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Introduction: Fault Lines: 2020 Senior
Thesis Exhibition

T
he annual BFA thesis exhibition is an opportunity to celebrate the creativity,
ingenuity, dedication, and hard work of Mills’ graduating studio arts majors
and minors. Each year the senior thesis exhibition provides a unique
opportunity for these artists to present their work in a professional art
museum. This year, the Covid-19 pandemic has forced the world to press
pause. So we are showcasing these promising artists in this catalogue,

which serves as an exciting demonstration of their artistic potential and the creative
possibilities within their work.

Experimenting with a range of forms and media, from painting to installation and
video, the artists in Fault Lines examine identity, diaspora, memory, family, spirituality,
and embodied experience. The pandemic has dramatically impacted the way we
navigate the world, and the reality of isolation and self-reflection creates a new set of
vantage points for understanding these artists’ processes and ideas.

Works in the exhibition that engage the fragile boundaries of self-identity and
sexuality, that ask why we hold on to the things that we do, or illustrate stages of
grief, become even more poignant in this new context. Connections to specific
narratives, including Afrikan mythology, Latinx culture, Jewish ritual, and medieval
fantasy, as well as the specific comfort of home and family mementos, become even
more meaningful. The larger contemplation of the nature of body and spirit in
relation to time and place, our connection to and impact on Earth, and our place in
the infinitely complex system of the universe, become even more important. Overall,
the need to inspire compassion, practice tenderness, discover ourselves, and create
art to connect our differences is powerfully apparent in the work.

Congratulations to all of our artists in the Class of 2020: Sequoia Belk-Hurst, Téa Blatt,
L.A. Bonet, De’Ana Brownfield, Carla Cardenas, Lexi Castillo, Sarah Frances, Sloane
Gershov, Danielle La Fontaine, Thea Moerman, Raissa Palacios, Yana Sternberger-
Moye, Ellis Teare, and Rowan Weir. It has been a pleasure working with each of you
and to have this opportunity to help you share your work with the world.

Stephanie Hanor Director, Mills College Art Museum
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Sequoia

Belk-

Hurst,

Fragment,

2019.

Acrylic on

plaster

bandages,

67” x 22”

x 8.”





Sequoia

Belk-

Hurst,

Fragment

(detail),

2019.

Acrylic on

plaster

bandages,

67” x 22”

x 8.”





Sequoia

Belk-

Hurst,

Bone,

2020.

Acrylic

and

charcoal

on

paper,

70” x

35.”





Sequoia

Belk-

Hurst,

Bone

(detail),

2020.

Acrylic

and

charcoal

on

paper,

70” x

35.”





Sequoia

Belk-

Hurst,

Skin,

2020.

Acrylic

and

charcoal

on

paper,

30’’ x

22.5.’’





Sequoia

Belk-

Hurst

exhibition

layout.





Sequoia Belk-Hurst

I can’t remember when I discovered I was a witch. And I
can’t remember when I discovered I was an artist. Both of
these identities are intrinsic to my being, and defy
explanation and an articulable history. My approach to
both making art and making magic honors this primordial
knowing—my practice is intuitive, impulsive, and ritualistic.
Meaning in all of my work is revealed through process,
which is at once kinesthetic, instinctive, and intellectual. My
art centers around the human body. I work most often
with the classical figure as motif, but I am also interested
in breaking apart gross anatomical structures into
fundamental components: systems, organs, tissues, and
cells may be seen as their own discrete bodies through
which an alternate understanding of the figure as a visual
device is possible. Fragmenting, and isolating aspects of
the body in this way expands and deepens how
corporeality may take on significance.

My own body acts as a material, substrate, and reference
in much of my art. I feel deeply that I am only able to
speak from my own embodied experiences, and this
informs how and what I create. Every piece I make is in
some way a self-portrait, even if it is not representational.
By engaging with personal corporeality as apparatus, art
becomes a method for self-reflection, healing, and spell-
crafting. I am now creating art objects in intentional and

ritual spaces, wherein the act of creation becomes a kind
of private performance. The piece itself may be considered
a sigil; a visualized emblem for a continued magical
working.

My current work explores representation of self, and
incorporates drawing, painting, and printmaking into a
new experimental practice of soft sculpture. I am casting
parts of my body with plaster bandages, especially those
parts with which I have had strained relationships, to
create fragmented figures. The casts disallow idealization,
and I and audiences are forced to witness my authentic
body, which is both uncomfortable and liberatory in the
face of an overculture of restrictive beauty standards. This
copy of my corporeal self inhabits the role of an art object,
and through this proxy figure my body is made sacred and
precious.

In the past, I have created a myriad of works which feature
body printing, and I see sculpture in the form of body
casting as the next step in this conceptual method of
working. It is my intention to display my two- and three-
dimensional artworks in tandem, creating an environment
wherein viewers may experience a visceral empathy with
the installation.
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Téa Blatt,

Dream

Portrait,

2016-2020.

Mixed

media

collage on

unstretched

canvas, 4’ x

4’.





Téa Blatt,

Dream

Portrait

(detail),

2016-2020.

Mixed

media

collage on

unstretched

canvas, 4’ x

4’.





Téa Blatt,

Dream

Curtains

(3 panels),

2020.

Handmade

clay

beads,

scavenged

discarded

objects,

mesh,

fishing

wire, 5’ x

9’, 5’ x 9’,

10’ x 9’.





Téa Blatt,

Dream

Curtains

(detail),

2020.

Handmade

clay

beads,

scavenged

discarded

objects,

mesh,

fishing

wire, 5’ x

9’, 5’ x 9’,

10’ x 9’.





Téa Blatt,

Clay

figurines,

2019-2020.

Scavenged

discarded

material,

clay,

dimensions

variable.





Téa Blatt,

Clay

figurines

(detail),

2019-2020.

Scavenged

discarded

material,

clay,

dimensions

variable.





Téa Blatt

In this installation, Téa Blatt creates a subconscious room
populated with objects created and repurposed during or
over the course of her time in college. The pieces explore
ideas of solitude and self-reflection through the use of
objects and ideas collected from the spaces she inhabits.
Through her work, Téa examines the questions: Why do we
hold onto the objects that we do, and what about
collecting them makes us feel secure?

Téa’s process is a tactile, meditative exploration of
material. She constructs planes and figures, embedding
found objects within clay, pasting them to canvas, and
stitching them onto tulle. These mixed-media works
become a tapestry of her collections, imbued with the
labor of both her hands and self-examination.

