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 This report is the creative thesis of my sculptural works completed at East 

Carolina University.  Signage, sculpture and antique transportation technology influence 

the technical processes and geometric forms which support a surface inspired by my 

exploration in the history of automotive painting techniques. Despite the specificity of my 

influences, a universal visual language of patterning and shapes emerges within the 

work. This recognizable language forces people to associate meaning with the objects, 

whether they want to or not. With this tactic, I wish to slow the speed of modern life and 

(re)explore our connection to the past. Creating works that are public interventions led 

to the discovery, usage and testing of Orgonite in sculpture, which has become a large 

part of my creative practice.  
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Sculpture in Context  

 Creating sculpture is the desire to commit to a lifetime of study. Itʼs a wish to 
create thoughtful objects that connect infinite ideas. Enthusiasm to create quickly 
becomes a study in the alchemy of material and the technical processes required to 
manipulate them in a successful and efficient manner. The science and technology of 
materials can easily dominate the process--inhibiting completion. The commitment to 
acquiring technical skill is much like a traditional trades/craft apprenticeship system. 
Years of dedicated monotonous interaction with a material lead to a spiritual like 
relationship, promoting years of manipulating to the limits. Unlike the product of the 
trades, an abstract and poetic connection to culture exists within sculpture. The skills of 
the craftsman combined with the thoughtfulness and delicate touch, as in any 
intellectual endeavor, creates meaningful sculpture. I have dedicated my life thus far to 
sculpture and the technical skills required. 

Personal History  

 Much of my life has been standing on concrete in a workshop by myself. At an 
early age “working” on broken engines and learning the uses of hand tools was my after 
school hobby. Much of my early desire to create was to physically go faster and make 
objects unique. Secretly, one afternoon at six years old, the training wheels came off my 
bike and I taught myself to ride in one short hour. Remembering back, there was more 
satisfaction for the completed modification project than the freedom of two wheels. 
Emulation and great respect for the people who physically created objects dominated 
my interests and development. The vision of what I wanted to become was somewhat of 
a mechanic combined with a carpenter, but I had not the knowledge of what that could 
be. Nevertheless, the desire and commitment to work with my hands came early on. 
 The San Francisco high school I attended was academically more challenging 
than most of my college education. Surrounded by future lawyers, doctors and 
investments bankers, the welcomed realization became quite evident that my path was 
going to be different than my contemporaries. During this time, my first appreciation of 
Fine Art came with the understanding that an object combined with any idea could have 
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power and more importantly potential cultural value. Living in San Francisco, I was 
exposed to and sought out graffiti art and Hot Rod Kulture. The rebellious nature of 
these endeavors appealed to my adolescent self, but in hindsight my interests were 
really in the dedication and risk it took to create aesthetic objects within the historical 
lineage of an esoteric genre. To be successful and tasteful within the aesthetics of 
spraying your name on a wall or making a car look and perform fast required a respect 
and acknowledgment of the past that was never taught in a learning institution; more 
importantly, information had to be individually acquired. Amazement and personal envy 
in the ability to dedicate oneʼs interests and lifestyle to create an aesthetic object were 
enticing and overwhelming; there was no turning back. 
 Throughout much of art school was the desire to drop out and go to a technical 
college that taught engine building, automotive mechanics and sheet metal on vehicles. 
My love was art, however I felt a personal responsibility to have the knowledge to create 
and take apart cars, the objects of our cultural existence. These feelings were almost 
more overpowering than the strength of ideas; thankfully I stayed enrolled. Focusing on 
printmaking, I found beauty in taking a simple sheet of paper and transforming it into an 
object with powerful meaning. To satiate my hands, I welded sculptures and studied 
steam power within the context of industrial revolution transportation. Slowly acquiring 
the basic skills working with metal, a realization occurred that my set goals were a long 
road ahead. Combining printmaking techniques with a love for automotive aesthetic, I 
began my process of painting on metal and the development of a linear and/or 
patterning language that has stayed with me since. At that time, the application of paint 
allowed me to simply imply what my technical skill could not within an aesthetic that had 
personal value. Graduating from college in 2002, I never felt more that I knew nothing. 
 After graduating, the goal of getting a MFA was less enticing than finally being 
able to spend time gaining skills and knowledge in working with metal. Doing what I had 
always done, I locked myself in a workshop for eight years, started a metal fabrication 
business, rebuilt and painted old cars and dedicated myself to metalworking.  Out of this 
unquestioned and visceral need for metalworking skills came my own awakening. No 
longer was there a doubt of what I would become, I was on my way there. The contrast 
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in driving and working on sixty-year-old vehicles while being subjected to dominant yet 
fragile technological advancements of the present day forced me to question where the 
values of culture lie. The unsustainable potential of rapid change and the lack of value 
placed on creating quality objects by ourselves was a direct insult to what I had 
dedicated my life. Searching for reasons to ease my anxiety with the current state of 
affairs, I researched extreme conspiratorial realms of possibility. Questioning what 
would awaken a historical and tactile respect for our technologically dependent, blinded 
and numb culture left only a confirmation in extraterrestrial life. Great comfort came from 
knowing the apex of human technological comprehension, which was a kind of spiritual 
acceptance. Confronting the possibility of a human technological apex, however, is too 
radical for most, even when the world has been transformed just in five years with 
Internet access in every pocket. My embrace of this higher spiritual explanation, 
whether an invention of desire or an answer to the unknown, has connected me to 
cultural values of the past, quelling my distaste in the present path of culture. More 
importantly, the embrace of the unknown and the personal invention of explanation has 
allowed me to continue to create and inspired my attempt to communicate with culture. I 
now had a greater desire to intervene in the follies of cultural production and values and 
realized it was time to for graduate school.  
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Everything and Nothing Changes 

