining knowledge of it.”
21
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Essentially, the historian should be denied direct access to the past forever.
22

 On the other 

hand, Ankersmit later goes on to say that “Language is the clay, so to speak, out of which 

[the] historian models his representations, and it also is as nontransparent as clay 

typically is. . .”
23

 Using clay metaphorically to reference denied access to the past, as well 

as the malleable nature of both the material and linguistic representations of the past, my 

work directly speaks to the formation of a permanent record which is again, merely a 

representation from a specific perspective, place and time. 

Once the clay was fired and made more permanent the bisque fired terra cotta 

impressions were pressed into wet, pliable clay to form positive molds for pouring in 

melted wax (Fig. 25). Next, the wax copy of the terra cotta impression was used to create 

a bronze casting through the lost wax process. The wax was invested and melted out, 

leaving a void which was filled and replaced with molten bronze. The bronzes were 

designed as seal rings, each fitted to my own right ring finger, keying back to the 

impressions of my fingers in the terra cotta objects, a means to label the artist as author. 

From the bronze seal ring, a facsimile of the original site was cast in bleached beeswax. 

This continuous cycle of shaping and reshaping, from wax into bronze back into wax, 

parallels the representation of history over time.   

The most intermediary of the materials in this exhibit, wax, represents the farthest 

removed step in the process of making. The three sets of objects - terra cotta, bronze and 

wax - represent documenting histories and the transformative effects of time and 

memory. Fired terra cotta is the record most closely tied to the original time and place.  
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The original material of each site was recorded, ranging from clay to bronze to organic 

materials such as grass and tree bark; the longevity and permanence of the original 

material varied widely. As the terra cotta was translated into wax, it lost detail and altered 

the original, becoming a flawed copy of the original. From there the bronze established 

another fixed point in time, as a contemporary object, a tool that could be used to 

generate endless numbers of wax copies of the original, which also references the original 

historical site. Used as a seal ring, the bronze tool became a source of representation, 

permitting reference back to the original infinitely. Bronze, considered the most 

permanent of materials in this exhibition, represents the attempt to immortalize and mark 

the historical. In addition, a catalog of the objects in the exhibition memorializes the 

history of the objects through a chronology that includes images, dates, locations and 

descriptions. 

 

Catalog:  Annales 

Centrally placed in the gallery, on a wax surfaced steel desk (29” x 27” x 23”), is 

a unique hand-made catalog (12” x 13” x 8”). Each page in the catalog (Fig. 26) 

chronicles one of the 153 terra cotta impressions, noting the exact location (visually with 

a map, Fig. 27), site, description, photograph (Fig. 28) and scan of the front and back 

(Fig. 23). The catalog was made from handmade abaca paper and the front and back 

covers were made of wood and bleached beeswax (Fig. 29). The title, Annales, was 

inscribed into the wax cover to reference Roman wax tablets. Although only accessible to 

one viewer at a time, the unwieldy, overly-thick catalog is placed centrally because it is 
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the most important object in the exhibition. It is the account which verifies and 

authenticates both a historical event, as well as the objects displayed in and around it.   

 The design for the form of the catalog originates with early book forms. 

The process of Coptic binding (Fig. 30) references methods of bookbinding used by early 

Christians in Egypt from as early as the 2nd century AD to the 11th century. Coptic 

bindings are the first true codices. The codex form was developed by the Romans from 

wood and wax writing tablets. The pages of parchment codices, like the wax tablets, were 

commonly washed or scraped for re-use and therefore the writings in a codex were 

considered informal and impermanent. 

The catalog sits upon a desktop of wood and wax, mimicking the cover of the 

catalog (Figs. 16, 26, 29). One single chair sits at the desk inviting viewers, one at a time, 

to sit and investigate the objects in the exhibition further from a document imbued with 

authority. This is not a portable book one can hold in the hand. In book standards, it is 

massive and weighty, requiring its own desk acting as pedestal and extension of the 

catalog.  

