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When I was asked in early 2016 to
become the inaugural dean of the School
of the Museum of Fine Arts at Tufts
University, which was set to launch on
July 1, I immediately balked. A philosophy
professor running an art school? The
faculty, staff, and students would rightly
run me off the property before I even set
foot in the building. But as I squatted
last Spring in a windowless office on the
second floor of the B building in 230
Fenway, I was surprised as faculty member
after faculty member came to see me and
said that it made complete sense to them
that their future leader’s stock in trade was
puzzling over everyday phenomena that
generally get taken for granted: how it is
that our words do things in the world, or
how we can bear the fact that our lives are
finite, or how to live a tolerably decent life.
Finally, I got it: the SMFA, unlike many
other arts schools these days, is not about
making well-designed things or super-cool
things or very lovely things, though of
course many of the things that get made at
the Museum School are all of the above.
It’s about exploring ideas—often those
that one first encounters in the form of
sentences and paragraphs—via a variety of
modalities that are non-verbal or in which
the verbal is in service of a complex artistic
vision.
And because it’s about exploring ideas,
and not necessarily just through a single
medium, Museum School art-making is
hard—probably even harder than the
kind of writing philosophers do. In both
modalities, if you’re lucky, you know
relatively early on what interests you. But
if you’re an artist whose practice is ideadriven, the question of how to explore

your interest, through what media, on
what scale, for what reasons, and for
which audiences, makes your process
exponentially harder than the challenge
confronting the writer.
The Senior Thesis program at the SMFA
gives the determined student the time
to take on this challenge. This is both a
blessing and a curse. A blessing, because
you’re not rushed—but for that same
reason, because the endpoint is so far away
(and then, come April, so close), it’s easy to
become overwhelmed.
It has been a great pleasure for me to
witness the journeys of this year’s Senior
Thesis students. I’ve been in their studio
spaces a number of times—often, actually,
after hours, when the artists are long gone.
I’ve watched Cat work through her
worries about sustainability through
making art with what seems like zillions
of plastic grocery bags, the scourge of
environmentalists. Cat installs the bags on
walls, sometimes after singeing or melting
them, and putting LED lights behind
them to produce what she calls “intimate
immensity”—in which the natural looks
unnatural, and vice versa.
I’ve watched Kirk come to terms with what
he identifies as his longing for lost images
of his mother’s son. He photographs the
character he calls Lorenzo (his own last
name) with his mother and with members
of the local BDSM community as a way
of exploring polyamory, brown and black
bodies, capitalism, and colonialism. His
work integrally involves performance as
well, as Kirk walks across the building to
his installation while changing his clothes
and thereby morphing into Lorenzo.
I’ve watched Camiel, burrowed in her

curtained-off, womb-like studio space,
sitting on the floor and playing with
virtual-reality projections, exploring the
concept of horizon and its relationship to
infinity and at the same time confronting
her skepticism about the very idea of
immersion into a virtual reality.
Multiple times, late on a Friday or early on
a Monday, I’ve snuck into the studios of
Leah, Arturo, Ellie, Kristina, Tori, Chloe,
Teru, Chris, Shailinn, Christine (that’s who
has been collecting all of the staff’s used
teabags!), Caitlin, Oona and Evan. I lurk
and I watch as they make progress in fits
and starts, and sometimes start all over
again.
But most of all I’ve watched Hannah.
Hannah came to talk to me more than a
year ago, wondering if she was eligible
to apply to be a Tufts Summer Scholar,
even though the Museum School was not
yet a part of Tufts. The Summer Scholars
program allows dozens of rising juniors
and seniors to pair with faculty advisors
to pursue independent research projects.
Scholars receive a $3,500 summer stipend
and a $1,000 research budget, available
until graduation. Hannah got the green
light to apply for, and then scored, a
Summer Scholarship. Working with a
Religion professor on the Medford campus,
she wanted to find a way to put into
artistic conversation, if not square, her
Roman Catholic identity and her feminist
commitments.
I took a special interest in Hannah, in
part because her intellectual and personal
interests meshed so closely with mine. An
amazing paper-maker, Hannah during the
past year has produced paper-relief image
after image of the Virgin Mary, a young
woman—a girl, really—who is both wholly
innocent and wholly Knows. Hannah has
experimented with color dyes, with plaster
castings of her own hands, and with the
embedding of photographs in her work.
I own, and love, one of her early efforts,
which fits handily on a small wall. My

fondness for this piece enhances for me
the magnificence of the large-scale work
Hannah is displaying in the Senior Thesis
show.
I of course know—we all know—that
what we see in any art exhibition is the
result of a long process of trial and error.
A challenge for any artist, and for any
writer, is knowing when the work is
done. Sometimes, the answer is: when the
review board starts, or the show goes up.
For these newly minted BFAs, that’s the
answer for now. But Andy Graydon and
Kendall Reiss, their amazing mentors in
Senior Thesis, have taught these talented
students that an exhibition memorializes a
moment in their making, and that to be an
artist is to have the courage to honor that
moment—and the willingness not to settle
for it, to persist.

