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Now I’m just laying down some kind of foun-
dation; these pieces are like visual notes, like 
how you put notes in your notebook. These 
are all notes to come back to at another time, 
elements to reconnect in the future. The hair, 
the bottle caps, the bottles they’ll all represent 
themselves in another salad on up the road 
somewhere.1
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4
Notes. School is all about notes. Notebooks. 
Footnotes. To-do notes. Notes to self. Passing 
notes. Love notes. Leaving notes behind where 
words don’t belong, proof of our existence on 
a desk or the bathroom stall. Students used to 
carve them in or jot them off in permanent ink, 
but now they text them, constant thumb-taps, 
in virtual public notebooks called Facebook or 
Instagram. Notes come in the forms of a caption, 
a timeline, a story, a feed. Then the comments: 
they must be witty, and then the likes, those tiny 
blank hearts waiting for your tap to color them 
in, so perfectly within the lines, injecting each 
little tiny heart with blood, with life. And musi-
cal notes — learning early to play and read them, 
scaling up and down, down and up. All because 
of that research parents read about how children 
who took music lessons at a young age would 
later have higher IQ’s… Then there’s what gets 
them going, really, mom and dad, the opening 
notes to that song of the season, that catchy 
tune, that riff in that song in the darkroom or the 
studio or the editing lab that fuels them to keep 
working, keep applying paint, sewing stitches, 
keep coding, keep agitating the developer.

But in school they are (like the them that 
was once us) still taking a lot of notes: copious 
ones, illegible ones, spiral-bound or Moleskine-
sewn ones that these very students will one day 
discover in a box their parents make them take 
away when they visit home one Thanksgiving 
in 2035. Take it, they say, I need to turn your room 
into a holiday wrapping staging area. Or into my 
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+writing room. Or into our VR palace — you know, 
it’s the next big thing. Have you tried it yet? These 
now-seniors, soon to be alumni, will open it up 
while their first kid is finally napping, and, like 
that, be transported back to New Haven, and 
remember that class they had to take, what was 
it, Visual Thinking? Critical Theory! Hey, remem-
ber that class Painting Time? Remember that epic 
crit? In the pit, pool, den, lake, what did we call 
it? Turning pages, and going back in time, the 
sketchbook as Proustian madeleine, the box of 
black-and-white contact sheets as memory-jog: 
That was a good party/tailgate/night/weekend/
trip/year. 

But then at the bottom of the box, a quiet 
moment of recognition as the notebooks from 
senior year come into focus — Class of 2019. The 
they becomes you now. You remember what it 
was like — the smell of the studio, the taste of a 
falafel with hummus — No, I want one sandwich, 
a falafel with hummus, not two, not a falafel sand-
wich and a hummus sandwich. The wind behind 
you as the power door slams shut at the studio 
building. The muffled sounds of the grad stu-
dents working above, or below. 

And then you are an I: Who was I? Am I 
still that person? Would I believe it then if I told 
myself what I am doing now? What was I think-
ing back then? What was in my head? What did 
I care about? Who did I care about? If only I 
could find a word to describe what I was think-
ing about, struggling with, focusing my atten-
tion on…

0



6
There was this book, the one in your hands, 

and this assignment to come up with a word. 
I vaguely remember a photo shoot. That was fun. 
Whatever happened to that guy who took our pic-
ture? I wish I still had that object I brought with me 
to the shoot. I loved that thing. It was on my studio 
shelf all year. The sun faded the back of it. I remem-
ber we had to come up with one word. It was hard 
to pick just one:

Iteration. Indecision. Info. 
Interactivity. Translation. Resonance.

Filament. 

Patience. Calm. Attention. 
Water.

Portal. Box. Nested. 
Work. Sealegs. Control.

Dreamgirl. Outlier. 
Uncanny. Bleeding.

Undesign.

Yeah, that’s it. That’s what we thought 
about. Ruminated on, were inspired by. That was 
me, that was us then. It all still makes sense.