The acrylic chair, a postmodernist interpretation of a Louis XV chair (Fig. 14), 

acts as a presentation device, much like the Plexiglas displays the bronze rings in the 

vitrines (Fig. 24). In fact, this chair is not only an interpretation of a historical chair, but 

an imposter. The chair in the gallery is an inexpensive knock-off version of a Philippe 

Starck Louis Ghost Chair manufactured by Kartell. To the average viewer, the chair is 

indistinguishable from the original. As the viewer occupies this seemingly invisible 

imposter, it raises questions of authority and authenticity. Much like the silk bricks in the 
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installation (Fig. 31), the cast acrylic chair references its original opulent function as a 

kingly seat, while negating it through transparency and translation as a seat of the masses. 

While occupying the chair and interacting with the catalog, viewers are 

effectively on display, sitting in as artist, historian, curator. As viewers investigate the 

catalog, subtle impressions transfer onto the waxed surface as a record of their own 

presence and interaction with the presented data. This is meant to suggest that the viewer 

is making his/her own interpretation of this history, leaving a “mark” on the observer of 

the event. Again, tying back to the performance on the screen in front of the viewer, a 

“mark” is made by re-inserting a brick into a space as an act of reconstruction. 

The desk and chair face the wall that displays Sisyphean Brick in a looped 

documentary video (Figs. 9 & 17). If a seated viewer were to look up from the catalog, 

he/she would come face-to-face with an image of the artist, also seated, and in the 

process of making a history. An association between artist and viewer opens up the 

artist’s private narrative to the viewer, referencing the fact that all memories are 

essentially collective.
24

 

 

Presentation:  Display 

Considerations of display align the objects in the installation with historical 

artifacts and their presentation within a museum context. The use of vitrines, a catalog, 

mounts, labeling and a gallery map further connect the work to curated artifacts, elevated 

to represent a particular historical point in time. According to Colin Renfrew, himself an 

active archaeologist, “the archaeologist, by placing a found object on display in a glass 
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case, is himself highlighting that artifact just as if it were a work of art.”
25

 His discussion 

on this topic illuminates artist Mark Dion as an artist who questions where art and science 

intersect. This exhibition also raises questions about the definition of art and artifact. 

Terra cotta impressions are presented as artifacts (Fig. 32), operating as unique records 

that document the artist’s presence in a particular place. Other objects, such as the bronze 

rings (Fig. 24), are meant to merely reference artifacts. They are not artifacts themselves, 

but contemporary, sculptural objects, manufactured from the terra cotta artifacts.   

Objects are animated through our applied meanings. Without a measured and 

constructed view, the retelling can become confusing and meaningless. Frameworks 

within which culture collects, records and understands history are discussed through the 

systematic placement and analysis of objects. This involves ideas of memory and loss, as 

much as it relies on the concrete and present. As history evolves, within the present, it 

effectively comments on the past with a continuously shifting perspective. Within a 

museum context that perspective is filtered through a curator or exhibition designer. 

 “An exhibition designer who regards his activity as art is not essentially different 

from the historian who becomes increasingly aware of the literary dimension of his 

historical account.”
26

 Deconstruction becomes a path to reconstruction. This subjective 

approach allows the artist to reconstruct the historical, establishing power while raising 

doubts about history as evolutionary and scientific.   
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All of the terra cotta impressions are exhibited, but as they are translated into 

bronze seal rings, an editing occurs. This editing privileges some over others and creates 

a hierarchy within the group of objects. In an attempt to construct histories with an aura 

of authenticity, historians filter and present details that are meant to captivate their 

audience. Threading together narratives and filling in the gaps between critical events 

constructs a format that provides access to the past. 

Acting as curator, iconographic associations form four distinct groups of the terra 

cotta impressions. The process of selecting and making connections between objects 

limits a viewer’s access, paralleling how historical writing is an editing of information 

and leads to the formation of narrative. A further translation into bleached beeswax, thus 

a copying of the original site of the impression, connects back to the original from a 

greater distance. Wall arrangements expand upon and augment the developing 

representation through time and space. The object arrangement on the walls represents 

connections through mapping. Gridded maps locate wax copies in relation to one another, 

threading lines between them that both illustrate not only distance but also the 

relationship of time.  