“This installation is composed of three elements:”

Dream Curtain, which creates the boundaries of the
installation, leading the viewer into an intimate world
created by the artist. Both handmade beads and found

objects decorate otherworldly shrouds, which pull the
viewer from the outside world into a constructed
impression of Téa’s mind.

Filling the space on pedestals and shelves, Téa’s untitled
figurines create a new landscape of her collections
embedded in clay alongside vague objects that hint at
functionality within the world she has created. Their forms
reference the indefinable nature of dreams and celestial
bodies, while highlighting the role of the artist’s hand in
her playful process.

Meanwhile, Dream Portrait hangs on the only solid wall for
the viewer to look up at as they enter the space. The piece
is a mixed-media collage on canvas that began in 2016,
building up layers of imagery over time while allowing the
artist to collaborate with her past self. The piece
documents a process of reworking and reexamining,
archiving transformations and growth.

Téa Blatt 35



L. A.

Bonet,

Newsroom

for a

demon:

Cooney

Tunes,

2017.

Brancusi

and

acrylic.





L. A.

Bonet,

Newsroom

for a

demon:

Dear

Mama,

2017.

Acrylic.





L. A.

Bonet,

Newsroom

for a

demon:

Lobotomy

helmet II

(0.2),

2019,

Wood and

bandsaw

blade.





L. A.

Bonet,

Newsroom

for a

demon:

Lobotomy

chair (in

process),

2020.

Metal,

sand belt,

bandsaw

blade.





L. A.

Bonet,

Newsroom

for a

demon:

Strength

VIII,

2017.

Acrylic.





L. A. Bonet,

Newsroom

for a

demon:

Summoners

Table,

2019.

Metal,

Glass,

Acrylic,

neon.





L. A.

Bonet,

Newsroom

for a

demon:

Logo,

2019.





L. A.

Bonet,

Newsroom

for a

demon:

Pestilence

I, 2019.

Found

materials.





L. A.

Bonet,

Newsroom

for a

demon:

Pestilence

II, 2020.

Found

materials.





L. A.

Bonet,

Newsroom

for a

demon:

Pinned

2020,

2020.

Ballpoint

pen.





L. A.

Bonet,

Newsroom

for a

demon:

New Door,

2019.

Installed

First

draft.





L. A.

Bonet,

Newsroom

for a

demon:

Enter the

Demon,

2019.

Installed

first draft.





L. A.

Bonet,

Newsroom

for a

demon:

Enter the

Demon,

2019.

Installed

first draft.





L. A.

Bonet, I

Never Met

My Black

Gramma:

I’m not

ready to go

home yet,

2019,

Panoramic

shot of

installation

first draft.





L. A.

Bonet, I

Never

Met My

Black

Gramma:

Hiding

under

gramma’s

table,

2019,

Detail

shot first

draft.





L. A.

Bonet, I

Never Met

My Black

Gramma:

(Step,

Pebble,

Shush,

Listen,

Mandatory

15), 2019,

Details of

body

traces,

plaster

and wood.





L. A.

Bonet, I

Never

Met My

Black

Gramma:

Day Two,

2019,

Post

process

shot first

draft.





L. A.

Bonet, I

Never Met

My Black

Gramma:

Rise*,

2020,

Fender,

jumper

cables,

AV

cables,

copper

knot by

crystal,

plaster

bandages,

Nina’s

hat.





L. A.

Bonet, I

Never Met

My Black

Gramma:

Rise*,

2020,

Fender,

jumper

cables,

AV

cables,

copper

knot by

crystal,

plaster

bandages,

Nina’s

hat.





L. A.

Bonet, I

Never

Met My

Black

Gramma:

Robo’s

chicken,

2020,

Pipe

cleaners.





L.A. Bonet

How can I avoid politics when everything about my history,
my family, my mental health and my body is politicized?

In a corner, I bite the bullet.

Like a soldier given a metal shell in place of morphine, you
might not hear my pain, but you’ll certainly see an imprint.

Over the years, with a strict drawing technique, I began
using animation, storyboarding and representative figure
drawings as a way to develop unseen narratives. In high
school, surrounded by the typical body dysmorphia and
prescribed prednisone, I turned to the uncanny valley to
better understand and start depicting the surreal reality.
As a place for horror and grotesque design exploration the
concept reflects the emphasis on feelings rather than facts
that drive today’s political discourse.

I grew a subconscious interest in how monsters are made
and what makes the hero in contrast thereby compelling.
What makes a monster and what makes a human directly
engages a dialogue between reality and sanity.

These themes all coalesce in my installation Newsroom for
a Demon, which incorporates a draft of a satirical
journalism television set with the curation of political
paintings and sculptural practices, including Lobotomy

Helmets 1-3. I use traces of the body and let the material
tell me what to do. In the performances for Lobotomy
Helmets 2 and 3, spectators would drill screws into the
helmet in the dark while I wore it. Social experimentation
led me into exploring audience participation, with both
literal and social contracts in performance art. There’s this
cognitive dissonance. It comes from the roots of our
terribly flawed system but anger takes the power out of
the words, and what power do I have?

I feel accomplished when I instigate intense emotional
responses in the audience, ranging from loss in I Never Met
my Black Granma to the confusion and outrage behind
Cooney Tunes and Orange, . . . Agent Orange. I have sought
weaponizing moral revulsion, hoping it makes the
audience able to confront issues in a way that they may
have not before through recognizing their own
internalized prejudices.

https://vimeo.com/410373677
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De’Ana

Brownfield,

Born, Build

& Destroy,

2020. Clam

shells,

cowrie

shells,

crystals,

and stones,

dimensions

variable.





De’Ana

Brownfield,

Born, Build

& Destroy,

2020. Clam

shells,

cowrie

shells,

crystals,

and stones,

dimensions

variable.





De’Ana

Brownfield,

Dye tests,

2020.

Hibiscus,

dimensions

variable.





De’Ana

Brownfield,

Dye tests,

2020.

Blackbean,

dimensions

variable.





De’Ana

Brownfield,

Dye tests,

2020.

Blackbea,

dimensions

variable.





De’Ana

Brownfield,

Mami Wata

(in

progress),

2020.

Indigo and

hibiscus

stained

canvas

with oil,

45” x 25”.





De’Ana

Brownfield,

Untitled,

2019.

Acacia,

cowrie

shells,

acrylic,

watercolor,

and

graphite,

dimensions

variable.