Lisa Kereszi, MFA 2000
Director of Undergraduate Studies
Yale School of Art		
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Attention

Attention as a form of devotion; attention as 
a way to see (to understand?) and to be moved 
by my environment; attention as a method for 
looking and for making. 

devotion – obsession – keepsake – heirloom – 
collection – record – moment – care – neglect 
– intimacy – pause – time – growth – decay 
– memory – ghost – containers – frame – 
transitional object – membrane
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Interactivity

I'm not convinced there's a difference between 
studying art and studying psychology. In both 
cases, you're studying people. Studying how 
we react to a stimulus, theorizing why we react 
to it, creating a suspended environment for a 
person and their perception. I chose to study 
art, because it's the more gritty, down-to-earth 
twin of psychology. Psychology would proba-
bly tell you that we weren't meant to be, that 
I never appreciated it enough, that it tried to 
show me the beauty of raw data and empirical 
evidence and statistical significance, but I was 
too stubborn and impatient and impulsive to 
see it.
	
Most art is “interactive”— you give it your time, 
the art says, “thank u very much,” and triggers 
a stimulus. The supremely honorable title of 
Actually Interactive Art™ is reserved for art 
that seems to care more about you than itself. 
Art that doesn't exist without your attention, a 
symphony that goes silent without your ears, 
an animation that stills without your participa-
tion. My senior thesis is part installation, part 
social experiment, with an all around vibe of 
virtual intimacy, social exchange, ephemeral 
design, and the pleasure of play.
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Nested 

1.  (adjective) (of similar objects of granulated 
sizes) placed or stored one inside the other  
	 a. “a set of three nested tables” 

2.  Layers, one on top of the other, working 
together to create a cohesive whole. Collage. 
Assemblage.

3.  Wooden Russian dolls, pregnant with 
Russian dolls, who are pregnant with other 
Russian dolls  
	 a. “Before you were born, you were an egg  
	 in your mom, who was an egg in her 		
	 mom. Before you were born, you were a 	
	 nested Russian doll of possibility in your  
	 mom’s ovaries.” (from The State by  
	 Tommy Orange)

4.  Objects waiting to be actualized. Strangers 
are nested before you begin to peel back the 
layers. Peel until you reach the very core, 
innermost layer.

5.  Peel the objects back, so that you can find 
out what lies underneath the surface. 

6.  People are not what they seem. Art isn’t 
what it seems either. A piece should require 
more than a single look. Let a piece demand 
something of you. Peel back the layers. 
Imbibe it. 

7.  I want to complicate what I see. I want 
things to be legible, but not easily digestible.
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Resonance

Resonance is internal understanding, a recog-
nition of truth in two places. Resonance is the 
satisfaction of a load being lifted. Resonance 
is a compass, and a step forward.
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Box

[No text provided]
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Iteration

I rarely start off with a great idea and in the 
rare case that I start with some kind of vision, 
it tends to look very differently by the end. The 
process of thinking, making, changing, and 
repeating is central to the way I think about 
creating and, frankly, central to the way I do 
most things. That iterative process is largely 
due to the nature of a software-based and digi-
tal medium, but it’s not the only reason for it. 
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Portal

We pass through. Someone stands outside, 
knocking. We peer through the gaps. Another 
rushes by without a thought. We turn the lock. 
We stuff stockings in the gaps to keep out the 
cold. In our cotton houses, we batten down the 
hatches. Where do we weather the storm?

I escape to my room, where every surface 
is stacked with soft things: cards and letters, 
the painted wrapping paper taped to the wall, 
other people’s clothes, the quiet light coming 
in the window. I am hiding. I stay in bed.

From the sidewalk, Yale’s residential build-
ings seem not to have any doors at all. Their 
entrances have been turned to the inside, creat-
ing an enclosure that, with stark finality, sepa-
rates the space of the University from the space 
of the City. This conscious turning-inward was 
solidified in the enormous building projects that 
began in 1919, with most of the original residen-
tial colleges constructed by the early 1930s.1,2 
This turning-in by design was meant to eradicate 
the complicated encounters of a perceived dif-
ference, to create a separation between the life 
of the university and the life of the city — though 
their fates are intertwined.