ASHLEY PETERSON

librarian extrordinare

I have my own, secret & shadow theme
for this exhibition. It isn’t inscrutableyet-unpackable like “Denatured,” and it
doesn’t look as good in a book or on a wall,
but nonetheless it is apt and it is: hidden
labor.
But before we get to that, you may be
asking: why is a librarian writing an essay
for an exhibition catalog? And if you’re not
asking that, I sure am. Who am I? I make
things but I’m not an artist, I study art but
I’m not a scholar. I am a research librarian
at an art school, and I spent an entire
academic year hanging out with the SMFA
Senior Thesis class of 2017. I wasn’t there
for it all, but I was a sometimes-witness
to 17 creative processes, and to the heroic
group task that is mounting an exhibition.
I was both insider and outsider.
For those becoming acquainted with these
artists for the first time, perhaps I, as an
outsider like you, can draw on my time
on the inside and be a bridge between
what you see and how it happened. I
hope it’s obvious that this exhibition, that
any exhibition, is the result of a massive
amount of labor. You know that art is a
process, a pause on a road strewn with
failures and half-starts and not-quitesuccesses. You know that any time humans
come together to organize a thing for other
humans, there will be endless hours, and
conversations, and disagreements and
it seems like the thing might not come
together, and then it does. So what can I
tell you about THESE artists, about THIS
exhibition?
Hold on, I’m getting there. I want to
talk a bit more about being a research
librarian. A research librarian’s job is to
keep scratching surfaces. When I meet

with a student to discuss how research
shapes their artistic practice, or share
with a class the crazy abundance of
information resources available to them,
or endlessly harass members of the Senior
Thesis cohort about contributing their
final projects to the Tufts Digital Library,
it is because I want everyone, always, to
critically and thoughtfully engage with
information and to know that we are in
conversation with that information, our
voices matter. Indeed, as you can read in
the curatorial statement for this very show,
“Our personal narratives are proof of our
agency to redefine the environments we
occupy.”
So what is the work that went into
redefining these environments? I can’t say
for certain, you’ll need to ask each artist.
What I can share is my own hidden labor,
part of which was observing everyone else’s
hidden labor. Here are some tiny nuggets
that for me crystalize the whole mountain
of work, experience, and personality
each person poured into their final
products. They comprise my own personal
Denatured hidden labor constellation.
Do you want to see a visual manifestation
of a human brain that is relentlessly
curious, always reaching, solving problems
in order to discover more problems to
solve? Ask to see Cat’s living archive scroll.
Throughout our first meeting, I kept
realizing that Tori was responsible for
work I’d seen around and loved (fat lady
jacket, Trust Whomever, a postcard I
bought at the sidewalk sale). From now on
when I see something I like, I am going to
ask Tori if she made it.
Toward the end of a research consult, Leah

showed me a list of interview questions
they were thinking of asking their project
collaborators. This thoughtfully deep
planning is part of why their work radiates
with radical empathy.
My conversations with Camiel made my
brain hurt, in the best possible way. Her
work exists at or beyond the edges of
everything: theory, technology, the very
walls of her studio...
Arturo got impatient with me during
a research consult, when I expressed
concern about how he was going to design
and create a video game within a matter of
months. Don’t doubt Arturo, you’ll end up
looking foolish.

Would you ever think an artist’s challenge
would be to make LESS work? Kristina is
a total medium omnivore, is skilled at them
all, and is bewilderingly prolific. Seeing her
project refine, pare down, and settle into
itself in real time was a privilege.
Why do one challenging, physically
demanding, time-intensive thing you love
when you can do two? And do each in a
way that deconstructs and redefines the
other? Caitlin’s melding of performance art
and musical theater makes me want to pay
more attention to both.

During Chris’s artist talk I learned that
one of his early influences was Pee-Wee’s
Playhouse. I want to take a moment and
During a group crit, Ellie showed us a shoe acknowledge what a gift this show was
she deconstructed, its parts laid out neatly, to the world, that keeps on giving via
goofball-like-a-fox artists such as Chris.
lovingly, elegantly. Ellie otherwise made
challenging paintings this year and this
Leaving work one day, I ran into an elated
shoe was to me a Rosetta stone for reading Christine. She’d had a breakthrough (!),
them.
inspired in part by a massive head of
cabbage. With Christine, I keep learning
For an assignment, Teru brought in a
piece of a piano’s guts. It was beautiful and to expect sincere passion and an mad
scientist’s drive toward experimentation.
kinetic, and she really wanted to “figure it
out.” I can’t quite explain how this helps
me understand Teru’s vast and complex
body of work, but it does
On the wall of his studio, Kirk’s posted
rows of Polaroids capture quick shots of
raw intimacy, the quality that animates
the meticulously rendered and formally
gorgeous photo portraits that comprise
some of his “real” work.
For a self-guided field trip assignment,
Hannah visited the outside of an urban
Planned Parenthood clinic. She presented
on this experience thoughtfully, and with
nuance -- further proof of the thorough
research and precision that goes into her
work.
To paraphrase something Shai said in
an artist talk: “the SMFA will fuck with
your life.” The knowing laughter this
line got, and the increased rigor and
experimentation in Shai’s practice this year,
prove that she’s right.

