VWi |l e an undergraduate in painting I began to think about franmes. At that
time, if a painting had a frane at all, it was a thin line, serving as
protection for the art, and as conceptual dividing line. The frane was a
demarcation that indicated that all that was within was art — the franme
itself, and all that was outside the franme was not art. A good franme was
to be inconspicuous.

Wi | e pondering the nature of franes, | found sonme illunminated manuscripts
in the University library, and saw how the borders visually comented on
the text, sonetines even spoofing the text. Fromthis discovery I
realized that a frame could be nany things; it could be a commentary, an
inform ng context, an environnment, a fanfare, a shelter, it could extent
nmovenent, it could be a conceptual or formal elaboration, it could enbody
ancillary ideas, it could be like a body that houses and expresses the

m nd, and many other rich permutations. Fromthat point | began to create
pi eces that fused franme and painting, with sonme pieces having doors that
open and cl ose over paintings to suggest; contingency, potentiality,
future, past, or cause and effect.

To experience the space of a painting we project our mnds into the

pai nting, consequently | see pictorial space as mind space. The spatia
qualities of scul pture exist in our own physical space; we walk around it,
proportion our bodies to it - in part it is apprehended or 'seen' by the
body. By fusing sculptural franmes with pictorial imges | hope to address
bot h nbdes of aesthetic perception.

Sone re-occurring themes are: interspecies conpassion, philosophica
proofs of aninal cognition (e.g. the correction of errors, pretense, and
awar eness of other mnds), veiled synbolism re-presenting wonen froma
worman artist's perspective, exploring the hidden inplications, or the
backstory of nyths, eco-psychol ogy and nature nysticism

In addition to the frame/painting pieces, in recent years | have begun a
series of purely scul ptural pieces of gilded carved wood. Each gold

scul pture starts solely with the rel ationships of forns and shapes gui ded
by a | ove of proportion. Only when the sculpture is conplete do | see the
i conogr aphi cal and phil osophi cal sources that subconsciously fed ny

deci sions and creative process. Body-like the gilding |ayers a radiant
skin onto the form

Visually, | amdrawn to; architecture, light on water, ecclesiastica
furniture, clouds, lace, freak vegetables, nodels of the internal organs
of various species, the contours of soft serve ice cream stalactites,
stal agm tes, fungi, crowded fornms, sooty lines, diffused edges and evening
l'i ght.