I walk a narrow path to the front door of 
the library. I display my ID, am granted access, 
and disappear inside again. A portal is a concen-
tration of power where stories of access are cre-
ated. Here, decisions about who may enter and 
who stays out, or who may leave and who must Em

m
a 
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remain, are enforced through architecture and 
surveillance.

A portal is entry and exit, escape from the 
world to the interior or escape from the interior 
into the world, a hovering between, the trepida-
tion of waiting on the threshold. You might be 
invited inside, or you may be refused. You may 
pass by without wanting in at all, as I am sure 
most New Haveners pass the University with feel-
ings of resentment, anger, fear that their neigh-
borhood will be the next site for the University’s 
attempts at expansion, but not with the desire to 
be assimilated into the strange environs of the 
institution. What can ‘we’ do to extend the reach 
of this University’s resources past its own majority 
white, majority wealthy constituency? If we one 
day use these gates to shelter together, huddling 
together through these calamitous storms, will 
that be enough?

I push through the heavy iron gate, where 
the sun-filled college courtyard screams with 
peace. In spring, these garden beds will writhe 
with tulips. The flowers are put into the ground 
after they’ve already bloomed. We see nothing 
of their long sprouting process, and little of the 
humans who nurture them. I have never seen a 
wilting flower in these courtyards, though per-
haps my memory has failed. Some days I can only 
see violence in the stones of these buildings.
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Uncanny

Today, we often find ourselves pigeonholed 
into a singular way of thinking. In a world that 
relies so heavily on the consistency of reason 
and logic, it is almost natural to avoid the 
unknown. Unlike in the distant past, which 
was governed by spirits, celestial systems and 
inexplicable phenomena, the modern world 
has become far less about the wondrous, and 
far more about the expected. This is not to 
say that the wondrous is definitively good and 
the expected is definitively bad. Instead, it 
becomes necessary to realize that a vast sea of 
wondrous and alternate possibilities contin-
ues to exist alongside our now conventionally 
expected results. It is the job of the creative to 
explore those possibilities within the infinite 
dimensions of the fantastic, the occult and the 
uncanny.
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Dreamgirl

1.  noun. A being often extraterrestrial or celes-
tial in nature, other worldly; a nebula or hya-
cinth bloom.

2.  noun. That figure in your mind that contin-
ues to appear in sketchbooks regardless of 
attempts to draw other things.

3.  noun. Who you become when your time-
stream collapses and nostalgia collides with 
knowledge; a retrospective; a reckoning.

4.  play. A girl dream. A mad girl. A me girl. Me, 
a girl? Me: a girl! A girl Me! A dear girl. Dear 
girl, 

5.  noun. One often represented as manic, or 
pixy, or both in common media when in fact 
they are completely alien—extraterrestrial 
and fabulous.

6.  noun. A song you heard once, but wearing a 
flower crown.

7.  Sky-fizz: 
She is unsteady 
Bubble and fizz like Shirley Temple 
Grenadine Sweet like cherry chapstick 
 —kiss her seltzer sting and she will 		
	 bubble over. 
 
Pop like bubblegum— 
she’s full of hot air anyways 
sends painted balloons to the stratosphere 
flies pinks and greens 
weighted steady by the sandbags  
	 under her eyes Ta
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or
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From all the way up here, 
she can tell you the weather. 
 
Can track cold winds blowing through 
Feels the pull of the moon on the tides  
	 of her waterline 
 
Can show you meteors 
Their wagging tails, their wild eyes 
The sing of their laughter 
Ringing clear and giddy as they  
Fall to the earth 
 
Shine like gold leaf,  
Burning so bright— 
 
And melting away; shedding 
Piece by molten piece 
Until all that remains is memory 
And a trail like rising steam— 
 
Oh so warm. 
So rarely visible. 
 