I’m not sure I ever sat in on a class session
where Evan wasn’t documenting some tiny
absurdity that existed inside of a moment
that would look banal to anyone else.
During our research consult, Oona
explained to me how the original Tron
movie was made, and it was utterly
fascinating. Oona, please pursue this talent
for rendering the complex lucid. I want to
take your classes.
I keep rediscovering that Chloe’s work
makes you work. But it’s so fun and
colorful and there are stickers! Not so
fast, read her poems. You have to, it’s all in
there. Now look again.
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DENATURED
Denaturing is an act of redefinition: the moment a
rock becomes a paperweight, or a brick becomes
a weapon. It reshapes what is already established,
augmenting its nature into new meaning. As artists
we embrace the multiple facets of meaning. This
acknowledgement allows us to draw relationships
between rocks and paper, bricks and resistance,
nature and artifice. Our experiences enable us
to create. What is assumed to be permanent or
natural, can be denatured.
The collection of works in Denatured highlights
that what is viewed as natural can be altered. Our
personal narratives are proof of our agency to
redefine the environments we occupy. Through
this process, we too become denatured.

statement

artist bio

CATHERINE ARMISTEAD

Catherine Armistead is originally
from Charlotte, North Carolina.
She will graduate from Tufts
with a B.S. in Engineering
Psychology and a B.F.A. in
Studio Art. She has explored
multiple mediums, including
metalworking, etching,
papermaking, drawing, and
fiber arts, and she commonly
incorporates a variety of
media into her work. Based in
Cambridge, she makes jewelry
and sculpture concerning the
relationship between nature
and culture.
Particularly in the U.S., the speed at
which materials are discarded creates
an invisible but massive accumulation.
Paradoxically, remnants of the plastic
cups, forks, plates, and bags that are
used once and immediately forgotten
about can remain in the ocean for
centuries. The fleeting is remarkably
permanent.
I manipulate plastic bags almost
beyond recognition to hypothesize
what they may look like after
centuries in the ocean. By focusing
on the overwhelming quantity of
plastic waste that ends up in the
water, this body of work highlights
the growing, complex connection
between our waste and natural
ecosystems.
This installation questions the
constructed barrier between humans
and the earth. The intention of the
work is to re-establish a connection
to the ecological world that surrounds
us, while invoking a sense of
wonder and respect. I am using that
connection to incite awareness of
the greater ecosystems that humans
inhabit and harm, blurring the lines
between natural and unnatural and
offering a different perspective on the
impact of our waste.

artist bio

Tori is a designer. Tori is an
illustrator.
Tori is an interdisciplinary artist.
Tori’s work undresses
the”feminine trick” of

At times Tori is dizzied by this
brilliant world.
Tori understands we live in an
absurd, uncertain time.
Tori is worried too.
Aye.
So Tori makes art
because, to Tori,
it is the only thing that makes
any sense.

statement

TORI BAISDEN

seduction, strategy and
superficiality.

Femininity will always cause
pause.
Cus it dazzles.
Cus it awes.
Cus it’s got a certain something,
Je Ne Sais Quoi.
Yes, the Feminine is powerful.
Can enchant like magic, if you
get it.
That’s the trick.
Nothing can save you but your
own wit.
No Fear. No Shame. No, not for
the Feminine.
Just the love and the fun, and of
course, the Fight.
Be Light.
To the Ladies and Gents and
those who are
Beyond such bullshit Shine on.
Right on

artist bio
statement

LEAH CORBETT

Leah Corbett is a nonbinary, queer
photographer and artist, focused
specifically on conceptual portraiture.
Using a mixture of film and digital
photography, they aim to address
social issues and themes in their
work, such as: gender nonconformity,
identity, queerness, unconventional
relationships and family, and the idea
of home. The intimacy between subject
and photographer is vital. In their
attempt to break down classic power
dynamics, collaboration with subjects in
performance and representation of the
authentic allows for a three-dimensional
narrative to be spotlighted.