De’Ana

Brownfield,

Untitled (in

progress),

2020.

Indigo

stain on

canvas,

60” x 40”.





De’Ana

Brownfield,

Water She

Carries Us

(in

progress),

2020.

Indigo

dyed

cotton,

dimensions

variable.





De'Ana Brownfield

“I am an expression of the divine, just like a peach is, just
like a fish is. I have a right to be this way. . . We realize that
we are as ourselves unlimited and our experiences valid. It
is for the rest of the world to recognize this, if they
choose.” —Alice Walker

I reflect on whether my flesh represents who I am or is my
identity defined by the past or what society tells me to be.
Being a woman from the Afrikan diaspora in America,
there is this collective yearning for comfort,
understanding, and safety, but it's hard to attain that in
this country. The Maafa and assimilation has made the
pain and enduring trauma to become so normalized,
making it difficult to find peace within my body. My
spiritual practice and philosophies have made me turn to
the creator and inward to conceptualize my own purpose,
rather than prescribing to what society tells me to be. It's
been a process of decolonizing my worldview, my art
practice, and utilizing the power of storytelling to reclaim
bodies being divine vessels. Reading folktales and learning
about Afrikan spiritual traditions has been a catalyst for
me to create work that is embedded with mythology,
ancestral reverence, and divine archetypes. Creating art
has been a way to counter America's history that has

distorted the collective narratives of resilience and
resistance by perpetuating racist notions around our
bodies being regarded as subjects to be tamed, excavated,
and sites of bereavement. As an artist, it is essential to see
other women from the Afrikan diaspora and me as
embodiments of God and reincarnation of ancestors
because it cultivates a sense of empowerment and
prioritizes healing.

Even with engaging the materials, watercolor, gouache, oil,
acrylic, and graphite, there is always the intention of
allowing them to be freed with the elements. Honing in on
my craft is to let my intuition guide my creativity,
integrating Afrikan traditional art practices, and being
mindful that I am not internalizing Eurocentric ideas
around art. The act of creating allows my ancestors to
speak through me, there's an acquiesce of
reconceptualizing my maternal lineage, personal reality,
subjectivity, and owning my sensuality. Through reclaiming
traditional art practices, integrating personal, and
collective narratives, we can reconceptualize or maternal
lineage, our own reality, and explore what it means to be
sovereign.

De'Ana Brownfield 95



Carla

Cardenas,

Amor a la

Mexicana,

2019.

Acrylic on

canvas,

40” x 60”.





Carla

Cardenas,

Amor

Eterno,

2020.

Acrylic on

canvas,

dimensions

variable.





Carla

Cardenas,

Chupa

Rosas,

2019.

Watercolor/

gouache on

watercolor

paper, 9” x

12”.





Carla

Cardenas,

El

Tlahualil,

2019.

Acrylic on

canvas,

24” x 30”.





Carla

Cardenas,

El Tucan,

2019.

Beads,

tree sap

and

wood.





Carla

Cardenas,

Infancia,

2020.

Acrylic on

canvas,

24” x 30”.





Carla

Cardenas,

Portarretrato

de mi Abuelita

(My

grandmother’s

Portrait),

2019. Acrylic,

24” x 30”.





Carla

Cardenas,

La

Borona,

2019.

Acrylic on

wood.





Carla

Cardenas,

La Muerte

nos

Ofrece

Vida

(Death

offering

us life),

2019.

Acrylic,

35” x 30”.





Carla

Cardenas,

La Palma,

2019. Oil

on

canvas,

25” x 30”.





Carla Cardenas

I make art because it is a way to express myself and give
life to my thoughts. I like to use vibrant colors to represent
my deep connections to Mexico, particularly La Palma,
which is a small town in the state of Michoacan where I
predominantly grew up. For me, representing my culture
and Mexican heritage is extremely important. In addition
to exploring rich themes of belonging, I also confront
notions of separation informed by my past experiences.
When I was four years old, my father was deported from
the United States. It was after this that my whole family
moved to Mexico. This series of events has informed my
multicultural upbringing and has required me to develop
certain survival skills, such as the ability to adapt to new
surroundings and keep functioning despite the desire to
always want to be away from where you are now and the
distance of places and people.

I lived in and around La Palma from the age of four to
fourteen years old. When I was fifteen, I returned to the
U.S. to have a better opportunity to educate myself. In the
beginning it was very difficult for me to express myself
because I did not know how to fluently speak or
understand English. After a couple of years back in the
states, my father was incarcerated and deported again. It
was after this hardship that I discovered my love for art

because it helped me to transfer and document what was
going on in my life to canvas.

In my current art practice I primarily paint and work with
ceramics. In addition to these methods I also incorporate a
variety of materials such as wax and beads. Conceptually,
my work is unique because it explores things that
happened in my childhood, while addressing
contemporary concerns that affect my community. A
perfect example is what the artisans in Mexico face. They
mostly work with wood for toys and leather to make
huaraches (sandals). The artisan communities are not
given the necessary resources to keep making nor do they
have a strong platform to sell their art for a fare price. To
me this is concerning because I grew up with these people
and can identify with their struggles to provide for their
families with their art. In my opinion, it speaks to larger
issues of class, labor, and value. It shows how little my
people are valued in a society that keeps certain groups
oppressed. Thus, I am invested in pushing my work to
generate a greater consciousness and compassion, so that
people see the value of Indigenous art and remember that
it is firmly rooted in the riches of tradition, family and
resiliency.
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Lexi

Castillo,

Tension

In Me,

2019.

Wood,

plaster,

string,

4’x 5’.





Lexi

Castillo,

Tension

In Me

(detail),

2019.

Wood,

plaster,

string,

4’x 5’.





Lexi

Castillo,

Tension

In Me

(detail),

2019.

Wood,

plaster,

string,

4’x 5’.





Lexi Castillo,

Heartstrings,

2019. Steel,

yarn, 10’x

10’.





Lexi

Castillo,

Self-

portrait,

2019.

Steel,

yarn,

5’x 2’.





Lexi

Castillo,

Untitled (in

progress),

2019-2020.

Steel,

dimensions

variable.





Lexi

Castillo,

Untitled (in

progress),

2019-2020.

Steel,

dimensions

variable.





Lexi

Castillo,

Untitled (in

progress).

2019-2020,

Steel,

dimensions

variable.





Lexi

Castillo

welding.





Lexi

Castillo.