She bubbles over, spilling down cold glass.
She wonders if her drips look like meteors.

Ta
yl

or
 Ja

ck
so

n
W

or
d



0 
1 

2 
3 

4 
5 

6 
7 

8 
9 

10
 

11
 

12
 

13
 

14
 

15
 

16
 

17
 

18
 

19
 

20
 

21
 

22
 

+

1	
 

M
y 

Th
ir

d 
Ey

e,
 2

01
8 

Th
re

ad
 o

n 
ca

nv
as

2	
 

M
y 

Th
ir

d 
Ey

e,
 2

01
8 

O
il 

on
 c

an
va

s

3	
 

St
ud

io
, 2

01
9

9



N
am

e 
80

Se
ct

io
n



0 
1 

2 
3 

4 
5 

6 
7 

8 
9 

10
 

11
 

12
 

13
 

14
 

15
 

16
 

17
 

18
 

19
 

20
 

21
 

22
 

+





0 
1 

2 
3 

4 
5 

6 
7 

8 
9 

10
 

11
 

12
 

13
 

14
 

15
 

16
 

17
 

18
 

19
 

20
 

21
 

22
 

+



84
R

ef
er

en
ce

s
Ta

yl
or

 Ja
ck

so
n

1

2

4

3

5



0 
1 

2 
3 

4 
5 

6 
7 

8 
9 

10
 

11
 

12
 

13
 

14
 

15
 

16
 

17
 

18
 

19
 

20
 

21
 

22
 

+

1	
H

an
na

h 
Pi

tt
ar

d,
 T

he
 F

at
es

 W
ill

 F
in

d 
Th

ei
r W

ay
, 2

01
1.

 I 
re

m
em

be
r r

ea
di

ng
 th

is
 

no
ve

l, 
w

hi
ch

 ta
ke

s 
pl

ac
e 

in
 a

 s
m

al
l c

om
-

m
un

it
y 

no
t u

nl
ik

e 
w

he
re

 I 
gr

ew
 u

p,
 a

nd
 

be
in

g 
st

un
g 

by
 th

e 
ex

pl
or

at
io

ns
 in

 it
. 

2	
G

us
ta

v 
K

lim
t, 

Po
rt

ra
it 

of
 A

de
le

 B
lo

ch
-

Ba
ue

r I
I, 

19
12

. T
he

re
’s

 th
is

 d
ec

ad
en

ce
 to

 
K

lim
t’s

 w
or

ks
 th

at
’s

 ic
on

ic
, y

et
 th

is
 p

or
tr

ai
t 

ch
an

ne
ls

 th
at

 w
it

ho
ut

 th
e 

w
el

l-k
no

w
n 

fla
sh

 
of

 g
ol

d.
 I 

ha
ve

 a
 p

ri
nt

 o
f t

hi
s 

in
 m

y 
be

d-
ro

om
 th

at
 I 

lo
ok

 a
t w

he
n 

sk
et

ch
in

g.

3	
Vě

ra
 C

hy
ti

lo
vá

 , 
Se

dm
ik

rá
sk

y 
(D

ai
si

es
), 

19
66

. T
hi

s 
pr

oj
ec

t, 
lik

e 
m

uc
h 

of
 m

y 
w

or
k,

 
em

er
ge

d 
ou

t o
f m

y 
di

ar
y 

pr
ac

ti
ce

, a
nd

 m
y 

la
te

st
 d

ia
ry

 s
ta

rt
s 

w
it

h 
a 

co
lla

ge
 o

f s
ti

lls
 

fr
om

 th
is

 fi
lm

. I
t’s

 s
o 

jo
yf

ul
 a

nd
 c

ol
or

fu
l…

 
I w

an
t m

y 
w

or
k 

to
 fe

el
 th

e 
sa

m
e 

w
ay

.

