





































































































had sprouted from the buttressed roots of the very majestic oldest tree (see figure 6).
Each small crystal piece was created using an age old advanced casting technique
called lost wax kiln casting that involved casting each fruit in two crystal parts: the
fruit body and the fruit stem. This enabled the investment core to be removed from
the body of the fruit and then the top to be adhered, once the internal cavity was clean
(see appendix ¢). The two components were fused together by heating them with a
torch, melting and shaping them, a technique called lampworking. The negative space
of the brain-like form of the seed, which glowed with light and was sealed within the
exterior form of the fruit, contained the mystery of life, metaphorically speaking. 1
intentionally incorporated light into this sculptural component by threading 2.3mm.
flexible electroluminescent wire, commonly abbreviated to el wire, through each
crystal part. As I mentioned earlier, the continuum of interior light of this sculptural
component was meant to represent undying energy. Since energy does not disappear
in the condition of death, I used lighting that would produce a constant and steady
output of light. Whether the fruit was falling or rising was a question to be
contemplated while experiencing the sculptural installation. I was told that coming
upon, and experiencing this final component of the sculpture trail was perceived as an
event. I enjoy this response because this component, along with the exhibition in its
entirety, actually was a brief instance in time that was organized for the purpose of

sharing Operings.
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The Commons Gallery Installation

On the evening of August 28, 2008, the experience of Openings began from
afar. The entire gallery space, including the exterior surface of the large glass
windows of the Commons Gallery, was a sort of self-portrait, revealing a behind-the-
scenes look at sketches, writings, thoughts, preliminary works, tests, experiments, and
memorabilia from the creative process of creating the sculpture trail. With the
installation that occupied the Commons Gallery, I set out to create an instantiation of
creative process that addressed questions about how artwork is perceived when the
mystery of making becomes less of a mystery.and more of a process. Along with an
understanding of how things were made, I wanted to offer information about why
things were made. The installation was designed to move the audience from exterior
to interior and through the interior space of the gallery, symbolically moving visitors
deeper and deeper into the psyche of the artist. While this was not a self-portrait in
the traditional sense of the word, I viewed it as one because | wanted to portray
myself from the inside out and specifically, when engaged in the making of the
sculpture trail. In a 1994 interview, Louise Bourgeois addressed her discomforts with
being interviewed and answering questions about herself, when she said, “But look
through the studio: the studio is really the self-portrait, and I don’t have to say

anything™ (Bourgeois, 1998, p. 263).
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Figure 7. Outside Common’s Gallery (photo by Makoto Kiryu).

Five different videos were projected on the exterior surface of the glass-
enclosed gallery (see figures 7 and 8). The windows were thinly coated with porcelain
slip as a representation of the exterior surface and the largest organ of the human
body, the skin. Each video piece was an edited composition in itself that made up the
compilation of films played simultaneously, revealing various artistic processes. The
content of the films was taken from footage filmed by a video camera that was

mounted to my head while making parts for the sculpture trail.



Figure 8. Outside Gallery Installation (photo by Makoto Kiryu).

A random pattern of Petri dishes on the inside surface of the glass created a
subtle play of light and shadow that back-dropped the projections, creating vivid,
moving patterns seen from the interior of the gallery (see figure 8). The opening
performance was a calculated persuasion, meant to encourage viewers on the outside
of the gallery to interact with the piece and the performers inside the gallery (which
was locked) by rubbing off the porcelain slip to unveil the samples mounted on the
Petri dishes as well as the investigative actions of the performers on the inside (see

figure 9).
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Figure 9. Inside Gallery Installation (photo by Makoto Kiryu).

Mounted on the gallery door was a pattern of papers that slightly mimics the
pattern of the Petri dishes. The papers offered my artist’s statement for Openings (see

Appendix B for the text of the statement).
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This exterior space was the first component of the overall thesis exhibition to
be experienced by most of the audience. I intentionally gathered guests in the area in
front of the gallery by locking the door to the gallery. When the performance began,
many people did not even realize that it was a performance. Since I did not want
guests to feel that they were in any situation they had been in before, I did not
announce that there was a performance taking place. I hoped that people would feel
compelled to touch the windows because they saw others doing it and that from there,
they would continue to explore using all of their senses throughout the rest of the
exhibition. The opening performance reached my expectations when I saw a line of
people shoulder to shoulder along the length of the window, peering through areas of
glass where the porcelain had been rubbed away by their own hands. Based on
photographs of the commons gallery component I would say that I was successful in

encouraging people to interact with the artwork on a physical level (see figure 10).
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.F rﬁnt room of Gaerv Installation (phbto by Maicot; Kiryu).