 

Curating:  Iconographic Associations 

 An editing of the terra cotta objects led to developments beyond the chronological 

into a curated set of four groups--a re-contextualization. The groups were initially formed 

through iconographic associations. As distinct groups emerged four defined categories 

were labeled: Symbol, Number, Text and Language, alluding to the evolution of 

linguistics and written histories.  
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 Marcel Duchamp, in 1917, defined an artist as “someone able to rethink the world 

and remake meaning through language.” With Fountain, Duchamp selected the object, 

took it out of context, renamed it and thus altered its identity and value through language 

and context.
27

 Thus not only the art object, but the context and display of the object was 

integral to its understanding as art. The curating and display of Indicium I – IV considers 

further developments in art making during the 1960’s, in which artists “began to examine 

the ways in which language, as the primary source for the epistemological structure of 

knowledge, conditions the very making, presentation and reception of art.”
28

 Minimalist 

artists such as Sol LeWitt and Robert Smithson began to use language as a visual medium 

within which they compared language to other symbolic systems.
29

 Working with the 

idea of language and display as media, four groups of impressions were curated and 

ultimately transformed into bronze seal rings to represent systems within the installation.  

 

Indicium I:  Language, The Word Memoriae (Fig. 33) 

 This group of eight impressions is the fragmented casting of engraved letters on 

an inscription from the Porta Maggiore which reads MEMORIAE (Fig. 34, photo of 

location). The English translation from Latin memoriae is memory. Fragments of letters 

are cast from carved stone. Each letter of the inscription has drilled holes. These were 

once used to hold metal, possibly bronze, letters in place. Circles, imbedded in the 
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impressions, are evidence of these holes.  The assembly of these fragmented letters back 

into the word Memoriae references loss and the importance of context when using data to 

reconstruct history and suggests the futility of ever arriving at an absolute history. 

 

Indicium II:  Text, The Letter R (Fig. 35) 

 The analysis of impressions resulted in a collection of the letter R, a reference to 

Rome itself, as well as the origin myth involving the founder of Rome, Romulus, and his 

brother Remus. As this set progresses from top to bottom, the machined R’s along the top 

row transform into detailed fragments (close-ups) and then return to a full representation 

of the letter, although in a version inscribed by the hand of an individual, a unique R in 

each case. Viewing this group as a matrix of various iterations of the same thing, the 

letter R, raises awareness for the possibility of viewing the same thing in an infinite 

number of ways. This data set is a direct reference to an idea proffered by Ankersmit in 

his book on Historical Representation in which he states, “the more accounts of the past 

we have, and the more complex the web is of their agreements and differences, the closer 

we may come to historical truth.”
30

 Slight variations between impressions, often 

separated by thousands of years, suggest the fragility of an authentic moment. 

 

Indicium III:  Number, III, XIX, X & V (Fig. 36) 

 This set is comprised of three sub-groups, all referencing numerical systems and 

translations. As text flows through history books, each row can be read left to right. 

Moving from one end of each row toward the other, a metamorphosis, or mutation takes 

place. Similarities and differences lead to misinterpretations and re-appropriations. The 
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use of Roman numerals alludes to their origin within a city with classical roots, but also 

references the sustained use of Roman numerals within contemporary Western culture. 

One has only to refer back to the Table of Contents within this paper for proof of their 

endurance. 

 

Indicium IV:  Symbol, Spaces Between (Fig. 37) 

 The most abstract of the groupings, 15 seals are all castings of spaces between 

stone and brick. The group arrangement can be read top to bottom, with castings of 

mosaic floors from the Roman Baths of Caracalla as well as Emperor Nero’s 

Cryptoporticus topping the matrix. As the set progresses downward, the mosaic floor 

castings progress into the spaces between bricks on walls. The impressions appear to 

visually “zoom in” to create a fragmentary view, as if viewed through a microscope. With 

a zooming in or a looking closer, further loss of context completely transforms the 

progression and appears “out of focus.” As distance between contemporary life today and 

the past increases, our attempts at reconnecting to the historical truth become futile and 

unattainable.  

 

Vitrines:  Terra Cotta & Bronze Seal Rings 

 Flanking the catalog and desk in the center of the gallery are two glass topped 

vitrines which contain all of the terra cotta impressions (153) and the 54 bronze seal rings 

(Fig. 18). The vitrines each hold display mounts which are painted a medium gray, 

similar to the gray background of the terra cotta scans within the catalog. Each vitrine 

displays two of the four sets, Indicium I & II in Vitrine 1 (Figs. 38 & 39) and Indicium III 

& IV in Vitrine 2 (Figs. 40 & 41). As the viewer enters the gallery from the main 
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entrance, the first vitrine displays Indicium I:  Language, The Word Memoriae (Fig. 38). 