Lexi Castillo

I use colors, shapes, and textures as a means to connect
differences and inspire compassion. Observing my
experiences, I use objects as stand-ins for bodies and
energy to reveal the simplicity of connection.

I use paint, metal, wood, canvas, plaster and string to
embody a visceral experience that allows me to transcend
the need for language. Growing up with an autistic brother
who is non-verbal, we used a unique body language,
pictures and eye contact to express emotions and
communicate. Relying solely on visual language with my
brother, it compelled me to see feelings as colors, shapes
and objects. My installations, paintings, and sculptures
incorporate non verbal language to materialize personal
experiences.

My fascination with recreating household objects such as
chairs, comes from my childhood. My parents greatest joy
came from the homes they built and lived in. I believe
shared experiences and words are tactile and they attach
themselves to the furniture we spend time with-giving
inanimate objects lives of their own. For example, my
sculpture Self Portrait, is a stack of three abstract steel
chairs fastened together with string, which represent the
movement of energy in my body.

The process and end result of my work allows for an
offering of connection for the viewer. My recent series
consists of 18 steel chairs that represent human figures
which will be installed site-specifically.
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Sarah

Frances,

Ivy Shroud

I, 2020.

Artist lying

underneath

first

shroud, a

year later,

iPhone

photo.





Sarah

Frances, Ivy

Shroud I,

2019. Em

walking

beneath the

first ivy

shroud I

wove,

35mm

photograph.





Sarah

Frances,

Ivy

Shroud I

after a

year in

the

woods.

It has

become

habitat

for

many

insects

and

spiders,

to the

point

where I

can’t

bring it

back

into the

studio

without

protest.





This is a

buckeye

tree on the

Mills

campus

that is

serving as

both a

restoration

site and a

material

source.





Sarah

Frances,

Drawings for

Hot as You

Can Stand,

2020. The

process of

creating Hot

as You Can

Stand,

involving

approximately

500 ink

drawings. The

redundancy of

drawing for

animation can

be very

meditative

and can also

make me

crazy. From

January to

March, I

locked myself

in my room for

hours just

drawing,

which is

humorous

given the

current

isolation

mandate.





Sarah

Frances,

Ivy

Shroud

II,

currently

in

progress.

English

ivy is

highly

invasive,

so I

source

my

material

by

removing

it from

local

trees, an

act of

gratitude

for their

presence.

My hope

is to

make this

shroud

longer

and more

narrow

than Ivy

Shroud I.

I want to

create a

tight,

intimate

covering

that will

allow

viewers

to feel

like they

are alone



with the

earth.



Sarah

Frances

exhibition

layout.





Sarah Frances

Running my hands over my bare skin, I can feel the
impressions of time: the wear of each day and the weight
of each uncertainty. In the spring of 2019 I spent hours
peeling back invasive ivy from the flaking bark of trees and
ran my hands over the newly exposed grooved trunk. I
wove the ivy into a shroud so viewers could stand beneath
it and feel the validation of a physical invasion.

Ecosystems that are subject to rapid change, by the loss of
a key species or the introduction of foreign invasive ones,
become destabilized. The ecosystem sometimes regains its
balance, and sometimes does not. Humans bounce from
foot to foot, hanging onto fleeting moments of stable
ground.

I am curious about how we can learn from the Earth’s
mutability and how we can use this knowledge to heal. In a
world that is defined by change, I still find myself with an
overwhelming desire to collect, compile, archive, and hold
on. I find myself materializing time, drawing it into form,
dragging it behind me, wearing it as a second skin.

In the winter of 2018, I spat sediment from the Columbia
River into a large ceramic sink and then fired it. This was a
way for me to preserve the ever shifting land that raised

me, to see exactly what would happen if I transformed
impressionable Earth into a solid object that can be
displayed on a white pedestal. I carried it with me as a
personal item on my United Airlines flight from Portland to
Oakland.

I am inspired by the work of the anadromous Pacific
Salmon, whose bodies shift to accommodate their travels
from freshwater to saltwater. Who return home to spawn
and who die from the grueling labor of reproduction.
Whose flesh feeds all that ask.

I want to know how it feels to give my body up to biology;
to feel each new impression as nothing but evidence that
change has taken place and that time has passed. I long
for the freedom of total, uncompromising transformation.
Of leaving and then coming back. I wonder about the
burden of fertility in such precarious times.

https://vimeo.com/410384794
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Sloane

Gershov,

Untitled

1, 2019.

Acrylic

paint,

annealed

steel

wire,

floral

tape,

gesso,

rice

paper,

steel

rod, 7′ x

5′ x 5’.





Sloane

Gershov,

Untitled

1, 2019.

Acrylic

paint,

annealed

steel

wire,

floral

tape,

gesso,

rice

paper,

steel

rod, 7′ x

5′ x 5’.





Sloane

Gershov,

Untitled 1

(rear

perspective),

2019.

Acrylic

paint,

annealed

steel wire,

floral tape,

gesso, rice

paper, steel

rod, 7′ x 5′ x

5’.





Sloane

Gershov,

Untitled 2,

2019.

Charcoal,

gold leaf,

steel rod,

tea,

thread,

watercolor

paper, 14″

x 11″ x

11″.





Sloane

Gershov,

Untitled

3, 2019.

Annealed

steel

wire,

floral

tape,

gesso,

rebar,

rice

paper, 4’

x 8” x

16”.





Sloane

Gershov,

Untitled 4,

2020. Digital

prints on

transparency,

steel mount,

23” x 37”.





Sloane

Gershov,

Untitled

5, 2020.

Archival

ink

print.





Téa Blatt

exhibition

layout.





Sloane Gershov

My work hovers around the nature of beauty and
sensuality; obstructing common iconography of beauty
with the visceral or unexpected. Due to Western
associations between beauty and gender, gender is an
inherent conceptual focus. My aesthetic is romantic and
apparitional. I explore notions of duality by using materials

such as metal and paper which differ in terms of fragility
and strength to create biomorphic sculptures which
implicitly suggest the feeling of bodies. The work I do is an
exploration of the temporal nature of existence and the
environments in which we operate as we attempt to
ground ourselves in real time.
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Danielle

Troi La

Fontaine,

And Your

Winter Will

Break,

2020. RC

paper

prints,

found

objects,

acrylic and

latex paint,

polymer

clay,

fabric,

Dimensions

variable.