Nonbinary is a photographic wall installation that aims
to create space for gender non-conforming people and
address the relationship between gender expression and
gender identity.
Gender is always evolving to incorporate folks that identify
outside of the binary of “male” and “female”. Yet with that,
new stereotypes have formed from society’s desire to
categorize all identities into simplified, comprehensible
genres. Gender nonconforming, genderqueer, genderfluid, and agender identifying people now have pressure
to fit into the nonbinary “binary” – a certain aesthetic
that often equates “genderless” presentation with white
masculinity. I’m interested in first, exploring the varying
ways that nonbinary people defy these new rules by
separating gender expression from gender identity.
Second, creating a space in which these identities exist
and are voiced in fashion, advertising, and art. Finally third,
exploring intimate connections with my subjects by doing
weekend “residencies” in which I stay at their home and
converse, connect, and develop our relationship through
medium format photographs. These will provide insight
as to how the two of us relate, both as photographer and
subject, and as queer, genderqueer individuals. All of
these images - digital “fashion” photographs and medium
format “intimate” photographs – are collaged together in
order to create an immersive experience.
I’m looking to expand people’s vocabulary on what
gender and identity mean to us, as singular beings and as
a part of a whole. I want people to discover and question
all of the binaries we are consumed in every day. Why do
they exist? Are they helping? How do we break outside
of them? Instead of providing answers, I offer visual
variations to the “norm”. Ultimately, through the portrayal
of individual GNC narratives, I plan to let stories speak for
themselves in a world in which gender as you know it can
be left at the door.

artist bio
statement

CAMIEL DUYTSCHAEVER

Camiel Duytschaever is a nowhere-based
conceptual artist from a conservative community
in the bayou who uses the deconstructive mode
of collage to engage with video, photography,
sound, performance, and virtual reality. Her
appropriation of found imagery is usually the result
of philosophical inquiries, where rigorous critical
theory and frivolous internet search queries carry
equal weight. Born and raised in Houston, TX, she
cites the psychological impact of having grown
up in the city’s neverending patchwork of suburbs
as the foundation for her preoccupation with
commodity fetishism and alienation.

Virtuality seduces the escapist who thinks the horizon has
something to offer. Unlike a wall, in its defining surfaceness, a
horizon implies infinite depth. Where the daily life spent indoors
can feel stifling---a series of containers within containers---virtual
worlds offer a promise of abundance and fulfillment through the
illusion of immersion. Unity3d is a creative video game design
software capable of producing virtual worlds for stereoscopic
screens. When the software is opened to a new project, the
workspace defaults to a grey horizon. In the beginning, I was
compelled by the ease with which I could create pleasing
fantastical game environments. Over time, however, the system
of language and signs which structure the game-making software
became more interesting to me than the content of my own
projects.
I am not interested in creating simulations. By exploring how we
imagine and produce technology we learn more about ourselves
than we can by what we produce with it. To me, creating the
game environment is the true game and so I have created an
unstable game space that is generative and filled with reference
to the program of its own making. The player will also have the
ability to manipulate the game’s appearance, changing the game
environment each time it is played. It is and will always be in midst
of its own construction.
Ultimately, my work is engaged with ideas about the process and
limitations of virtual world building. Especially interesting to me
in this work is the role of the horizon. The game-playing escapist
will never reach the horizon because the horizon is defined by
distance, though we can only see it as flat image. Every new
development in cinema tries to transcend the surface by simulating
the horizon as the promise of the real, but virtual worlds are a ship
in a bottle: the horizon contained. They are either viewed through
the screen or through a headset, which is basically a screen tied
to the face. Escapism, the desire for what cannot be fulfilled, is
a form of grief. Simulated horizons are the product of the denial
stage of this grief. The work I produce materializes through a
process of multiplication and feedback, where it expands through
the appropriation of itself. To me, this sort of internal exploration is
the least violent and most fulfilling way I can express my grief and
mourn that which was never there: the real.

statement
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ARTU RO GONZÁLEZ-BARRIOS

Born and raised in the port
of Tampico, México, Carlos
Arturo González-Barrios
began his career in fine arts
as an animator at the School
of the Museum of Fine Arts
in 2013. In 2015, he won
the prestigious Springborn
Fellowship, and is currently
one of the Tufts Senior
Awards 2017 honorees. As an
artist, he has vastly benefited
from the multidisciplinary
education offered at the
Museum School. GonzálezBarrios has been empowered
through valuable critical and
conceptual skills that are the
foundations of his art practice.
He is mostly concerned with
tackling social and political
conflicts in his home country,
and art has given him the
eyes to investigate the
contemporary world.