Figure fl
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A small table to the left of the door was covered with viewing apparatuses,
such as “3D” glasses and handheld magnifying lenses, intended for viewers to look
more closely, and from various perspectives, at the samples before them. A relatively
open space was filled on the left with a pin-board that was covered from floor to
ceiling with various objects that might be seen if you were to walk into my studio.
Some sections of this 14 by 20 foot wall were identical samples taken from actual
sections of my studio wall. On the right side of the room, the audience could see the
opposite side of the same Petri dishes that were visible from the outside. [ situated a
ladder on wheels beside the large wall of Petri-dish-covered glass windows in hopes
that people would feel inclined to climb the ladder and position it to a place where
they wanted to for closer observation of something (see figure 11). Toward the back
of the room was a shelving unit that held a series of samples — tests, molds, mother-
molds, and rejects — that were critical in the making of the glass bridge (see figure

12).
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Figure 12. Front room of Gallery Installation (photo by Makoto Kiryu).

Toward the back of the room and to the left was a small opening that led to a
secret room that housed a representation of my deepest psychological space. In that
long, dark, narrow room, memory stories were told through video projections and
sound installations. Memorabilia that pertained to the creative process were organized
among a hallway of shelves, cabinets, and drawers (see figure 13). On the ground, for
the brave to walk on, was a bridge made of components from the creative process that
enabled the 15-foot glass bridge to become a reality (see figure 14). Hanging from the
ceiling, creating an even narrower hallway in the center of the room were four screens
that represented the sculptures installed along the trail. The screens were a metaphor

for windows into the mind (see figure 15).
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Figure 13. Back room of Gallery Installation (photo by Makoto Kiryu).




Figure 14. Back room of Gallery Installation (photo by Makoto Kiryu).
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Figure 15. Back room of Gallery Installation (photo by Makoto Kiryu).
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At the end of the hallway, there was ra desk with a single light bulb hanging
above (see figure 16). The desk was nestled in a nook in the walls. On the desk was a
microscope that, when looked through, showed a slide show of process photos
capturing moments of my team setting up the gallery installation. The desk was
covered with l:esin and inlaid with five slides that contained images that captured
profound moments from the making of the sculpture trail. The old, solid wooden
chair that accompanied the desk had a concealed transducer under the seat. Emitted
through the chair was a sound installation comprised of edited components, which
included recordings of sounds from the Tantalus Arboretum Trail as well as sounds
associated with the creative process. Ear-phones were available for visitors to hear
this sound piece more clearly. The nook that the desk was fitted into was covered
with pin-board. On the pin-board was the most recent and relevant information
pertaining to the cognitive psychology involved in the planning and making of the
sculpture trail. Once the experience of this space was over, a secret door to the left

could be opened to provide exit (see diagram in Appendix C for a map).
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Figure 16. Back room of Gallery Installation (photo by Makoto Kiryu).
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I realize that 1 have compared this art exhibition to film based on some of the
terminology I have used throughout the process of making, sharing, and in retrospect.
While I have always viewed the Commons Gallery component of the exhibition as a
behind-the-scenes look at the psychological and physical making of the sculpture trail
component of the exhibition, have discovered in hindsight that this component
actually served more as “trailer” to the trail. This is because the majority of visitors
experienced the gallery component before experiencing the sculpture trail component
of the exhibition. Therefore, the Commons Gallery installation was sort of a sneak
preview of the sculpture trail. It is estimated that over 50 people attended the
exhibition, based on the number of guests that were transported to and from the

sculpture trail.