4	
K

yo
ko

 O
ka

za
ki

, P
in

k,
 1

98
9.

 T
hi

s 
is

 
an

ot
he

r p
ie

ce
 th

at
 fe

el
s 

lik
e 

di
ar

y.
 I 

fin
d 

m
ys

el
f r

et
un

in
g 

to
 th

e 
im

ag
es

 in
 th

is
 b

oo
k 

w
he

n 
m

us
in

g 
ab

ou
t t

he
 e

m
ot

io
na

l w
or

ld
 

I’m
 tr

yi
ng

 to
 e

xp
lo

re
.

5	
I h

av
e 

a 
de

ep
 e

m
ot

io
na

l c
on

ne
ct

io
n 

w
it

h 
Fr

id
a 

K
ah

lo
 a

nd
 h

er
 w

or
k.

 A
s 

th
e 

re
si

de
nt

 o
f a

 fa
lli

bl
e,

 o
ft

en
 li

m
it

in
g 

bo
dy

, 
he

r w
or

k 
an

d 
he

r s
to

ry
 k

ee
p 

m
e 

go
in

g.
 I 

bo
ug

ht
 th

es
e 

bo
tt

le
 c

ap
 e

ar
ri

ng
s 

at
 th

e 
H

ig
h 

M
us

eu
m

. I
 w

ea
r t

he
m

 w
he

n 
I n

ee
d 

to
 

re
m

em
be

r t
ha

t g
re

at
 w

or
k 

ha
s 

be
en

 d
on

e 
in

 
fa

ul
ty

 b
od

ie
s 

be
fo

re
 a

nd
 c

an
 h

ap
pe

n 
ag

ai
n.

9



86
Outlier

My ex-therapist once told me “Yours is a lonely 
existence because you are an outlier. The 
world is not for you and you are not of this 
world. You’ll have to find a way to make peace 
with that.” 

My practice is my way of working through 
my wonderful mess. I reach for the uncanny, 
barely formed, unadulterated parts of myself 
and allow them to flourish. The things that 
make me squeal with delight and those that 
make me retreat in fear equally have the space 
to be in my creations. My work and I are pas-
sionate yet unbothered.
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Undesign

I have no personal lexicon. 
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Calm

This word is important to my practice in two 
distinct ways. In the process of conceptual-
izing and making a work this word becomes 
about my relationship with the material I plan 
to work with. A calm mind allows me to attune 
myself to the material so that we can work 
with each other. The goal is to be two bodies 
in unison dancing through the procedures of 
construction. 

After a work has been completed this word 
is about the translation of this dance to the 
viewer. The viewer is a new dance partner for 
the work. The work demands specific focus on 
minute detail of its new partner. Only through 
patience and calm can these demands be met. 
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Translation

I don’t consider myself an artist. I am a 
writer first, and then a designer, and then an 
engineer. My word is “translation” because 
I spend a lot of time wondering how sen-
tences can become texture, how thoughts can 
inhabit space, and how computers can under-
stand stories. 

I am most curious about things that get lost 
in translation. There’s something deeply 
sad about something that is given but not 
received. In my work I am most interested in 
understanding this space between giving and 
receiving, experience and memory, thought 
and expression, input and output. I want to 
recognize what is incommunicable. I want 
to know how much of this relates to having a 
human brain. 

Summarized neatly, this is what I have to say: 
I want to give bodies to words, give words to 
nonsense, and give nonsense to meaning. 
Then I want to see what falls through the 
cracks and figure out how it got there. It’s 
the most fun when you realize you’ve fallen 
through as well. 
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Control