The bronze rings are aligned on a 2.5” deep Plexiglas shelf in a single row, centered on 

the display and spaced 4” apart. The shelf extends the entire width of the display. Below 

the shelf, on the base, sits one quarter of the terra cotta impressions, within which one can 

find all eight of the impressions displayed above. These terra cotta objects are randomly 

placed in a cluster along the base of the shelf display within each vitrine. 

As the viewer moves around to the opposite side of the vitrine, a display of 

Indicium II:  Text, The Letter R (Fig. 39) displays 12 bronze rings on three shelves; three 

rows of four. Below the rings are another quarter of the terra cottas, again including those 

which generated the bronze rings displayed in this vitrine. This approach to display aids 

the viewer in seeing evidence of the process, the editing and decision to make a select 

grouping of terra cottas into bronze seal rings. 

In the back half of the gallery, directly aligned with the first vitrine is the second, 

containing the two remaining groups of rings along with the remaining terra cotta 

impressions. Within Indicium III:  Number, III, XIX, X & V (Fig. 40), three rows are 

displayed on three separate plexiglas shelves, equally spaced 4” apart on the face of the 

display. Again, below the shelves are another quarter of the terra cotta impressions, 

including all of the impressions used to make the bronze rings above. Lastly, the opposite 

side of the vitrine contains Indicium IV:  Symbol, Spaces Between (Fig. 41). This face of 

the display holds five plexiglas shelves with three rings on each shelf, spaced 6” apart, 

for a total of 15 rings. The remaining terra cotta impressions are placed below the 

shelves. 
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The display design is based on similar museum displays and presents the two sets 

of objects, terra cotta and bronze, in a hierarchical arrangement. At the base of each 

grouping sits a chaotic cluster of terra cotta impressions, suggesting a state of 

unorganized data.  Above each are rows and matrices of carefully selected and ordered 

bronze seal rings. The impressions that were selected and converted into bronze are made 

significant. The thoughtful arrangement gives order and meaning to seemingly disparate 

fragments, establishing connections made from an iconographic reading of the objects, 

creating a history of the artist’s/historian’s making.   

The use of the glass vitrine is meant to signify importance of the objects, 

reference museum practices of display such as those in a history museum, as well as to 

separate the viewer from the objects on display, restricting access. The glass reflects not 

only the mirror image of the viewer, but also the map on the opposite wall, 

superimposing both onto the matrix of ordered bronze rings. Glass, as Dan Graham states 

in his essay “The Glass Divider, Light and Social Division,” both unites and separates the 

inside from the outside.
31

 Glass isolates the objects, denying the viewer access to their 

tangible qualities. However, in this instance the reflection assists the viewer in making a 

connection between the map on the wall and the objects in the vitrine. 

 

Wall Mapping:  Bleached Beeswax Copies 

 Opposite each of the four vitrine displays, is a corresponding wall display (Figs. 

42 – 45). Each display is comprised of one 5’ x 8’ painted gray rectangle and a 
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superimposed 1’ x 1’ grid made with natural waxed linen stretched between steel nails. 

Individually mounted bleached beeswax castings from the bronze rings in the 

corresponding vitrine sit atop a 1” brass rod that extends from the wall. The cast wax 

objects are placed to illustrate their association with one another both spatially and 

through time. They are mapped according to their location in the city of Rome by the 

geographic coordinates of the terra cotta impression origins. A graphite line passes 

through wax castings that were collected on the same day (Fig. 20). The line extends 

beyond the confines of the grid to suggest the unmapped.  

 The wax castings are also labeled with an identification number that corresponds 

with the bronze ring, terra cotta and catalog entry that generated the wax object (Fig. 20). 

