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Figure 2.9 A kaleidoscope, circa 1880. The device on the left produces the images on the right 

when the eye is placed at the viewing end and the opening at the other end it pointed toward a 

light source. When turned, the abstract, symmetrical  image morphs. Source: Richard Balzer. The 

Richard Balzer Collection, Academy of Motion Picture Arts and Sciences, Margaret Herrick 

Library. https://wayback.archive-

it.org/12244/20190603184427/https://www.dickbalzer.com/Kaleidoscopes.681.0.html?&L=0fu-

promotes-a-good-living-earning-income-for-online-marketers%2F0.htm%25. Accessed April 28, 

2022. ......................................................................................................................................... 24 

Figure 2.10 A.M. Worthington. Collage of scans from Chapter 4: The Splash Continued in A 

Study of Splashes by A.M. Worthington. (Longmans, Green, and Co.: London, 1908). 

Instantaneous photographs. https://www.gutenberg.org/files/39831/39831-h/39831-h.htm. 

(accessed April 28, 2022) .......................................................................................................... 25 

Figure 2.11 A.M. Worthington. Collage of scans from Chapter 4: The Splash Continued in A 

Study of Splashes by A.M. Worthington. (Longmans, Green, and Co.: London, 1908). 

Instantaneous photographs. https://www.gutenberg.org/files/39831/39831-h/39831-h.htm. 

(accessed April 28, 2022) .......................................................................................................... 26 

Figure 2.12 Duchamp’s Nude Descending… fits right in here amongst these photographic 

representations of dynamic movement. I studied this painting in high school. It has stuck around 

for me all these years. Marcel Duchamp. Nude Descending a Staircase, No. 2. Oil on canvas. 57 

7/8 x 35 1/8 inches. (Philadelphia Museum of Art: Philadelphia, 1912). Wikipedia. 

https://en.wikipedia.org/wiki/File:Duchamp_-_Nude_Descending_a_Staircase.jpg. (accessed 

April 28, 2022) .......................................................................................................................... 27 
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Figure 2.11 A.M. Worthington. Collage of scans from Chapter 4: The Splash Continued 
in A Study of Splashes by A.M. Worthington. (Longmans, Green, and Co.: London, 1908). 
Instantaneous photographs. https://www.gutenberg.org/files/39831/39831-h/39831-h.htm. 

(accessed April 28, 2022) 
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Figure 2.12 Duchamp’s Nude Descending… fits right in here amongst these 
photographic representations of dynamic movement. I studied this painting in high school. It has 
stuck around for me all these years. Marcel Duchamp. Nude Descending a Staircase, No. 2. Oil 

on canvas. 57 7/8 x 35 1/8 inches. (Philadelphia Museum of Art: Philadelphia, 1912). Wikipedia. 
https://en.wikipedia.org/wiki/File:Duchamp_-_Nude_Descending_a_Staircase.jpg. (accessed 

April 28, 2022) 

https://en.wikipedia.org/wiki/File:Duchamp_-_Nude_Descending_a_Staircase.jpg
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Figure 2.13 Harold Edgerton. Densmore Shute Bends the Shaft: high-speed photography, 
golf – 1938. Stroboscopic photograph. 1938. https://edgerton-digital-
collections.org/galleries/iconic/athletics. (accessed April 28, 2022) 

 © MIT. Courtesy of MIT Museum. 

https://edgerton-digital-collections.org/galleries/iconic/athletics
https://edgerton-digital-collections.org/galleries/iconic/athletics
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Figure 2.14 Harold E. Edgerton. Milk Droplet Coronet. Panatomic SX and Ekatcolor 
films. Negative, 1957. MIT Museum, Cambridge. https://collections.mitmuseum.org/object/hee-

nc-57001/. (accessed April 28, 2022) © MIT. Courtesy of MIT Museum. 
 

https://collections.mitmuseum.org/object/hee-nc-57001/
https://collections.mitmuseum.org/object/hee-nc-57001/
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1.2 Modernism: medium, materiality 

The larger questions surrounding my work come down to how my work speaks to a 

record of expressions or impressions based on lived observation, following a long line of artists 

who contemplate phenomena. Rather than rely on verisimilitude as a rubric, rather than strive to 

create pictures of a scene or how an experience looks to the eye, I wonder, what else I can 

record? Can my works speak to the manifestation of the process they record? What can they 

reveal about invisible worlds? As artifacts recording physical action, can they speak to growth, 

change, and time? What are the processes saying through the materials, and what are the 

materials saying through the process? How do I reconcile my foundation of early modern 

epistemologies, my ways of learning from the world, with those that are up-to-date? 

These questions are in alignment with a larger conversation in the humanities of 

materiality. The 1967 book The Medium is the Massage is an amazing combination of written 

media and visual design in a book format that explores what it means to present and perceive 

information in material form in the mechanical, technological age.17 (see Figure 2.15) The 

Medium is the Massage attests to the beauty of direct experience in its material form and speaks 

to issues of the (then newfound) simultaneity of communication and the study of media itself. 