When a classmate asked why I love design-
ing books so much, I responded that those 
projects give me the most control. As an art-
ist and a designer, it is important to me that 
the viewer of my work experiences it in a way 
closest to my intention. Books, which have 
an intrinsic beginning, end, and sequence of 
pages in between, allow the creator to control 
the timing and order of the narrative. While 
the viewer can feel free to explore at their 
own pace, flip through, skim, or jump to the 
end, there is certainly a clearer “suggested” 
procedure. I like constructing consistent sys-
tems that connect varying parts of one project 
together, whether it be through grid layouts, 
color, or typography. Sometimes, I wonder 
why I desire so much control in my work. 
Maybe it’s because in other areas of my life,  
I lack control…
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Indecision

or chance

using randomization and probability to 
inform a design methodology

learning to make the most of suboptimal 
outcomes

the forced hand as an instrument of design

W
or

d
D

ev
on

 M
er

le
tt

e



1	
 

D
ee

p 
G

ra
in

, 2
01

8 
in

kj
et

 o
n 

le
tt

er
 p

ap
er

2	
G

O
L1

, 2
01

8
R

is
o 

on
 ta

bl
oi

d 
pa

pe
r

0 
1 

2 
3 

4 
5 

6 
7 

8 
9 

10
 

11
 

12
 

13
 

14
 

 
16

 
17

 
18

 
19

 
20

 
21

 
22

 
+

15



N
am

e 
13

6
Se

ct
io

n



0 
1 

2 
3 

4 
5 

6 
7 

8 
9 

10
 

11
 

12
 

13
 

14
 

15
 

16
 

17
 

18
 

19
 

20
 

21
 

22
 

+



N
am

e 
13

8
Se

ct
io

n



0 
1 

2 
3 

4 
5 

6 
7 

8 
9 

10
 

11
 

12
 

13
 

14
 

15
 

16
 

17
 

18
 

19
 

20
 

21
 

22
 

+



14
0

1

2 3

4

5

R
ef

er
en

ce
s

D
ev

on
 M

er
le

tt
e



1	
 K

ar
el

 M
ar

te
ns

, M
ot

io
n,

 2
01

7.
 A

 re
fe

r-
en

ce
 o

n 
se

qu
en

ce
s 

an
d 

di
st

in
ct

iv
e 

de
si

gn
 

pr
oc

es
se

s.

2	
H

it
o 

St
ey

er
l, 

In
 D

ef
en

se
 o

f t
he

 P
oo

r 
Im

ag
e,

 2
00

9.
 F

or
 in

si
gh

t i
nt

o 
th

e 
im

pe
rf

ec
t/

de
gr

ad
ed

 im
ag

e 
an

d 
m

oc
ki

ng
 “

th
e 

pr
om

-
is

es
 o

f d
ig

it
al

 te
ch

no
lo

gy
.”

3	
O

bl
iq

ue
 S

tr
at

eg
ie

s,
 B

ri
an

 E
no

 a
nd

 P
et

er
 

Sc
hm

id
t, 

19
75

. P
ic

k 
a 

ca
rd

 a
nd

 g
o

4	
C

al
vi

n 
To

m
pk

in
s,

 “
M

ar
ce

l D
uc

ha
m

p:
 

Th
e 

Aft
er

no
on

 In
te

rv
ie

w
s.

” 
Fo

r r
efl

ec
ti

on
s 

on
 th

e 
in

te
rp

la
y 

of
 c

ha
nc

e 
an

d 
co

nt
ro

l. 

5	
K

ar
l N

aw
ro

t, 
G

ho
st

(s
) W

ri
te

rs
, 2

01
3.

  
A 

ki
t o

f p
ar

ts
, w

ho
se

 fu
nc

ti
on

 a
nd

 m
ea

ni
ng

 
ar

e 
“l

eft
 to

 th
e 

us
er

.”