The numbers are hand written in graphite on bleached abaca paper with deckle edges and 

suspended from the brass mount with waxed linen thread. The paper tags identify each 

wax casting for the viewer as a cue to make connections between the catalog, vitrines and 

maps. The thread is color coordinated to identify the material of the original location, of 

which the wax is a copy. Gray thread represents metal; white is stone and red represents 

brick. The linen thread and label ties the cast wax back to the catalog through its 

identification number and thus indicates its location within the collection as a whole, 

driving the viewer to become researcher. As an active participant in making connections 

between the various iterations of this history, the viewer navigates a unique path and 

fragmented understanding of the presented narrative. 
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Sisyphean Brick 

Mounted on the wall, above an artist statement (Fig. 46) and gallery map (Fig.13) 

is a monitor displaying the looped documentary video of a performance piece titled My 

Daily Brick (Fig. 9). Renamed for this installation, Sisyphean Brick, it is used as a 

supplement to the artist statement. Placing this video in the “Informational” location 

within the exhibition sets it apart from the other works in the show. It is a visual display 

of process; an echo of the methodology that is present in all work within the gallery. As 

described in the introduction, this project was developed during a one month residency in 

Rome, Italy. Presented in the installation with very little descriptive information, the 

video is meant to visually inform viewers by illustrating the artist at work. Viewers may 

also make a connection between the objects being stitched in the video and the waxed 

silk bricks installed on a wall in the gallery. It is implied that the making of the wax 

bricks displayed on the wall was documented in the video. While this is not the case, a 

fabricated link alters the underlying truth of the objects on display to further illustrate 

how historical “truth” is created through the lens of the historian, or in this case, the 

artist. 

The use of the word Sisyphean in the title refers to the myth of Sisyphus. 

Sisyphus was condemned to the endless task of rolling a large stone up a hill, only to see 

it roll down again. He was doomed to repeat this useless and endless task forever. The 

reference here suggests both that history repeats itself as well as alluding to the futile 

nature of preserving or accessing historical truth. 
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Anima:  Vivo Civitatem 

Breath:  The Living City 

 

 Anima:  Vivo Civitatem is projected on the back wall of the gallery in two 

matching niches (Fig. 21). A two channel video documents a curtain blowing in the wind 

from inside an apartment in Rome. Operating as a representation of static classical marble 

draperies, the air and movement of the wind keeps the image of curtains in constant 

motion; shifting, shaping and changing in a slowed down, extended time. Stone is 

translated into silk, a return to the “original” fabric garments that were translated by the 

stone carver into marble. By slowing the video to half-time, time is extended, looping 

over and over, no beginning and no end visible to viewers. In the words of Walter 

Benjamin, “So, too, slow motion not only presents familiar qualities of movement but 

reveals in them entirely unknown ones ‘which, far from looking like retarded rapid 

movements, give the effect of singularly gliding, floating, supernatural motions.’ ”
32

 

 The original video is mirrored (a copy of the video is flipped horizontally) and 

mis-registered by a slight shift in time. The two channels appear to be both present and 

past at once. One is always following the other, merely a beat behind, appearing to be 

slightly different, but actually is the same in reverse.    

 In addition, the video is projected onto two panels of silk organza that hang from 

the gallery ceiling (Fig. 12). As the video image of a moving curtain is projected onto an 

actual piece of cloth, the slight shifting of air currents in the gallery sets the silk in subtle 

motion, as if the moving curtain images are what set the actual cloth in motion. The 

layering of a past representation of moving curtains on the fabric in the gallery functions 

                                                           

 
32

 Walter Benjamin, The Work of Art in the Age of Mechanical Reproduction, 

trans. Harry Zohn (Schocken/Random House, 1936), 17. 



   
 

34 
 

as a substitute for the original event. The video uses reversal and mis-registration, 

operating to expose the difficulties of tracing history. 

 The visible pixels of the projected image appear as a superimposed grid, layered 

upon the surface of the silk organza (Fig. 47). The grid is an echo of others within the 

installation, as well as echoing the woven structure of the silk itself. The layering of 

image, grid and woven structure interlace and are a physical manifestation of a lost 

moment in time which simultaneously suggests its own history.  