Quotes from Marshall McLuhan’s work on media studies and materiality help me put things in 

perspective: “The past went that-a-way. When faced with a totally new situation, we tend to 

always attach ourselves to the objects, to the flavor of the most recent past. We look at the 

present through a rear-view mirror. We march backwards into the future.”18 

 
17 Marshall McLuhan was a 20th century philosopher whose work laid much of the groundwork for today’s media 
studies. See Marshall McLuhan, The Medium Is the Massage / Marshall Mcluhan, Quentin Fiore 
Co-Ordinated by Jerome Agel, ed. Quentin Fiore and Jerome Agel (New York: Bantam, 1967). 
18 Ibid. 
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Figure 2.15. Marshall McLuhan and Quentin Fiore, “The Medium is the Massage” (Toronto: 
Random House, 1967), 34-37. 
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Figure 2.16 Marshall McLuhan and Quentin Fiore, “The Medium is the Massage” 
(Toronto: Random House, 1967), 74-75. 

 

As a visual, kinesthetic learner, encountering this book summarized many of my concepts 

about media, medium, and material that were hard for me to put into words, but which I had in 

mind when I thought of my work as the record of a process rather than a fixed, stable image-

message.  

Ours is a brand-new world of all-at-onceness. ‘Time’ has ceased, ‘space’ has 

vanished. We now live in a global village… a simultaneous happening. We are back in 
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acoustic space. We have begun again to structure the primordial feeling, the tribal 

emotions from which a few centuries of literacy divorced us…  

At the high speed of electric communication, purely visual means of 

apprehending the world are no longer possible; they are just too slow to be relevant or 

effective… 

…Information pours upon us, instantaneously and continuously… Our 

electrically-configured world has forced us to move from the habit of data classification 

to the mode of pattern recognition… 19  

When purely visual means of apprehending the world are no longer possible, McLuhan 

provides a solution. We move to “the mode of pattern recognition.” Suddenly, the progression of 

all of this history of vision, of visual art, of media snapped together in a sort of epiphany. “The 

book is an extension of the eye…,” and the poster, the billboard, the film, the television, the LED 

screen, the painting and so on…  

What does it mean, in the 21st century, to want to capture a memento of an experience? 

Are purely visual means adequate to “structure the primordial feeling”? Prior to encountering 

this work, I already had a feeling my work would take me outside the realm of traditional 

drawing and painting.   

Something that has always followed me through my development as an artist has been an 

exploration of image-making as it relates to visualizations of hidden or novel realities. My 

earliest graduate work was grappling with the line between objective and non-objective 

abstraction through an expanded vision of drawing. I was cognizant of cave painting and 

hieroglyphics, illuminated manuscripts, algebra, calligraphy, the writing/drawing dichotomy, and 

 
19 Ibid. 63. 



34 

I was beginning to invite chance to my practice. I experimented with the paper sheet as a register 

for simple linear forms interacting with forces in space by using rubbings and monoprint. This 

practice of recording a unique instance of a loop of string took on the character of a sort of 

divination. What was the loop responding to in its transit through space from my hand to the 

surface where it landed below? (see Figure 2.17) 

 

Figure 2.17. Lizzy Storm. entangled beginnings 1. acrylic, India ink, and pastel on found paper. 
6 x 12 inches. 2020. 

 

I thought of Marcel Duchamp’s 3 Standard Stoppages, Max Ernst’s surrealist frottages, 

Jackson Pollack, Helen Frankenthaler, and Lee Krasner’s drip and pour paintings, but also of 

quantum uncertainty and chance. Tiny changes in position, air flow, force from my fingers, 

timing, and gravity, all coalescing to result in an instance, imaged with a crude transfer process 

in primitive materials. Taking the impression of the string solidifies this particular instance of the 

numerous superimposed possible configurations as real. As the reader of these divinatory casts, I 

could assign any meaning to them, or none. I recorded the outcomes as abstracted loop shapes 
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signifying a character, letter, or word in a script from a parallel reality. The two-dimensionally 

compressed shape of the three-dimensional divining loop was transferred through rubbing onto a 

sheet of dyed, found paper. Being of the materials of drawing, dry marking medium on paper, I 

equated these pieces with drawing, while simultaneously confusing them with writing and 

recording. A number of these pieces seen in series might suggest a continuity of the string shape, 

alluding to frames in an animated movement. With this series, I started settling into a palette of 

monochromatic blacks, greys, and whites with warm and cool undertones, and cultivating a 

practice using the limited material kit of paper, ink, charcoal, and other dry marking media like 

wax crayons, graphite, and carbon pigment pastels, the archaic and archetypal materials that I 

still work with today. Part of why I chose to start working monochromatically was to reduce the 

variables of what I was presenting to have a focus on texture, pattern, gestalt shape, and linear 

gesture. This series was a way for me to break out of old habits of creating abstractions with a 

dependence on illusionistic space. It also gave me a chance to find ways to create totally non-

objective forms that are somehow still linked to nature and natural processes. 20  

In addition to thinking of materials, I also thought very much about process. The process 

of mark making can take many forms, some of which are as simple as literally dragging 

(drawing) a marking tool across a surface, or a stick in the sand, a wet foot on a stone, colored 

dust smudged with a finger. Or it could be as elaborate as a prepared surface of finely ground 

and sifted marble dust suspended in skin glue medium marked with .999 percent fine silver.21 

Certain surfaces do their recording better, or with a different quality, than others do. Whereas I 

used to take the drawing mediums for granted, I now arrive at ideas about materials in a 

 
20 “Non-objective” in that they would not be derived from a visual observation and translation process. 
21 Also known as silverpoint, or broadly, metalpoint, commonly used by artists of the early modern period to create 
sketches. 


