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I’ve always been fascinated with internal structures and mechanisms, both through making and in the
physical world. Over the years at RISD and Brown, my understanding has expanded immensely on both fronts. I’ve
learned about the coming together and pulling apart of continents, the co-evolution of biological life and the
atmosphere, mass extinction and adaptive radiation, ice age and greenhouse. I’ve learned about the role of
imperfections, asymmetry, instability—things that drive change, evolution, and movement in the world. I’ve come
to understand that we and everything in this world—both the organic and inorganic—are inextricably linked in cycles
of cause and effect that have persisted and evolved for billions of years. Making work has helped me express the
feeling of being part of something big, dynamic, and very alive. However, in the past couple years, with greater focus
on functional objects in the built environment and an increasing awareness this geologic era called the
“Anthropocene,” my wonderment with the world has merged with a feeling of great anxiety. I have become both
disturbed and fixated with the opaqueness of modern, manufactured society, where modes of production and
disposal are obscured. In this increasingly polarized, fast-paced society, I feel confused, disconnected, and ineffectual
against overwhelming manmade forces. Humans seem to be creating worlds within worlds, becoming increasingly
isolated from the larger Earth. These feelings coincided with my introduction to new synthetic materials and
processes in studio – plastic, upholstery foam, resin, etc.—materials with incredibly exciting properties but little
indication of how or where they were made. The paradox of these materials is that they are supposedly cheap and
disposable yet their impacts on the world are lasting, far beyond time scales that we as humans can fathom. I am
fascinated with this paradox of permanence and impermanence, opaqueness and transparency, that marks our
modern materials, processes, and attitudes.
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These thoughts about interconnectivity and isolation between ourselves and our environment set an
overarching theme to encompass the work that I have been making. Early on, I stated that my work embodied some
of these fears and hyperawareness of my surroundings – a desire for connection to the broader environment.
However, rather than embodying fear, my work seemed to express a sense of ambivalence or uncertainty, not
pushing for any one thing in particular but rather highlighting two opposing sides. Through the hazy web of ideas
that I’ve been working through, I’ve found that the one aspect that has remained constant is that I work in dualities.
Ideas about interconnectivity exist in relation to isolation, transparency in relation to opaqueness, internal structure
in relation to external skin, old in relation to new—a myriad of themes taking one side or the other, with myself and
my work caught between the two worlds. In my uncertainty about one or the other, I feel anxious, curious, excited,
angry, numb. This experience has been a constant act of searching, reacting, and creating questions for which I have
no answers. In this report, I will reflect on the influences and processes that surround each piece that I made this
year.
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NEGATIVE CHAIR
At the beginning of the year, one of my professors gave a presentation on the most commercially successful
chairs and chair companies, ending with the Monobloc chair, a lightweight stackable polypropylene lawn chair that
is often described as the world’s most common plastic chair and one of the only objects that offers you no clues
about where or when you are. The exhibit Monobloc – A Chair for the World at the Vitra Design Museum writes, “As
the quintessential example of a mass consumer product, the Monobloc chair can be found wherever there is a need
for cheap seating – be it the European gardens, African cafes or Asian restaurants. […] The idea of the so-called
Monobloc chair is based on an old vision shared by many designers: to make a chair out of a single piece of material.”

The Monobloc chair, as well as Apple products and Morrison and Fukusawa’s idea of ‘super normal’ design,
exemplified this ubiquity in form and opaqueness in manufacturing—the designer vision of a perfect chair made of
a single material, in its purest most timeless form, appearing as if by magic.

2006 Tokyo exhibition titled “Super Normal: Sensations of the Ordinary”
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It was within this mindset that I made the Negative Chair. Vacuum-forming was very interesting to me for
all the properties and associations it has with these modern manufacturing processes. When heated, plastic sheets
take on the shape and surface qualities of a mold—a method typically used for packaging products. It is pure skin,
without the underlying structure. It made me think about bubbles, hypothetical worlds with no entry or exit. Objects
with no indication of origin or context, like the Monobloc. I thought of a chair pressed into this vacant bubble, making
a positive form that is inaccessible to our world.