As an animator, I think the world
in motion leaves behind only
a blur of what it once was. Art
interests me as a certain type of
paleontology. In an art historical
context, artworks are not mere
illustrations of a period. They
further our understanding by
exploring human experience
that would otherwise be
intangible. As my practice
began diversifying into drawing,
print and film I began seeing
my work as an investigating
procedure. My work consists
of collecting pieces of human
interaction, documenting and
intervening social and political
motion as interpreted by the
subjective workings of the mind.
The animation practice
developed into a lifelong
passion for movement and
transformation. My personal
experiences of violence
and civil unrest in my home
country engaged my interest
in unveiling the forces behind
the changing structures of
contemporary society.

statement
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ELLIE GROSSMAN

Ellie Grossman is a Bostonbased artist with a primary
focus in oil portraiture. Her
collective body of work is
multimodal, oscillating between
the concentrations of art
and psychology to indulge
her interests in the human
condition. The two realms
allow for both a “right and left
brained” investigation into her
curiosities about the impetuses
of communication. She employs
various permutations of this
into her practice, creating
multiple lenses and paths of
entry into the thoughts, feelings,
and emotions we experience
every day. Ellie’s current work
has taken her to investigate
the concept of perception,
and within that, questions
regarding the self; specifically,
one’s relationship to the self,
the integration of the self into
society, and the barriers the
self encounters. Within this
work, it becomes important
to recognize the subjectivity
it accompanies, and how her
own realities, modes of thinking,
and perceptions affect this
process. The combination of
the two disciplines allow her to
conciliate her often conflicting
personal modes of thinking,
indulging both her OCDprecipitated need for fact and
accuracy, and intuition in both
color and form.

Through the exploration of the
relationship between perception
and mental processes, I investigate
how each manifest within the other
to affect judgment, perception,
and meta-perception. I embark on
this exploration through my own
mental processes, utilizing my color
synesthesia – “ a crossing over of
the senses”, allowing me to associate
people with color – to overlay my
own perceptions of the individuals
and interactions I experience. By
acknowledging my own subjectivity
in communication, it conversely
allows me to employ an objective
lens through which I can decipher
interaction. A preliminary conversation
with the subject serves to gather
information and foster connection, as
they detail how their individual mind
affects their perception of themselves
and others. I then incorporate my
personal language of color, creating
a portrait that establishes a visual
representation of my attempt to
“accurately” join our perceptions.
Following the creation of the portrait,
a subsequent conversation takes
place in its presence as the subject
and I discuss the correctness of the
perception created: Is this accurate?
Where is the disparity? What affect
does this have on personal perception
versus external? Recordings of the
epilogue conversations play along
with the portraits, discernable in
close proximity, yet imperceptible
while viewing the paintings in totality.
Perhaps melancholically, it becomes
apparent that there is no truly impartial
image, as neither I or the subject can
ever achieve perfect objectivity in this
self-reflection.

statement
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TERUKO ISABELLA KUSHI

Teruko Kushi is an interdisciplinary
artist based in Cambridge,
Massachusetts. Her work foregrounds
the materiality of painting. By
examining painting’s relationship to
psychological, spatial and conceptual
experience, her work blurs the
boundaries between sculpture,
painting and installation. Movement,
light and interactive gestures are
integral elements of her practice.
Through a colorful and performative
approach to painting, she imbues
her work with questions of intimate
experience, memory, cultural identity
and the embodiment of space.
Generally we relate to paintings as we relate to
windows: what matters exists beyond the surface.
However, what we see exists simultaneously
here and there. Painting tells us as much about
how we see as about what we see. More than
materiality on canvas, painting is a way of
seeing. When we encounter a display of seeing
- objectified and isolated - it confronts us with
how we see ourselves. Rather than working to
transcend materiality in a painting, my work aims
to emphasize the material body. My work frames
paintings as objects, in which the materiality
is sculptural, physical and animate. I imagine
the bodies of my paintings looking back at me,
reflecting not what but how I see. Painting sees me.
Recently I’ve been interested in making work
which forces the viewer to recognize how it is
looked at. I create situations where the work
requires you to lay down, touch, smell, enter or
speak to it to be experienced. I attempt to pose
questions on how we see all things in relationship,
the ways material can transform in and out of
context - How rugs can become tapestries when
placed on walls, or paintings become graffiti when
created outside. I believe the hierarchies built into
space through architecture play equally into how
we perceive paintings as the paint on canvas. It is
these frameworks that mediate how we view what
is “art” and what is not. I aim to subvert and disrupt
the the lense which defines painting, by viewing
painting as an expanded field occupying all spaces
and definitions.

statement
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KIRK LORENZO

Kirk Lorenzo is a queer latino
from New York City currently
based in Boston studying
multiple disciplines at The
School of The Museum of
Fine Arts. From, photography,
sculpture, cinematography and
performance; Lorenzo navigates
highlighting the biopolitics in
play that affect his narrative,
and identities. His work falls
directly at the intersections
and confrontations between
questions such as: what kind of
bodies dictate our perception
of our own desirability? Why
is survival for some dictated
by proximity to whiteness? Are
the non-normative desires and
intimacies brown and black
bodies seek simple enough
to be viewed through a single
critical lens? How does one
navigate the familial gaps
created by queerness, class,
and language? And finally;
Is there an ethical means of
navigating survival under the
biopolitics that suppress our
lives?