 

Mutatis Mutandis 

Modifications 

 

 On the opposite wall of the gallery from Anima:  Vivo Civitatem hangs a triptych 

of steel, silk and wax titled Mutatis Mutandis (Figs.19, 31 & 48 - 50). The triptych 

references time and metamorphosis in a real-time scenario within the gallery. Three 

welded steel frames measuring 23” x 27” x 4” contain stacked waxed silk bricks, both of 

which were re-purposed from previous artworks. Over the duration of the exhibition the 

hollow waxed silk bricks slowly compress and are additionally altered. As space opens 

up along the top of the brick stack additional bricks were inserted during the exhibition. 

Unlike the looped blowing curtain video this work had a beginning and end. It began at 

the opening of the exhibition and ended when the exhibition was de-installed.  

 Mutatis Mutandis was conceived as the translation of a photograph. The 

photograph is a segment from the Neronian Cryptoporticus (Fig. 51) illustrating brick 

construction over time, including original materials within a modern reconstruction. The 

photograph depicts bricks layered upon one another in diagonal lines, building in 

irregular and irrational patterns. Very few bricks are parallel to the ground or leveled.  
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Segments of brick wall are collaged together with others without regard to chronology or 

precision. As an attempt to re-build, there is no possibility or consideration of accuracy of 

the history. A new, modern vision of the wall is all that is left. Using the rectangular 

format and the repetition of bricks suggest the greater whole of the wall, as well as 

alluding to reconstruction in general. Aligned with Robert Morris’ ideas about the 

relationship of part to whole: 

Rectangular groupings of any number imply potential extension; they do not seem 

to imply incompletion, no matter how few their number or whether they are 

distributed as discrete units in space or placed in physical contact with each other. 

In the latter case the larger whole which is formed tends to be morphologically the 

same as the units from which it is built up. From one to many the whole is 

preserved so long as a grid-type ordering is used.
33

  

 

 By using hollow, collapsible bricks, my attempt at a reconstruction is deemed 

futile. My “copy” or reconstruction is another interpretation of the inaccessible past. The 

wall is translated first through a two-dimensional photographic media, cropped, and then 

made three-dimensional again. The triptych is successful at displaying fragments, or core 

samples, out of context and newly imbued with meaning. Within the context of this 

exhibition the bricks operate in tandem with the video on the opposite wall as a reference 

to the passage of time at different rates. As the bricks slowly compress in real time within 

the gallery throughout the duration of the exhibition, the video image of the curtains 

continually blows at half-speed in a loop, from an unseen force, both torn from another 

place and time. The speeding up, slowing down and collapsing of time speaks to our re-
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experience of historical moments through reconstructions and fragmented data. Only 

through a myriad of histories, can we come to know the truth.  
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Chapter VI: Conclusions 

Our knowledge builds a big system and only within this system does each particle attain the value we 

attribute to it. –Ludwig Wittgenstein
34

 

 

 

 The goal of the historian is the pursuit of truth; that of the archaeologist the 

pursuit of the past. The goal of the artist, in the case of this exhibition, is the 

understanding of how these pursuits intersect, overlap and become a construction rooted 

in value structures and personal agendas. Systems of display work to reinforce current 

understandings or present new perspectives for consideration. Through systems of order, 

archives, catalogs and representations, this show focuses primarily on the ways that an 

artist as historian/archaeologist recreates histories predicated on the fragmentary. The 

research and process of creating this installation invites additional questions relating to 

ideas of context and display, site specificity and interpretive tools. 

 Considering history as a construct, one must contemplate what information is 

included and excluded. The role of the historian is to filter and construct a narrative. 

Working as an artist, I make decisions about where to focus my research and how to 

frame and contextualize objects and materials within the gallery space. I decide how to 

guide and direct viewers through the work, much like a museum curator, by providing (or 

withholding) interpretive tools. Signage, labels, titles, images and maps all provide 

information beyond the objects on display. Within the context of this installation, I 

intentionally withheld information, requiring the viewer take on a more active role as 
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participant. Would it have dramatically altered the viewer’s experience if I provided as 

much information about the objects and their relationship to one another, and myself, as 

was available? Contextualized within a university art gallery, the work is placed within 

an environment where one expects to find “art.” What if the work was placed within a 

history museum with little information about it being a work of art? Are the art objects 

and presented interpretations less “valuable” than those of the curator, historian and 

archaeologist in shaping history?  