Collapsible molds were sculpted out of MDF, paper clay, and wood filler. Sections of PETG plastic were vacuum-formed
with undercuts to create tabs to be hand stitched together with monofilament. The handmade aspect of the molds resulted
in an imperfect, membrane-like surface.
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EXPLODED CHAIR
On further consideration, human society seems to be
largely based on this fragmentation of the world, on
categorizing, packaging, and selling. Even the idea of ‘nature’
itself seems to be a cultural construct—that our environment is
a ‘resource’ from which we draw from, that natural parks are
distinct tourist destinations where we go to experience sublime
beauty. Our ideals are superimposed over our reality.

In thinking about bubbles, I thought about containers
and walls and their relation to disconnection. I superimposed a
plastic chair over a wooden spindle chair, isolating each part in
its place, emphasizing both the joinery of its parts and the form
as a whole. I wanted things to collapse, and I wanted things to
come together.
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HOUSEPLANTS

“Nature is part of culture. When our physical surroundings are sold to us as ‘natural’ we
should play close attention. Our experience of the natural world – whether touring the
Canadian Rockies, watching an animal show on TV, or working in our own gardens – is always
mediated. It is always shaped by rhetorical constructs like religion, tourism, and education.”
– Alexander Wilson, The Culture of Nature, 1991
“Indeed the very notion of humanity epitomizes the predicament of a creature that can know
itself and the world of which it is inextricable a part only by taking itself out of that world and
re-inscribing itself on another level of being: mental rather than material; cultural rather than
natural.”
– Tim Ingold, Making, 2013

Thinking about houseplants as a category of furniture—decorative objects for the home—allowed me to
finally address this theme of humans and the cultural construct of “nature” in my work. I wanted to turn real plants—
complex three/four-dimensional systems—into flat aesthetic props while leaving their whole structure exposed, an
act of both ridicule and celebration.

3 houseplants flattened, soaked in glycerin for 3-5 days (for preservation), and trapped between vacuum-formed PETG molds,
above a base of soil and epoxy. The plastic is airtight. The plants have discolored over time but will not dry out.
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In our increasing technology, we get better at creating artificial environments. From Monsanto’s monopoly
over genetically modified seeds to the mass sterilization of mosquitos to stop the spread of malaria to CRISPR
powerful new gene editing claiming they can bring back the woolly mammoth to debates over geoengineering the
climate. We are gaining seemingly unlimited power in this closed system. And so, creating becomes less about
working with materials and circumstances. If something doesn’t work, we change the material and its chemistry.
Rather than adapt, we make nature conform to humans.
This idea of man over nature is reflected in the objects we design in these ways that I have discussed—in
an opaqueness and a reduction, either deliberate or not. In our ideals of perfection, we seek universality. I’m
interested in this notion of human control – how our archetypes or ideals are superimposed over the physical reality,
how we set definitions or boundaries – delineating between ‘inside’ and ‘outside’. The world itself exists as a
gradient, and then we place walls in it. We function in discrete categories.

(Left) Contour farming, adjusting the layout of farms to match the slopes of the land. (Right) Levelling farmland with tractors
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1955 ad for air conditioning. "Protected by the palm of a businessman, this nuclear family is enjoying 'the invigorating climate of freedom.'"
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WINDOW
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(Left) Construction on Benefit St. & (Right) North Main St., Providence, RI