House of Ill Fame: Anacaona
como La Génesis is a window
into politics that foster
Lorenzo’s involvement in the
BDSM/Leather community;
Anacaona como La Génesis
is a facet of a larger body of
works titled House of Ill Fame.
This facet of House of Ill Fame
navigates the longing for a lost
intimacy between mother and
son. An intimacy ruptured by
the traumas that immigration,
poverty, queerness, academia
and language barriers have
and continue to provoke.
Thus the dichotomy of what a
parental figure has access to,
vs. an individual’s expected
needs/wants from a parental
figure fosters Lorenzo’s desire
to navigate away from such
reality. Lorenzo finds himself
seeking solace in the arms of
the complexities of polyamory
(a concept alienated from
brown and black bodies) as
well as a community functioning
under the legacies of
colonialism, and the exclusivity
of capitalism. Anacaona como
La Génesis thus withholds
the catharsis intended with
manufacturing aesthetics.
It offers to complicate an
already complicated narrative
and questions the radicality
of the self along side that of
a community existing within
the social infrastructures that
dictate our lives.

statement
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HANNAH MARSHALL

Hannah Marshall is a Bostonbased artist working primarily
with handmade paper. She
was born and raised in Eastern
Connecticut with two sisters.
Her dad is devoutly Catholic
and was ordained a deacon
when Hannah was eleven years
old. His ordination process
gave Hannah a behind-thescenes view into the Catholic
Church: she saw the church
before the lights were on,
before the decorations were
up, before the candles were
lit. The church became more
like a home and less like a
sacred, mystical space. This
experience coupled with
her mom not being Catholic
allowed her to see the church
as permeable; as something
that can be learned, negotiated,
and left. She holds multiple
relationships to the church: an
insider with special access to
the church that most Catholics
don’t have, a good Catholic,
and a non-Catholic. She has
always known that The Catholic
Church can exist without all its
decadence, a real person can
acquire a position of power,
and that not all people are
Catholic. This half-Catholic
upbringing greatly impacted her
life and work as an artist. She
is interested in articulating and
illustrating feminine power.

My work interrogates the
contemporary Catholic Church
and its teachings on sex and
gender as manifested in the
Virgin Mary. I am discovering
Mary as a god, a real person,
a negotiated space, and as a
weaponized symbol. Mary’s
body is physically present in the
daily lives of many Catholics,
but is not represented in the
teachings and traditions of the
Catholic Church. Quite simply,
there are no women with power
in the church’s hierarchy.
This body of work deals with
the discrepancy of Mary in the
Catholic Church; what happens
to someone when they are
simultaneously present and
absent? I am looking at Mary as
a real person—as myself. What
happens when Mary’s hands
become my own hands, and my
hands become Mary’s hands?
The large, tapestry-like sheets
of handmade paper reference
the layers upon layers of fabric
that cover Mary’s body. I am
questioning the church’s tradition
of celebrating and revering Mary
while actively preventing women
from having access to space
within the church.

statement
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SHAILIN MESSER

Psychology student gone artist,
Shailinn is cultivating a practice
in drawing and painting while
grappling with the existential
crisis of what it all means.

Drawing and painting
come together in the multipiece collection of Memory
Abandoned. Traditional
practices of figure painting and
drawing become contemporary
when translated through a
photographic lens; where the
observed object becomes
subject, and nothing quite adds
up. While dominantly drawing
based, Memory Abandoned
opens the dialogue between
drawing and painting practices,
while operating in a realm that
is neither.
The work is heavily influenced
by archival analogue
photography and rooted in
a deep sense of nostalgia;
Memory Abandoned is
composed of ominous
reconstructed figures of the
past. Through the distorted
guise of photography,
uncomfortably contorted bodies
seek to make sense and desire
to become sentient. Although
all too impossible, the figures
remain delightfully uncanny
as if to test the boundaries of
perception, and what it means
to be human: ultimately, nothing.
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KRISTINA MCCOMB

Kristina McComb is an
interdisciplinary artist
from Western Mass. She
received her Associates of
Science in Visual Art with a
Photography Concentration
from Greenfield Community
College (GCC), where she
graduated with distinction
in art. While attending GCC
she started an art practice
of merging photography
and sculpture. Kristina
transferred to The School of
the Museum of Fine Arts at
Tufts University to gain skills
in sculpture, while continuing
to pursue photography.
Kristina’s work has been
exhibited since 2014, most
notably at the Brattleboro
Museum and Arts Center
in Brattleboro, VT and the
Philadelphia Academy of
Fine Arts in Philadelphia,
PA. In addition to being
an exhibiting artist Kristina
has spent time working as
a teaching assistant for a
summer photography class
at the Franklin County Jail.