0 
1 

2 
3 

4 
5 

6 
7 

8 
9 

10
 

11
 

12
 

13
 

14
 

 
16

 
17

 
18

 
19

 
20

 
21

 
22

 
+

15



14
2

Patience

Patience is a word that I feel pertains to my 
practice aptly. I like to think that the philos-
ophies of my practice align with my philoso-
phies of life and being. I value patience in my 
relationships with people, my pursuits, and 
my thoughts. The way I work requires patience 
with myself, with my ideas, and with my pro-
cess. To me patience is the ability to thought-
fully deal with what you’re given and to persist 
in spite of challenges. Challenges with con-
tent, challenges with life — patience seems to 
be my strategy for dealing with it all. Patience 
separates itself from procrastination or lazi-
ness for me because it involves an element 
of hope and certainty. Patience allows me to 
understand current frustrations in the context 
of future development. Patience is what keeps 
me going.
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Filament

Filament: a slender threadlike object or fiber, 
especially one found in animals or plant 
structures.

Filament: a conducting wire or thread with a 
high melting point, forming part of an elec-
tric bulb and heated or made incandescent by 
an electric current. 
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Work

I’ve been working on and off, in some way or 
another, doing a variety of jobs since the age 
of eleven. And even then, some of my earli-
est memories are work related: riding around 
and selling ice cream in Mexico with my uncle 
before the age of three, selling ice cold cokes out 
of a small cooler bag to my parents’ fellow apple 
pickers back in Washington when I was five, or 
making “perfumes” out of flower petals from 
nearby gardens with other apartment kids to sell 
to family members in Los Angeles at the age of 
ten. In a couple of months, I’ll be twenty-three.

I’ve recently realized that it’s the actual 
making and breaking and pouring over things 
that I find rewarding. The planning, the sketch-
ing, the execution — I love all of it. Getting lost 
in work is my favorite state to inhabit. It makes 
me feel like I’ve expanded to twice my size. It 
stops me from feeling inadequate. That’s true 
whether I’m cleaning bathrooms, helping relo-
cate a three-ton piece of a prop airplane, or 
making art. 

I’ve also realized that this is why I never fin-
ish anything and have such a hard time making 
work. I spend all my time planning things that’ll 
never get made because my obsession with the 
process has me perpetually feeling like I am not 
prepared enough.

Growing up I was always told that working 
hard was the only thing I had going for me as an 
undocumented individual. I hated hearing that.Jo
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6

Info

Why: Most of my projects involve data visu-
alization. I find myself asking how much 
information is available about the topic at 
hand? Which pieces of information might be 
useful to people, and to which people? Which 
information might no one have seen before? 
Which information is old, but might be pre-
sented in a new and surprising way? For this 
project, I am asking which information might 
be encoded in type, but not explicitly visible, 
that designers might want to comprehend 
and manipulate for their own practice.
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Water

You must be shapeless, formless, like 
water. When you pour water in a cup, it 
becomes the cup. When you pour water 
in a bottle, it becomes the bottle. When 
you pour water in a teapot, it becomes 
the teapot. Water can drip, and it can 
crash. Become like water, my friend.

— Bruce Lee
 
The content I’m interested in exploring not 
only pertains to the formless and transient, 
but my practice also requires that I embody 
the properties of water.
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2

Sealegs

I am interested in finding my sealegs. I need 
to find my sealegs to stay balanced between 
all that I know and all that I see. In collabora-
tion with images I see photography open up 
the seams of the world to create a space where 
vision becomes an attitude of consciousness 
aimed at understanding myself and my bonds 
with the world around me. I ask: what are the 
bonds between myself, others, and our collec-
tive world; how are those bonds represented; 
and how can those bonds be untangled photo-
graphically to appreciate their ambiguity. How 
can I give in to the rocking boat and balance 
along with its wild sways?
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Bleeding

I bleed. You bleed. Every being bleeds.

It is a repeated process of feminine nature, or 
it is brought on by puncturing and tearing of 
the skin. I have experienced both. 

We try to stop bleeding. In some cases, it is 
necessary to occlude. In others, it should 
be allowed to flow and ooze. Things need 
to bleed together. Cultural expectations. 
Gendered behaviors or interests. 

If we want to stop the bleeding, lets stop it 
by sewing these characteristics and passions 
together and suturing the opposing sides of 
the skin shut. 

Creating a new seam. An undefined, 
unnamed fusion.
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