 The minimalist approach of this project requires more of the viewer, but 

exhaustive text and narrative could be equally as difficult to navigate. Perhaps additional, 

more in-depth information and background research provided in another location, such as 

an online archive, could supplement viewers left wanting to dig deeper. A digital version 

of the catalog with live links and narrative for each object could speak further about how 

the display was curated and information left out.   

 Returning to quote at the beginning of this paper, Ovid’s words, “For all things 

flow; all things are born to change their shapes. And time itself is like a river, flowing on 

an endless course,”
35

 reflect the idea that not only does history not cease, it is constantly 

changing. This quote resonates throughout every work in this exhibition. Not only do the 

four artworks in this installation each stand alone, they operate in tandem, supporting one 

another, seamlessly interacting. Together they voice ideas about my own understanding 

of the past, my personal connection to the subject matter, and the collective memory 

imbedded in representations and interpretations of history. 
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ILLUSTRATIONS 

 
 

Figure 1. My Daily Brick, June 2, 2014, Pantheon 

Rome, Italy 
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Figure 2. Sealing Place, Installation view 

c.r.e.t.a. rome, Rome, Italy, June 28 & 29, 2014 

 

 

 
 

Figure 3. Sealing Place, Installation view detail 

c.r.e.t.a. rome, Palazzo Delfini, via dei Delfini, n.17, Rome, Italy 



   
 

41 
 

 
 

Figure 4. My Daily Brick, June 21, 2014, Bank of the Tiber 

Rome, Italy 
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Figure 5. My Daily Brick, June 22, 2014, Appia Antica 

Rome, Italy 

 

 

 
 

Figure 6. My Daily Brick, June 2, 2014, Pantheon 

Rome, Italy 
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Figure 7. My Daily Brick, June 21, 2014, Bank of the Tiber 

Rome, Italy 

 

 

 
 

Figure 8. My Daily Brick blog 

https://mydailybrick.wordpress.com/ 

https://mydailybrick.wordpress.com/
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Figure 9. Video documentation of My Daily Brick 

Matrices/Metamorphosis Exhibition, March/April 2015 

 

 

 
 

Figure 10. Mutatis Mutandis 

Matrices/Metamorphosis Exhibition, March/April 2015 
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Figure 11. Sealing Place, #153 

Matrices/Metamorphosis Exhibition, March/April 2015 

 

 

 
 

Figure 12. Anima: Vivo Civitatem 

Matrices/Metamorphosis Exhibition, March/April 2015 

 



   
 

46 
 

 

 

 

 

 

 

 

 

 

List of Works 

 

1.  Annales  

   Catalog 

 

2.  Indicium I : Data Set I 

   Language, The Word Memoriae 

 

3.  Indicium II : Data Set II 
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4. Indicium III : Data Set III 

   Number, III, XIX, X & V 
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 Symbol, Spaces Between 

 

6. Sisyphean Brick 
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 Modifications 

 

8. Anima : vivo civitatem 

 Breath : The Living City 
 

 

 

 

 

 

 

 

 

 

Figure 13. Gallery Floorplan 

Matrices/Metamorphosis Exhibition, March/April 2015 
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Figure 14. Catalog and Desk Installation View 

Matrices/Metamorphosis Exhibition, March/April 2015 
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Figure 15. Artist seated at desk, viewing catalog 

Matrices/Metamorphosis Exhibition, March/April 2015 

 

 

 
 

Figure 16. Annales, Catalog 

Matrices/Metamorphosis Exhibition, March/April 2015 
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Figure 17. View from behind seated viewer. Sisyphean Brick in background 

Matrices/Metamorphosis Exhibition, March/April 2015 

 

 

 
 

Figure 18. Installation View 

Matrices/Metamorphosis Exhibition, March/April 2015 

 



   
 

50 
 

 
 

Figure 19. Installation View.  

Map of Indicium II: Data Set II map on far wall. Mutatis Mutandis on right wall. 

Indicium I: Data Set I terra cotta and bronze rings in vitrine. 

Matrices/Metamorphosis Exhibition, March/April 2015 

 

 
 

Figure 20. Detail of Map III, Indicium III: Data Set III. 

Matrices/Metamorphosis Exhibition, March/April 2015 
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Figure 21. Installation View looking towards Anima: Vivo Civitatem on back walls. 