“Even imperfection itself may
have its ideal or perfect state.”
- Thomas de Quincey
The pearl, a material prized
for perfection, yet that is so
rarely perfect, serves as the
inspiration for this body of
work. At its origin, a pearl is
nothing more than an agitation
to the shell it grows in. In
Manufactured Autonomy, I
examine and catalog the
physical intricacies such as
size, shape, color, texture, and
other defining characteristics of
pearls and the shells that they
grow in. Through repetition of
intimately sized photographs
the pearls are cataloged
and come together to create
an archive, resembling an
antiquated family photo album.
The use of a chemical reaction
to rust the metal structure
references the coating
process of daguerreotypes
and tintypes and points toward
the impact of time on material.
Time stands as a dichotomy
as it represents both death
and life, as it naturally slowly
and steadily destroys steel
and also gives life to pearls.
No part of life is untouched
by times impact. And these
minute details in the world are
what draw my attention.
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CAITLIN ROSE

Caitlin Rose works with
multi media performance.
Utilizing her strong theatrical
background, Caitlin wishes
to integrate her studies
in visual art and design
with live performance to
create meaningful and
immersive experiences.
As Caitlin’s experience
and understanding has
grown, it is now her mission
to combine and contrast
theatre with visual art
and vice versa. With this
ambition in consideration,
she has discovered an
interest in creating an
aesthetic environmental
experience encompassing
such elements as color,
form, shape, movement,
sound and ensemble.

My work involves the use of
visual art, theatre, performance
and installation to explore
and express concept. With
an extensive background in
Theatre performance, I have
had the difficult but rewarding
challenge of opening a
conversation between my
past performance work and
my future art practice. For my
Senior Thesis Project I am
interested in questioning the
artist process and the agency
behind inspiration through
multi-media performance.
Today, with social media
platforms at the forefront of
our activities, it can be hard
to identify the difference
between the body and the
projected self. My hopes in
creating this piece are to
demonstrate multiple identities
and projections in relation to
“reality”. Through exploring the
relationship of two people - the
performers - whose identities in
themselves are fluid, the piece
confronts the viewer with two
realities that we live among;
our conscious and our dreams,
and how that line is blurred
with advances in social media.
This piece can be a prompt
for people to examine their
own experiences living, and to
encourage them to recognize
and realize the differences
between reality and virtuality.
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CHRIS SAGEMAN

Chris Sageman, originally from
Vermont is best known for his
gestural drawings and paintings
with imagery sourced from
American culture and history.
By creating a density of imagery
and text his work takes part
in a discourse with America’s
past and present. His work is
influenced by other cultural
satirists and commentators
such as Philip Guston, Jean
Michel Basquiat, and David
Shrigley. Although he works
with many mediums (sculpture,
printmaking, painting) he
considers his primary approach
to be drawing.

This body of work exposes
the hypocrisy of contemporary
American culture. Using density
as a visual and artistic strategy,
the work reveals a narrative
of what it means to be an
American. With contemporary
American culture reaching a
point of critical mass, whether
it be social media, television,
or advertising, the average
American is under the constant
bombardment of images and
text, news and propaganda.
Through drawing, painting, and
appropriated images and text,
the work looks critically at the
irony of the present climate in
America. Employing American
iconography of the past as well
as the present, and removing
text and images from their
original context in magazines,
advertisements, trash, etc.
with the intention of creating
an alternative narrative, which
problematizes the American
value system. The notion of
what the American dream
is becomes abstracted and
viewed through a critical lens.

statement

artist bio

CHRISTINE SOPAPTA

Christine Sopata is a visual storyteller balancing
narratives with allegorical imagery, inspired by The
Bible, historical writings, nature, and ephemeral
happenings. She is drawn to the nature of leaving
reality and embracing a written one and reflecting
on observations of the physical world to gain a
better understanding of self. Sopata sees inner
space as an abstract landscape, weaving in and out
of the observer’s physical world. With its relation to
the human nature of growing and understanding,
bookmaking allows Sopata to investigate new
methods and new perspectives of the individual’s
perception of their cosmic placement.