 
Plate 1: Intersection of Hwy 264 and Seers parking lot, Greenville, NC 2012 

Problem Formulation 
 Living and working in Greenville, North Carolina has confirmed my fears in the 
path of culture. Never before, in my own experience, has a town disregarded the past 
and its historical physical presence while succumbing to the powers of corporations. I 
photographed an example of this in 2012 along Highway 264 (see Plate 1) where former 
farm buildings and agricultural land was converted haphazardly into largely empty 
parking lots. This physical manifestation in turn, attracts and more importantly creates a 
community that has little regard for the importance of cultural activity. More upsetting is 
that there are thousands of towns like Greenville across this nation; the unique and 
independent no longer have relevance in the landscape of the masses. Prior to my 
spiritual acceptance of the humansʼ apex of technology, being a member of this 
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community would have been a major derailment.  Seeing this as a problem worthy of 
attempting a solution, my communal contribution in sculpture found purpose. Working 
within the realm of public sculpture, spreading my concept--even in small ways-- was an 
acceptable success.  

Universal Language 
In an attempt to connect with the Greenville audience and participate in a 

community reluctant towards artistic expression, I returned to finishing metal forms with 
a universal visual language (see Plate 2). Culturally recognizable and inherent, the 
pattering and lines command 
attention much like a piece of 
navigational signage seen everyday. 
Specifically inspired from my own 
interests in transportation technology 
and the historical lineage of graphic 
imagery, the lines are intended to 
have vague and open ended 
meaning for the viewer. A minor 
association made in oneʼs mind is a 
small success on my part while an 
experience beyond the superficial 
finish is a victory. With this tactic of 
forcible recognition, asking the 
viewer to look beyond surface 
patterning, I wish to slow the speed 
of time while exposing and promoting 
the fading values of traditional 
sculpture. An attempt to momentarily 
revisit a time when things were made to last and more importantly welcomed repair, 
promotes the long gone social and environmental responsibilities to create more than 
one takes. The forms and compositions in my work are directly related to sculpture prior 

Plate 2: “New Peddler’s Cart”, Steel and 
Automotive Primer, 6’x5’x4’, 2011 
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my generation. Simple geometric shapes are assembled to evoke an open ended 
internal conversation while welcoming historical dialogue. The works of David Smith and 
Mark di Suvero are blatantly recognizable in my challenge to become an active member 
in the culture of sculpture. Much like the apprentice system, a conscious decision was 
made to simplify my own forms to gain access to the traditional values of sculpture. 
Simplified, exploring the value of tradition within the predetermined context of 
contemporary distaste celebrates the conceptual desire to control destruction. The skills 
to create are not given with out the ability destruct.   
 