Danielle

Troi La

Fontaine,

And Your

Winter Will

Break,

2020. RC

paper

prints,

found

objects,

acrylic and

latex paint,

polymer

clay,

fabric,

Dimensions

variable.





Danielle

Troi La

Fontaine,

And Your

Winter Will

Break,

2020. RC

paper

prints,

found

objects,

acrylic and

latex paint,

polymer

clay,

fabric,

Dimensions

variable.





Danielle

Troi La

Fontaine,

You

Called

Home

“The

Little

Daisy.”,

2019 -

present.

RC Paper

Prints,

8” x 10”.





Danielle

Troi La

Fontaine,

You

Called

Home

“The

Little

Daisy.”,

2019 -

present.

RC Paper

Prints,

8” x 10”.





Danielle

Troi La

Fontaine,

You

Called

Home

“The

Little

Daisy.”,

2019 -

present.

RC Paper

Prints,

8” x 10”.





Danielle

Troi La

Fontaine,

You

Called

Home

“The

Little

Daisy.”,

2019 -

present.

RC Paper

Prints,

8” x 10”.





Danielle

Troi La

Fontaine,

You

Called

Home

“The

Little

Daisy.”,

2019 -

present.

RC Paper

Prints,

8” x 10”.





Danielle

Troi La

Fontaine,

Looking/

Finding,

2020.

Fiber

paper

prints,

4” x 4”.





Danielle

Troi La

Fontaine,

Looking/

Finding,

2020.

Fiber

paper

prints,

4” x 4”.





Danielle

Troi La

Fontaine,

Looking/

Finding,

2020.

Fiber

paper

prints,

4” x 4”.





Danielle

Troi La

Fontaine,

Looking/

Finding,

2020.

Fiber

paper

prints,

4” x 4”.





Danielle

Troi La

Fontaine,

Looking/

Finding,

2020.

Fiber

paper

prints,

4” x 4”.





Danielle

Troi La

Fontaine,

Looking/

Finding,

2020.

Fiber

paper

prints,

4” x 4”.





Danielle

Troi La

Fontaine,

You

Deserve

a Bigger

Portion,

2019.

Felt and

polyfill,

3’ x 2’ x

1’.





Danielle

Troi La

Fontaine,

You

Deserve

a Bigger

Portion,

2019.

Felt and

polyfill,

3’ x 2’ x

1’.





Danielle

Troi La

Fontaine,

You

Deserve

a Bigger

Portion,

2019.

Felt and

polyfill,

3’ x 2’ x

1’.





Danielle

Troi La

Fontaine,

You

Deserve

a Bigger

Portion,

2019.

Felt and

polyfill,

3’ x 2’ x

1’.





Danielle

Troi La

Fontaine,

You

Deserve

a Bigger

Portion,

2019.

Felt and

polyfill,

3’ x 2’ x

1’.

























Danielle

Troi La

Fontaine

exhibition

layout.





Danielle

Troi La

Fontaine

exhibition

layout.





Danielle Troi La Fontaine

I approach my work as a magpie of skills. I collect ways of
making in the same way that I collect materials to make
with. My drive as an artist is to learn how things are made
and maintain a hands-on relationship with my work. I
experiment with processes including paint, darkroom
photography, fabric, and clay in order to gain a deeper
understanding of self, relationships, and heritage.

Recently I have been challenging myself to get more
personal with my practice. By approaching difficult topics
through a lens of humor and whimsy, I address parallels
between worthiness of craft and fine art and my own
exploration of trauma and comfort practice. The questions,
“Is it good enough?” or “Am I good enough?” feed into my
dialogue with anxiety and neglect and my aim to counter
both sentiments. I ascribe to the notion that art can be
utilized as a coping mechanism by being both a tool for
comfort and a form of self analysis. One way I have done
this is by making an oversized meal out of brightly colored

felt and encouraging the viewer to sit at a table and
interact with the plush food items.

In my practice, the worthiness of craft and self directly
relates to the connection of handicrafts and their societal
relationship to women’s work and femininity. I am
overcoming societal biases of what work is worthy of being
involved in the artistic process by asking myself why I
exclude or disregard my own skills as being craft, and
therefore unworthy of the artistic setting. Part of this
exploration comes from the idea that a useful object is
craft, while an art object is only meant to be looked at with
no inherent functionality. I have been creating objects that
are meant to be used both before and after they have
been put on display to be viewed as art in an exhibition
environment. I encourage viewers to handle my pieces in
an effort to eliminate the distance of touch within the
gallery. My goal is to reestablish the functionality of art
objects through sharing the comfort they give me while
making them.
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Dorothea

Moerman,

Women of

the Book,

2019.

German case

bound book

with inkjet

prints on

vellum, Thai

kozo paper

dyed with

pomegranate

and

cochineal

inks, bound

with silk

dyed with

lac, 4 ¼” x 5

½”.





Dorothea

Moerman,

Tefillin

Book,

2019, Book

board,

book cloth,

parchment,

2” x 2 ½”,

dimensions

variable.





Dorothea

Moerman,

Tefillin

Book,

2019, Book

board,

book cloth,

parchment,

2” x 2 ½”,

dimensions

variable.









Dorothea

Moerman,

*Arba

Kanfot/Four

Corners(in

progress),

2019, Four-

sided

portfolio

covered with

silk dyed

with

pomegranate

and lined

with digitally

printed 48 g/

m² Asuka

paper,

letterpress

printed

butterfly

bound book

on gold

flecked

paper, 12” x

10”, opens to

12” x 20”

and 12” x

30”, edition

of 4.









Dorothea

Moerman,

*Arba

Kanfot/Four

Corners(in

progress),

2019, Four-

sided

portfolio

covered with

silk dyed

with

pomegranate

and lined

with digitally

printed 48 g/

m² Asuka

paper,

letterpress

printed

butterfly

bound book

on gold

flecked

paper, 12” x

10”, opens to

12” x 20”

and 12” x

30”, edition

of 4.









Dorothea

Moerman,

*Arba

Kanfot/Four

Corners(in

progress),

2019, Four-

sided

portfolio

covered with

silk dyed

with

pomegranate

and lined

with digitally

printed 48 g/

m² Asuka

paper,

letterpress

printed

butterfly

bound book

on gold

flecked

paper, 12” x

10”, opens to

12” x 20”

and 12” x

30”, edition

of 4.