Reflections and Further Work

Future Directions

Much to my pleasure, a number of important and influential people within the
art community here in Honolulu have taken an interest in continuing to expand the
sculpture trail. I would very much like to see these people on a panel of jurists,
including Jaimey Hamilton, assistant professor, Department of Art and Art History,
University of Hawaii Manoa; Aaron Lowe, Na Ala Hele Trails and Access Specialist;
Marla Musick, Communications Director, Hawaii Arts Alliance; and Inger Tully,
Curator of Exﬁibitions at the Contemporary Museum of Art in Honolulu. Such a

panel could come together to organize and operate an annual juried exhibition that
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would offer artists the opportunity to install both temporary and permanent
contemporary art works along Tantalus Arboretum and Sculpture Trail. These
individuals have expressed interest in continuing along this vein with hopes of
creating a pamphlet that will provide a map and brief summary of the trails origin,
history, current state, and future potential. Since The Contemporary Museum is a
magnet for people wishing to experience contemporary art, and it is just a little over
one mile from the trail head, having a pamphlet available there seems to be a fruitful

prospect for art and nature enthusiasts of Henolulu.

45



Appendix A. Glass Bridge Production

I made silicone molds of the original boards from the original decaying
wooden bridge, I then poured a 50 percent plaster - 50 percent Ultracal mixture into
the models to produce replicas of the original boards that were strong enough to press
into sand; these models were then pressed into olivine sand with six percent
bentonite, leaving an impression that was shortly thereafter filled with hot glass (2300
degrees) using a ladle and an experienced and physicaily able assistant (Alan Ness).
Once the glass was annealed, that is to say, cooled slowly to avoid thermal shock (a
period of five days), the individual glass ‘boards’ were cold worked to remove any
unevenness in the underside surface of the glass. Then the cast glass boards were-
laminated to .25” thick tempered sheet glass that was special ordered to fit the glass
boards exactly. There were nearly 20 different patterns for a total of 34 pieces of
tempered glass. The tempered sheet glass was to ensure that I took all possible
precautions to make the bridge safe. For details on hardware and installation, sce
Appendix C.

If I were to make the same bridge over again, [ would slump sheet glass into
the same molds and then have the entire slumped section tempered. Currently the
thickness limit for tempering glass in the glass industry is 5/8”. Since the boards of
the original bridge were 1.5” thick, I would then laminate the slumped and tempered
component to another piece of 5/8" sheet glass, resulting in glass boards that were
1.25” thick. I could also laminate another piece of glass, 1/4” thick, to have an end

result that is 1.5” thick and tempered throughout.
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Appendix B. Artist’s Statement Displayed at the Gallery Installation of

Openings.

I invite you to explore Openings, which begins with an opening performance
followed by an interactive sculptural installation in the commons Gallery of the Art
Department at U.H. Once you have experienced this component of Openings, I then
invite you to travel (via provided transportation) to the Final component of Openings,
which is a sculpture trail consisting of five sculptures that I have installed along
Tantalus Arboretum Trail.

The opening performance is intended 1o inspire viewers to interact with and
explore the various items found within the gallery space. Performers will interact
with the space in a way that provides one example of how the gallery is intended to be
experienced. I encourage you to look, listen, touch, smell, and 1aste what you find in
this space. Tasting of course is reserved for the foods that I have provided.

The objects and sensory stimuli included in the sculptural installation at the
Commons Gallery are examples of memory markers. In particular, the memories
represented here relate to the creative process. More specifically, the objects,
images, sounds, and video I have included here have all been a direct link in the
chain of events that led me to create the sculptures installed along the sculpture trail.

I view this piece as a sculptural self-portrait. The entire gallery space has been
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treated as one sculpture that is a component of a larger exhibition including
performance, installation art, and site-specific sculpture.

The concepts for the sculptural trail were born while camping (nine months
pregnant) on the trail. The sculptures are derived from dreams experienced while
sleeping on the trail.

The sculptural installation in the gallery represents a behind the scenes look
at sketches, tests, and experiments that have led to the production of the sculptures

along the trail.
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Appendix C. Technical Diagrams.
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Diagram of glass bridge; side view.
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Appendix D. Technical Process Images.

Pouring Alginate mold material to create belly button molds (photo by J. Lillie).
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Ladling 2,300 degree glass into carbonized sand molds (photo by Russ Katto).
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Sand-cast glass components.
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Tempered sheet glass cut to match templates.
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Lamination of sand-cast glass to tempered glass.
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Lost wax kiln cast blue marbles; seeds and stems prior to fusing with a torch.
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