 

  
 
 

 
 
 
 

Plate 3: “Untitled”, Etched Aluminum, 
8’x6’x4’, 2011 

Plate 4: “Lord Mr. Ford, Look What You 
Have Done”, Steel and Paint, 14’x10’x10’, 
2012 
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Public Interventions 
 My works are also intended to be subtle public interventions. Promotion of 
creativity and aesthetics onto the masses are the ultimate goals, but a passing visual 
glance is also a success. On the surface, the work is intended to be simple and basic 
with pretty colors, floating shapes and pleasing compositions (see Plate 7). The 
complexities of my own personal narrative are present but not particularly important in 
experiencing the work. I prefer that viewers develop a specific and unique narrative 
which in-turn creates a relationship with others and examines the intersections and 
similarities within us.  The sculptures are intended to create a starting point for an 
internal thought process that promotes individuality and confidence. Any response, be it 
elation or disgust, is positive and proof of interaction. The void between our similarities 

Plate 5: David Smith, “Cubi XX”, 
UCLA Hammer Museum, CA, 1964 

 

Plate 6: Mark di Suvero, “Proverb”, Morton H. Meyerson 
Symphony Hall, Dallas, 2003 
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and differences, highlighted in response to unique objects, is the creative space to 
manipulate and influence.  Unlike current materialistic and myopic tactics of influence, 
my works are showing people how to think by not telling them what to think.  Leaving 
meaning open-ended, while providing recognizable visual aids, such as pattern and 
form, promotes independent thought without discretion for intellect or political alignment. 
I have great respect for debate of differences whether we agree on minutia or not. I find 
great strength in the fact that we do not see eye to eye as confirmation of the existence 
of individuality. 
 

Superficial Surface 
 Many of the forms and physical components relate directly to the legibility of 

signage, plaques and flags.  Rectilinear 
ratios imply concepts and potentially 
complex meaning.  Simple patterning, 
color and form instantly relate to the 
belief system behind a visual 
representation. At the beginning of the 
American Revolution the Sons of Liberty 
adopted a flag with thirteen stripes, 
representing the colonies, utilizing a 
simple and recognizable design, coined 
“rebellious stripes”.  Today this pattern 
still exists within a hybrid of designs 
found in contemporary flags and the 
meanings of “rebellious stripes” is very 
much alive and understood. Stripes carry 

meaning, even beyond nationalistic 
values. French artist Dan Buren uses the 

same exact pattering in his work to explore the extreme conceptual reduction of abstract 

Plate 7: “Color Totem”, Steel and Paint, 18’x6’x6’, 
2010 
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painting within an architectural landscape.  The concepts behind these applications of 
stripes are different, but both reject conformity in the structured patterned design itself. I 
welcome the rejection of conformity and celebrate the acts of resistance within striped 
patterns, while keeping meaning open-ended and at the discretion of the viewer. 
Meaning for viewers is created through ideological orientation, formed through historical 
connections and sub-conscience meanings. 

 
Plate 8: Daniel Buren, “The White Stripes”, 1965-6 

    
Plate 9: “Rebellious Stripes” Flag 
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Historically, I have used automotive masking techniques to add pattering to the 
surface of my sculptural forms (see Plates 10-14). This surface is semi-permanent and 
while I enjoy the deterioration with chipping and rusting, there is a level of disconnect 
and personal disappointment with the spirit of the material and meaning of surface.  
Using large scale metal casting and fabrication techniques to make components that 
contain patterning within the material itself, I have made a conscience decision to 
promote the recognizable language of pattern while rejecting its presence as superficial 
decoration. 

 
Plate 10: “Everything on Moderation”, Steel and Paint, 9ʼx7ʼx5ʼ, 2011 
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Plate 11: “The Thirteenth Piece was a Shapeshifter”, Steel and Paint, 8ʼx14ʼx12ʼ, 2011 

 
Plate 12: “Black and White Stripes”, Taped prior to paint and painted. Steel and Enamel, 10ʼx7ʼx6ʼ, 
2011 
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Plate 13: “Black Stripes”, Steel and Automotive Primer, 8ʼx4ʼx4ʼ, 2010 
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Plate 14: “Sandwiched by Marksʼ ”, Steel and Paint, 18ʼx10ʼx10ʼ, Cary Hill Sculpture Park, Salem, 
NY,  2012 
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     Origins of Orgonite 