Dorothea

Moerman,

*Arba

Kanfot/Four

Corners(in

progress),

2019, Four-

sided

portfolio

covered with

silk dyed

with

pomegranate

and lined

with digitally

printed 48 g/

m² Asuka

paper,

letterpress

printed

butterfly

bound book

on gold

flecked

paper, 12” x

10”, opens to

12” x 20”

and 12” x

30”, edition

of 4.





















Dorothea

Moerman,

Tallit Katan

(Slip 1),

Tallit Katan

(Garter Belt

1), Tallit

Katan

(Garter Belt

2), Tallit

Katan (Bra

1),

2017-2019,

Thrifted

lingerie,

silk, gold

thread,

tzitzit

thread,

dimensions

variable.









Dorothea

Moerman,

Tallit Katan

(Slip 1),

Tallit Katan

(Garter Belt

1), Tallit

Katan

(Garter Belt

2), Tallit

Katan (Bra

1) (detail),

2017-2019,

Thrifted

lingerie,

silk, gold

thread,

tzitzit

thread,

dimensions

variable.





Dorothea

Moerman,

Tallit Katan

(Slip 1),

Tallit Katan

(Garter Belt

1), Tallit

Katan

(Garter Belt

2), Tallit

Katan (Bra

1) (detail),

2017-2019,

Thrifted

lingerie,

silk, gold

thread,

tzitzit

thread,

dimensions

variable.





Dorothea

Moerman,

Tefillin

Dildo,

2019,

Silicone,

7” x 2” x

3”, and

Tefillin

Harness,

2019,

Leather,

leather

paint,

waxed

thread,

metal

snaps and

rivets,

dimensions

variable.





Dorothea Moerman,

mitkadshot/ דְּשׁוֹתקַתְמִ /

we become sanctified,

Self Portrait/Sink (in

process), 2020, Fired

ceramic with glaze,

found metal parts,

plastic tubing, water,

15’’x 24” x 24”.









Dorothea

Moerman,

Untitled,

2019,

digital

archive

prints.





Thea Moerman

“For me to really understand anything, I have to take it
into my body.” — Christine Cassidy, The Persistent Desire,
edited by Joan Nestle, 1992.

My first time strapping on a dildo overlaps in my
imagination with my first time laying tefillin. Putting on
lingerie piece by piece, sliding stockings up my legs,
straightening the seams, snapping them in place with four
or six garter clips, is a ritual on par with religious dress—
putting the tallit katan on under my shirt, smoothing the
loose material down, tucking my shirt into my pants,
tightening my belt, pulling the tzitzit out under my belt so
they are held in place and my outer shirt stays tucked, so I
am reminded on all four corners. This religious dressing
ritual has an erotic power as well. I feel equally the
eroticism of religion (wrapping tefillin, kissing mezuzot,
bending and shaking in prayer) and the divinity of fucking
(the transcendentality of being filled with a fist, mouths,
rope or leather binding my body and soul).

My body of work uses a wide array of mediums, most
commonly sculpture, photography, letterpress printing,
and bookbinding, to explore my own devotional
experiences/romantic love towards G-d/piety and devotion
in both contexts. I integrate recontextualized ritual and
apotropaic objects, my own body, leather, text, silicon,
rope, paper, and silk, to express a vulnerable, genuine
expression of my own experiences, emotions, beliefs, and
religious practices rather than anything political or critical.

I am especially interested in dissolving the dichotomies
between the holy and the profane and between public and
private. I see Judaism as an embodied religion. More than
belief, it emphasizes behavior and, in particular, ritualized
action: certain movements or gestures, things to wear or
wrap oneself in, substances to be ingested, and scents to
be smelled. In my artistic practice, I replicate these actions
by physically engaging with sculpture that unites queer

and Jewish ritual objects. In these interactions, I play with
gender, sexual, and ethno-religious identity. When I make
my sculptures and books, I teach myself ceremonial
techniques and work slowly and with intention to activate
the religious function of these objects.

In Deuteronomy 30:12 it is said “[G-d’s word] is not in the
heavens.” Judaism is a centuries-long debate with each
other and with G-d. Israel, translates to G-d-wrestler, who
we are as a people is G-d wrestlers. The Torah is a living
document, the Talmudic sages were just Jews with
opinions, living a long time ago, engaging with Judaism
and recording their opinions and we are also Jews with
opinions, living today, engaging with Judaism, and if we
write our stuff down we are just as valid. The verse
continues with “[the Torah] is very close to you, in your
mouth and in your heart, to observe it.” Torah is not a
specific list of rules handed down by a central authority, it
lives in our actions and in our souls, in the holy words we
recite and in the inner compass that points us towards
good actions. Torah is in our mouths and our hearts, in our
orifices and openings stretching wide and wet, in the food
on our tongue and in the songs we cry out, in our words of
argument and our moans of desire, in our love for each
other and in our love for Shekhinah above.

As a Jew and a queer person, history is vital to me, both in
the sense of an ancient tradition held alive through a chain
of memory and the act of excavating history. I love
historical artifacts and cultural and sexual histories, and
find freedom in giving myself permission to write and
rewrite my own and my people’s story. I investigate
memory, gender, human connection, vulnerability, how
power is marked on the body through gestures and
clothing, and the deeply romantic relationship between
humanity and G-d. I learn through making, touching, and
yes, taking into my body.
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Raissa

Palacios,

O/S (in

progress),

2019.

Polyester

organza,

thread,

hanger,

70” x

180”.





Raissa

Palacios,

Pinafore,

2019. Scrap

wood, acrylic,

metal rings,

10” x 15” x

45”, (Model:

Rachel Wiley,

Photographer:

Nino

Fernandez).





Raissa

Palacios,

Pinafore,

2019. Scrap

wood, acrylic,

metal rings,

10” x 15” x

45”, (Model:

Rachel Wiley,

Photographer:

Nino

Fernandez).





Raissa

Palacios,

Untitled

(quarantine),

2020.

Polyester

organza and

thread, 55”

x 60.”





Raissa

Palacios,

Untitled

(quarantine)

(detail),

2020.





Raissa

Palacios

exhibition

layout.





Raissa Palacios

Raissa Palacios reflects on personal relationships with
clothing through textile manipulation and design. She
embraces the ephemerality of cloth and works to
deconstruct the boundaries between fashion and art. Her

influences include Elsa von Freytag-Loringhoven, Mary
Quant, ABBA, quinceañera dresses, and aquariums. She
was born, raised, and is currently living in East Oakland,
California.
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Yana

Sternberger

Moye,

Healing

Lovers:

Subspace 1,

2019-2020.