Matrices/Metamorphosis Exhibition, March/April 2015 

 

 

 
 

Figure 22. Clay impressions, from Indicium I: Data Set I, and tools onsite. 

Porta Maggiore, Rome, Italy, June 4, 2014. 
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Figure 23. Scan of back (left) and front (right) of seal 044.6.5.2014. 

 

 

 
 

Figure 24. Detail from Indicium I: Data Set I Bronze Seal Rings. 

Matrices/Metamorphosis Exhibition, March/April 2015 
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Figure 25. Process photograph of terra cotta impression and wet clay positive. 

 

 

 
 

Figure 26. Catalog opened to page spread displaying 076.6.9.2014 and 077.6.9.2014. 
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Figure 27. Google Map displaying location of 076.6.9.2014. 

 

 

 
 

Figure 28. Cropped photograph of location of 076.6.9.2014. 
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Figure 29. Annales: Catalog wax cover sitting on wax desk surface. 

Matrices/Metamorphosis Exhibition, March/April 2015 

 

 

 
 

Figure 30. Annales: Catalog Coptic stitched binding detail. 

Matrices/Metamorphosis Exhibition, March/April 2015 
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Figure 31. Mutatis Mutandis detail of center frame. 

Matrices/Metamorphosis Exhibition, March/April 2015 

 

 

 
 

Figure 32. Terra cotta impressions within vitrine Indicium I: Data Set I. 

Matrices/Metamorphosis Exhibition, March/April 2015 
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Figure 33. Indicium I: Data Set I, Language, The Word Memoriae 

Matrices/Metamorphosis Exhibition, March/April 2015 

 

 

 
 

Figure 34. MEMORIAE photograph. 

Porto Maggiore, Rome Italy, June 4, 2014 
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Figure 35. Indicium II: Data Set II, Text, The Letter R 

Matrices/Metamorphosis Exhibition, March/April 2015 

 

 

 
 

Figure 36. Indicium III: Data Set III, Number, III, XIX, X & V 

Matrices/Metamorphosis Exhibition, March/April 2015 
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Figure 37. Indicium IV:  Symbol, Spaces Between 

Matrices/Metamorphosis Exhibition, March/April 2015 

 

 

 
 

Figure 38. Indicium I: Data Set I, Language, The Word Memoriae 

Matrices/Metamorphosis Exhibition, March/April 2015 
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Figure 39. Indicium II: Data Set II, Text, The Letter R 

Matrices/Metamorphosis Exhibition, March/April 2015 

 

 

 
 

Figure 40. Indicium III: Data Set III, Number, III, XIX, X & V 

Matrices/Metamorphosis Exhibition, March/April 2015 
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Figure 41. Indicium IV:  Symbol, Spaces Between 

Matrices/Metamorphosis Exhibition, March/April 2015 

 

 

 
 

Figure 42. Indicium I: Data Set I, Language, The Word Memoriae, Wall Map 

Matrices/Metamorphosis Exhibition, March/April 2015 
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Figure 43. Indicium II: Data Set II, Text, The Letter R, Wall Map 

Matrices/Metamorphosis Exhibition, March/April 2015 

 

 

 
 

Figure 44. Indicium III: Data Set III, Number, III, XIX, X & V, Wall Map 

Matrices/Metamorphosis Exhibition, March/April 2015 
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Figure 45. Indicium IV:  Symbol, Spaces Between, Wall Map 

Matrices/Metamorphosis Exhibition, March/April 2015 
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Figure 46. Artist Statement 

Matrices/Metamorphosis Exhibition, March/April 2015 
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Figure 47. Anima: Vivo Civitatem detail of projection. 

Matrices/Metamorphosis Exhibition, March/April 2015 

 

 

 
 

Figure 48. Mutatis Mutandis, Triptych installation. 

Matrices/Metamorphosis Exhibition, March/April 2015 
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Figure 49. Mutatis Mutandis detail of left frame. 

Matrices/Metamorphosis Exhibition, March/April 2015 

 

 

 
 

Figure 50. Mutatis Mutandis detail of right frame. 

Matrices/Metamorphosis Exhibition, March/April 2015 
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Figure 51. Photograph of Neronian Cryptoporticus. 

Palatine Hill, Rome, Italy, June 12, 2014 
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