 
         Plate 15: Orgonite Pyramid, Organic Resin, Steel Shavings, Quartz Points,                                   

Pyrite, Rose Quartz, Amethyst, and Tangerine Quartz, 2013 

Following my early desire to work with automobiles and learn technical skill, my 
more recent interest has focused on the study of destructive and powerful objects that 
require technical mastery. Invented and refined in a symphonic assembly of parts, 
scratch built engines and firearms have become great sources of inspiration and 
technical education. The cultural impact of these items is undeniable. Firearms have an 
instant ability to politically bifurcate an audience. In the controversy, viewers are unable 
to appreciate their technical value and creative worth. Similar to how culture rejects a 
spiritual recognition of the extraterrestrial as the apex of technology, these metal objects 
of power fail to connect with others. This failure inspired my search for an object of 
perceived power devoid of political alliance to promote creativity and individuality in a 
community.    
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Orgonite is the materialization of theoretical energy made from mixing organic 
and inorganic elements in which negative energy is transferred into positive. Orgonite is 
molded from organic catalyzed resin and non-organic metal shavings left over from 
metal working processes, mixed together in a 50-50 proportion. Placing a small quartz 
crystal and other crystal blends (depending on desired effects) in the middle of the 
molded mixture enhances its negative energy-collecting ability. In the curing process of 
the shrinking resin, a piezoelectric effect occurs from pressure placed upon the metal 
and crystal.  The collected negative energy is then transformed into a positive etheric 
energy. An example of this process would be using Orgonite to absorb cell phone radio 
waves and convert them to a specific energy that benefits a self confident creative 
collective. 

Etheric energy exists within all matter on both micro and macro levels. 
Understood as Chi or Prana in Eastern philosophy or as particle wave energy in modern 
physics, this energy is born into and exists in everything. In searching for the 
materialized form of this energy Wilhelm Reich, an Austrian psychoanalyst created the 
hypothetical life force known as Orgone during the 1930s. After displacement from 
Europe during WWII, Reich preformed his scientific research in Maine where he used 
Orgone Accumulators to store and collect this matter to be transferred onto patients 
and/or released into the atmosphere to affect weather patterns. The Food and Drug 
Administration eventually charged Reich with fraud and most of his papers as well as 
devices were destroyed. Since, his work has been largely forgotten. 
 Orgonite is a powerful tool of destruction (and creation), employed in my work for 
the greater good of a creative collective, but unlike firearms or the internal combustion 
engine, Orgonite lacks negative political and cultural implications. One could dismiss the 
potential power of Orgonite as lunacy as there is no confirmed science, physical or 
environmental manifestations, but this lack and need to believe are key advantages. As 
an attempt to promote individuality and confidence, Orgonite is a continuation of the 
goals of my sculpture. It is a last ditch effort to help our technologically invasive culture, 
absorbing and transferring the negative energy of the information agesʼ bi-products into 
positive energy.  
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After a few years in Greenville, being an active member of the community, 
creating short or lasting personal relationships, I have a sense of investment, pride and 
gratitude for this place.  I want to give back and leave Greenville better than I found, 
offering one final sculptural intervention. As a result of this desire to give back, 
combined with my belief in the potential powers of Orgonite, I am planning to gift 
individual pyramids of Orgonite to the community.  To do so, I have undertaken the 
technical challenge of creating Orgonite gifting tools and equipment. This includes a 
molding shrine (see Plate 16), gifting kiosk, crystal crusher, and baptismal pump. My 
thesis exhibition will feature these objects as well as Orgonite included into more 
traditional sculptures.  

 

 
Plate 16: Orgonite Molding Shrine, Cast Aluminum, 36”x20”x16”, 2013 
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Conclusion 

 The study of sculpture continues to be a rewarding experience that provokes 
internal dialogue and challenges technical skills in an attempt to share with the public. In 
the acts of creation, a relationship between the material and spiritual worlds has 
become a large focus of my work. Through interventions, I wish to invite the public to 
embrace the objects of creation, to find spiritual purpose in the materialized 
manifestation be it a large-scale sculpture or small object of perceived powers. These 
desires will continue to dominate my work, challenging my skills. I intend on making 
sculpture till the end of my material existence.  
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