Acrylic and

oil on

canvas, 48”

x 60.”





Yana

Sternberger

Moye,

Healing

Lovers:

Subspace 2,

2020.

Acrylic and

oil on

canvas, 48”

x 60.”





Yana

Sternberger

Moye,

Healing

Lovers:

Subspace 3,

2020.

Acrylic and

oil on

canvas, 48”

x 60.





Yana

Sternberger

Moye,

Healing

Lovers:

Subspace 4,

2020,

Acrylic and

oil on

canvas, 48”

x 60.





Yana

Sternberger-

Moye

exhibition

layout.





Yana Sternberger-Moye

Throughout my work, I explore the body and its complex
and often disconnected relationship to space. What does it
mean to inhabit a body that dictates how I move through
the world? How I am perceived? What are the
consequences of taking up space? Through painting,
photography, performance, video, and installation, I
explore disparate aspects of my identity and begin to
answer these questions. By utilizing a wide spectrum of
media, I am able to build new worlds that inherently make
space for me. These various formal techniques allow me to
lace together the segmented worlds I navigate on a daily
basis. Through these methods I generate and investigate
questions of internal disconnect, mental illness, and
longing.

I am interested in how black and brown bodies move in
and outside of eurocentric spaces, as well as the way
colorism functions within communities of color. I reflect on
my feelings around being of both African and German
descent, navigating what it means to be a result of two
very different cultures. With this in mind, there is a
conscious consideration of space as it relates to
placelessness and concepts of home and origin.

What does placelessness do to the minds of black and
brown people? How does it impact our notions of safety
and ability to process trauma? Through investigations into
the conscious and the subconscious mind, I express how

https://vimeo.com/410389550

personal and intergenerational trauma has manifested
itself inside both the physical and spiritual body. I consider
how trauma influences the body's ability to navigate
distinct spaces. I am interested in the ways in which people
heal from trauma and ways of reclaiming power lost to
traumatic experiences.

My work depicts the beauty and resiliencency of queer
people of color. By doing so I dissolve social stigmas
around trauma and placelessness and create a safe space
for people who feel unseen or unheard. Ultimately, I do
this work to create a platform, meant for conversations,
questions, mourning, healing, and in celebration of self
and identity. In my most recent work, I am creating large
scale vibrant paintings that explore the nature of my BDSM
(bondage and discipline, dominance and submission, and
sadism & masochism) experiences and how I have been
able to use them for rehabilitation. This series of paintings
titled Healing Lovers depicts both the physical and
psychological sensations, emotions, and landscapes that
come along with engaging in BDSM with my trusted
partner. This can be seen through the energetic way the
backgrounds are transformed and the way the figures
blend and warp throughout the background. Rendered
with a large spectrum of bright colors, these works
transform a tangible environment into a space that
consists rather of sensory stimulus. Healing Lovers shows
the beauty and affection that occurs between people who
are completely honest and vulnerable with each other. In
this work, BDSM becomes the container for healing, self-
discovery, play, catharsis, establishment of boundaries,
pleasure, tenderness, honesty, safety, and the practice of
care and radical self-love and affirmation.
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Ellis

Teare,

Boatiful,

2017.

Glazed

Porcelain,

10” x 7” x

4.”





Ellis Teare,

Magnolia

Vest, 2018.

Magnolia

leaves,

embroidery

thread, 14”

x 6” x 16.”





Ellis Teare,

Working

installation

view,

2020.





Ellis Teare,

Working

installation

view,

2020.





Ellis

Teare,

Morgan’s

Sword,

2020.

Steel,

velvet

ribbon,

pearl

stickers,

35” x 5

½.”





Ellis

Teare,

Wishing/

Weeping

Well (in

progress),

2020.

Plaster,

wood,

chicken

wire,

acrylic

paint, 2

½’ x 2 ½’

x 3’.





Ellis

Teare,

Wishing/

Weeping

Well (in

progress),

2020.

Plaster,

wood,

chicken

wire,

acrylic

paint, 2

½’ x 2 ½’

x 3.’





Ellis Teare,

Hills of

Camelot (in

progress),

2020.

Wood,

chicken

wire,

plaster,

spray

paint,

decorative

frog,

speaker,

dimensions

variable.





Ellis Teare,

Hills of

Camelot (in

progress),

2020.

Wood,

chicken

wire,

plaster,

spray

paint,

decorative

frog,
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Ellis Teare

I make objects and sculptures which draw from my
fascination with medieval art, craft, and literature, and
explore how these can be revived and honored in a
modern context. I am interested in the evolution of what it
means to be a woman today versus in centuries past, and
establishing my place in time, especially because I always
feel like in my head I live somewhere beyond time. There
enters my interest in medieval art, and desire to modify
that art and bring it into contemporary spaces.

My interest in 3D art initially began when I discovered the
craft of taxidermy in high school. Fascinated by the
intricate combination of anatomy and art, I began looking
at animal bodies and proportions, and later took that
knowledge to clay when I experimented with ceramics.
Working with clay was the gateway to 3D art, and since
then I have begun exploring materials such as wood,
metal, and plaster. Now I am collecting many different
kinds of skills and crafts to work in as many mediums as
possible.

My process consists of obsessively researching some
source of inspiration, like harps, tapestries, Arthurian
legends, mythical creatures, and then attempting to
recreate it in my own way. I am exploring contradicting
ideas such as the juxtaposition between strong and pretty
(girly weaponry) and death and glamour (taxidermy
creatures with glittering eyes and ribbon tails). I am using

these objects I’ve created to look at gender dynamics, and
express the way that I see the world in my mind’s eye, or
even to actualize my dream world.

I appreciate art that is fun to engage with, makes you feel
like a child, and makes that okay; I value playfulness and
imagination. My art is whimsical and works towards
transporting the viewer to someplace they might’ve been
before in fairytales, myths, their own childhood, via my
anachronistic objects.