In working with plants, I became very drawn to soil as a material—as ground up organic and inorganic
matter, a matrix from which things grow and where are buried and decompose, something gross to be excluded
from the home. It seemed to represent a lot of what we fear. I made a window because I wanted to create the
enveloping presence of something ugly and real.
At the time, construction workers were digging enormous holes all over Providence. On my way to school,
I would get glimpses of an entire world beneath our feet. And in time, I watched the holes fill up with dirt and get
paved over, adding another layer atop the surface below and elevating the whole street by a good three inches. Like
gesso on a canvas, surfacing is an act of erasure—a quiet destruction, a burial, a concealing. Like the Monobloc chair,
Apple products, ‘super normal’, etc. it reduces diversity and variation, but the ugly debris remains just under that
shiny surface.
I thought about designers that currently work in the style of ugliness or imperfection—Misha Kahn, Katie
Stout, Chris Wolston, Maarten Baas, Chris Schanck, etc. In their work, I saw this matrix—this mashed up, monstrous
garbage—that underlies the clean, smooth shell of the ideal. They revel in trash, toxic resins, and foams – the real
hallmark materials of the modern era – and take any form, physical limits be damned. Their nihilistic yet humorous
view of the future both disturbed and resonated with me.
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“In every piece, I try to fight a sense of good taste and push more obscure proportions. There
are no straight lines, no perfect angles. Imperfection is the standard. “
– Christopher Schanck, Architectural Digest 2014
“People aren’t thinking that much about what the future’s going to look like. I think there
needs to be more room for delusional visions of what things could become.”
– Misha Kahn, Architectural Digest, 2015

(Left) Chris Schanck’s Alufoil chair, (Right) Maarten Baas's Clay chair, (Bottom) Misha Kahn’s Saturday Morning Series
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FUSED CHAIR
Looking back, I consider my final project to be the most emotional,
least procedural thing I’ve made. For a while, I’d been mulling over the idea
of an opaque, homogenous entity that consumes everything, fueled by my
conceptual interest in dirt and the underground. I took five different
broken/unwanted dining chairs and painted them white. I deconstructed
their parts, chopped them into smaller and smaller fragments, and re-formed
them into a smooth seating surface. It was wildly improvisational, less of an
execution and more revealing of process, a transformation. I felt both crazed
and liberated through the haphazard destruction and recreation of these
chairs.

Fragments of the chairs were screwed and glued into the base layer of the seat. A second layer was added for the smaller
fragments to build into. The back is a rib structure with two layers, molded with fragments, clay, plaster, and wood filler.
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Final Thoughts

“The process of making is not so much an assembly as a procession, not a building up from
discrete parts into a hierarchically organized totality but a carrying on – a passage along a
path in which every step grows from the one before and into the one following, on an itinerary
that always overshoots it destinations.”
- Tim Ingold, Making: Anthropology. Archeology, Art and Architecture, 2013

Just as my Degree Project has no distinct beginning, it has no clear conclusion. I only have questions and
feelings that have accumulated, evolved, and clarified throughout this ongoing journey spanning numerous projects
and multiple schools. What are we taking forward and what are we leaving behind when we acquire new materials
and technologies? What is natural or unnatural now that nothing is untouched by human influence? How is our
understanding of origin and context changing? What is my vision of the future? My work is born from these deep
uncertainties and in the tension between the two sides of opposing forces that I am caught between, not pushing
for one or the other but contrasting them side by side.
In the context of the broader design world, I hope that people see my work as a constant stream of reactions
to developments in technology, design, environment, and culture—of anger and frustration, curiosity and
excitement, fear and uncertainty. The clash between diversity and uniformity, interconnectivity and isolation, old
and new is present everywhere in the built environment, reflected in the objects that we design, down to the physical
properties of the materials we choose. As a maker, enacting human control over my environment is what I do.
Through my work, I take on the role of that overwhelming human force—unearthing and crushing live plants,
destroying traditionally made objects, working in plastic. I want my acts of violence to be explicit and provocative.
At the same time, I want the internal structures—the parts—to be exposed and understood. My momentum comes
from my awareness of these dichotomies and my place as both a troubled observer and an active participant
searching for clarity.
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