So Jacob called the name of the place Peniel, saying, “For
I have seen God face to face, and yet my life has been
delivered.” Genesis 32:30
Once there was another Tree that began to grow in the
midst of a garden. As the Tree grew older, she started to
evolve, parting from its original form. This Tree took pride
in her new profile, showing the world the strength of its
new sagacious branches. When it became spring, children
came and visited the Tree, making sure that they only
climbed the Tree’s new branches because the previous
form was too frail to support their weight. This made the
Tree confident in her striking new shape, neglecting its
original structure becoming nothing more than the former
skin is to a snake after shedding. The Tree thought she
finally stood alone until one very hot summer day, and
the children would not stay and play with the Tree. This
only left the Tree confused, feeling the hollowness of its
branches she tried so very hard to only part.
After weeks passed, the Tree saw a little child from afar
coming towards the center of the garden. Joy radiated
through the Tree’s branches, but as the small girl
approached the Tree, she continued to walk by.
“Hey!” The Tree cried after the small girl. “Child, why don’t
you stay and climb my branches?”
“Silly Tree,” laughed the girl. “It too hot, and you give no
shade,” and the small child continued on her way, skipping
through the remaining of the garden.
The roots of the Tree ached, desiring only the foliage of
leaves that once grew before from its original form. Now,
the Tree only feels very few healthy leaves, while she
watched the rest disappear with their last words under the
shoes of the children who walked by.
From that day on, the children only knew of one Tree in
the midst of the garden. A Tree – that some children,
including the Sun, would only tell you – wrestled between
nurturing one side and controlling the other. Yet the Moon,
and the children who remained in the garden sang the
Tree only dances with two.
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EVAN SWINERTON

Evan Swinerton is a Portland,
Maine based artist. They work
with photography, moving image
and graphic design. Swinerton
was born in Portland, Maine and
raised just up the coast in The
City of Ships, Bath, ME.
The artist book “Maine Woods”
presents a visual and written
narrative that focuses on specific
concerns of LGBT youth in
Maine. Their concerns center
on survival and their future in a
rural and largely isolated state.
Through interviews with the
artist’s immediate community
in Maine, a set of personal
and intimate relationships are
revealed. The discussions and
reflections foreground a series
of specific social, economic
and cultural realities. At the
same time, a visual narrative
unfolds through cellphone
pictures, video stills, and formal
portraits taken by the artist. The
photographs in Maine Woods
show a specific and actively
involved view of place and
moment in Maine. Both text and
photograph describe the current
condition of a small group of
people from small towns on the
coast of Maine.
Through photographs, books
and videos, I am building myself
a framework and context to exist
in. This is an essential aspect
of living in a visual culture. By
making images and placing
those images in a framework
of form and word, I can make
space for myself and negotiate
my own survival.
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OONA TAPER

Oona is a visual artist
working in video, installation,
and drawing. She lived in
Bozeman, Montana before
attending school in Boston.
Besides pursuing a BFA from
the School of the Museum
of Fine Arts she also studies
sociocultural anthropology
at Tufts University. Her
academic focus on medical
anthropology and science
and technology studies often
influences her artistic practice.

Novel technology, meant to
improve your physical and
emotional well-being tracks
everything from your heart rate
and the steps you take to your
emotions and the calories you
eat. My current work developed
from a fascination with apps
and wearable technology. This
technology asks us to think of
our bodies as a type of medical
machine. Our intakes and outtakes
are broken apart into systems to
be monitored. I find it disorienting
and uncomfortable to visualize
the body as both a whole being
and, simultaneously, a machine
made of measurable parts. It is the
uncanny discomfort produced by
the dislocation of the embodied
self and the image of a body as a
medical or mechanical object that
I explore within my visual practice.
Fleshy materials, globs of paint,
string, and liquid latex create
tension with hard lines, sharp
edges, and clean smooth surfaces,
which seem both medical and
industrial. This tensions suggests
the dichotomy between human
and machine. In the video
component of the installation
human forms follow mechanical
movement. The work aims to
create a sense of discomfort
centered on the dichotomy
between body as self and body
as medical/mechanical object.
This discomfort defamiliarizes
the comfortable to question
overlooked facets of experience.

is activating her work
through her body as an
intergenerational dream journal,
is dreaming about tropical heat,
hopes to create sincerely.
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CHLOE WONG YU LAM

was born in Los Angeles,

in the butternut glow of a flung open frame
breathe sparks into your palm
tinder spit burns; dances a constellation up
your throat
you haven’t learned yet how to eat flames
but liquid lava fills your belly
hot sulfurous gusts boil me taut and thin,
nearly as clear as a
glass magnifier through which the sun is
laser hot
pinpointing on my conception
when the way you have always learned to be
honest
has been through fictions
what makes you any more a liar than the
letters of proof
by which your parents try to lay claim to you
what makes those affections any less real
than the kind that you conceive now
when she was five and i was six you told her
she wasn’t ours
when she was 16 and i was 18 you told her
she had always been ours
but she had not been wanted; just like no
one wanted the dark of the back of her
knees
a birth mark detailing the deep cold hatred
that had thrust her open into this world
fitted from a turbulent typhoon furious wave
so that she can be nothing but kind
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