While my style is constantly shifting and evolving, my work
as a whole embodies the wonder I have for the world; it is
an attempt to portray the alternate world that I see in my
head, in real life. It challenges the norm of today’s modern
art and asks the viewer to let go of reality for a moment.

headset
https://w.soundcloud.com/player/?url=https%3A//api.soundcloud.com/tracks/

805659100
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Rowan Weir

You are the first human. It is you. Remember the vast
primordial soup in which you were plunged, a
somersaulting liquid ascension, the instinctive reach of
your hands, then- emergence. Like a single blistering
bubble you surface and burst open, a creature of mud and
sticks rising to meet the crude and untamed wild, still in
geologic infancy and grossly unprimed for habitation. The
land is raw with cavernous ruptures, abrupt fissures
unzipping dunes of pink sand. Pearlescent grains shift
uneasily underfoot, amorphous and unformed as you are.
What drew you to this place, upon whose invitation did you
come? Above, you sense a still more incomprehensible
void than the one from which you made a recent exit.
Somewhere great spheres hum to one another in
harmonious resonance, rotating gently in a smoky,
spangled vacuum.

And who am I? In this place, an imagined landscape of the
burgeoning Anthropocene, I am arbiter of a new and
glorious dawn. This is mine, this realm of dreamlike
discovery, whose lingering imprints remain somewhere
above the instinctual drives of our limbic system, forever
tickling at the edge of conscious thought. Here all ideas
emerge sticky and wet, like the blackened bones of a
mammoth pulled from pooled tar, pitch and oil still
clinging and seeping into the spongiform hollows. I make
order among them, revealing the core primary elements
and most basic components comprising systems of
unknowable complexity. Through my work I engage with
the subtle fluctuations of human perception, cognition,
and memory: the mechanisms by which we process and
relate to the elegant machinery of the universe. As

patterns in nature repeat themselves over varying levels of
magnification, symbols repeat themselves in people,
spelling out our collective response to the extraordinary
impulses that govern our psyche. By employing these
signifiers, I convey a singular sense of overwhelming
divinity and interconnected truths, inviting personal and
emotional responses to the sacred inherent in the
wondrously expansive natural world and its underlying
structures.

And you are the last. That is also you. Shading your eyes
from the searing, interminable glare, you gaze across
innumerable punctures, divets in the parched and scabby
surface of deserted earth. For all it’s desolation, the land
lacks the huskish look of the recently emptied, displaying
instead the glittering, angular remains of industry past.
Above you, a radiant red eye dilates hungrily. The
surrounding halo spits flaming edicts that bloom into
prisms of color in the depleted atmosphere. It is a
monstrous orb, bloated but unreplete, set to gorging itself
on the diminishing horizon and lazily consuming the sky to
entirety. Undoubtedly, it will drink you down like the
oceans from which you came, hissing into the acid smoke
of vaporized salt. You ready yourself, in tandem with a
surging pyroclastic flow, to meander towards the vacant
shoreline.

https://vimeo.com/410396843
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Contributors

Sequoia Belk-Hurst
Sequoia Belk-Hurst engages the fragile boundaries between
the artist's self, their tools, and the art object through a
corporeal creative practice. Their contribution to Fault Lines
includes sculptures, prints, and drawings made with, by, and
of their own body.

Téa Blatt
In this body of mixed media work, Téa An-Yi Blatt works
through the idea of solitude and self-reflection. Why do we
hold on to the things that we do? What about collecting them
makes us feel secure? The artist explores these themes
through objects and ideas collected from the spaces she
inhabits.

L.A. Bonet
L.A. Bonet’s immersive installations tackle oppositions
through music, painting, sculptural, and theatrical elements.
These installations illustrate stages of grief and the
humorous anxiety of alternative facts. Everyone has that
house in their life . . . be it your grandmother’s or someone
else’s where you know every nook and cranny. There’s no
way you don’t know every entrance and exit point. Every
light. Every vent. Every cobweb. Every shadow. Every
imperfection is there like you remember. Caused by you or

forces that can be easily explained. This is your normal. This is your safe place . . .
for now. Nerdcosmicpower.com
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De'Ana Brownfield
De’Ana Brownfield explores themes around Afrikan
mythology and the narratives of women from the Afrikan
diaspora as embodiments of God and reincarnations of
ancestors. Through painting and traditional Afrikan dyeing
methods, she investigates decolonization and reclamation of
Black bodies as divine.

Carla Cardenas
Carla Cardenas makes colorful paintings that reference her
family and Latinx culture.

Lexi Castillo
Lexi Castillo’s work reflects memories and experiences. Using
plaster, metal, string and wood, she creates sculptural
installations as a means to inspire compassion and connect
differences.

Sarah Frances
Sarah Frances’ work for Fault Lines includes photo
documentation of her ongoing piece Ivy Shroud
(2019-present), and the animated short film Hot as You Can
Stand (2020). Ivy Shroud involves the continual removal of
invasive English ivy from the land and the weaving of it into
wearable objects, and Hot as You Can Stand documents the
life cycle of the Pacific Salmon.
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Slaone Gershov
Sloane Gershov’s sculptural and photographic work is a
contemplation on the nature of the body and spirit in relation
to time and place. She explores this duality primarily with
metal and paper to create biomorphic sculptures.

Stephanie Hanor

Danielle La Fontaine
In her current project, Danielle La Fontaine explores her
relationships with time, memory, a sense of self, touch, and
home. Continuing her work with physical touch in the gallery
space she is using darkroom photography, paint, clay, and
found objects.

Thea Moerman

Raissa Placios
Raissa Palacios reflects on personal relationships with
clothing through textile manipulation and design. She
embraces the ephemerality of cloth and works to deconstruct
the boundaries between fashion and art. Her influences
include Elsa von Freytag-Loringhoven, Mary Quant, ABBA,
quinceañera dresses, and aquariums. She was born, raised,
and is currently living in East Oakland, California.

Yana Sternberger-Moye
My work titled Healing Lovers consists of a series of colorful
and vibrant paintings and sculptures that explore the ways in
which I have used BDSM to aid in the healing of trauma. In
this work, BDSM becomes the container for self-discovery,
play, catharsis, establishment of boundaries, pleasure,
tenderness, honesty, safety, and the practice of care. The
work will aim to show the beauty and affection that occurs
between two people who are completely honest and

vulnerable with each other.
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Ellis Teare
Ellis Teare makes sculptures and installations around medieval myth and magic.
Using a wide variety of materials such as metal, leaves, ribbons, and clay, she
incorporates classic items and ideas from fairy tales and mythology, revised in her
own way, and presented as whimsical yet serious.

Rowan Weir
Rowan Weir is a human in the Anthropocene epoch, invested in pursuing core
primary elements and most basic components comprising complex systems.
Through painting and sculpture, she discovers subtle fluctuations within
perception, cognition, and memory: the mechanisms by which we process and
relate to the elegant machinery of the universe.
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