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Statement of the Problem 

 

 In my creative project, I investigate the combination of mixed media and glass, in 

conjunction with kinetic elements, to demonstrate the complexity of human communication. I 

explore the difficult nature of expressing our thoughts, emotions, and points of view to one 

another. Investigations into mechanisms are required in order to properly convey my ideas, and 

cohesively blend kinetic function with material and content.  

Since the very beginning of the glass studio movement of the 1960s, glass art has been 

trying to break away from its industrial heritage and move more towards its use as a material for 

creative expression. The past fifty years has shown great advances in how glass can be utilized to 

communicate ideas. Technique and material understanding has rapidly progressed from the glass 

community’s openness to sharing knowledge with each other. However, glass artists have 

unknowingly placed themselves in a narrow spectrum of what the material can do and how it 

informs concepts. The processes of glass have dictated the extent to which glass artists have 

realized and conveyed their ideas to viewers. Recently, I have realized that my art has also been 

exhibiting concepts through my understanding and knowledge of the material. I find that in the 

majority of contemporary glass, ideas are realized through glass for the sake of the material. To 

this end, I feel the collector market places too much sway on glass artists in their creation and 

evolution of their concepts. In contemporary glass, there is little experimentation with the 

environment and how pieces are experienced. Glass art seems to be created to only exist in a 

pristine gallery setting, occupying the space on a coffee table, or that of a business entry way. 

The glass art object only has to be a marketable, aesthetically pleasing decoration, instead of an 

object that contributes to contemporary artistic thought. In a pursuit to bring myself into the 
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larger world of contemporary sculpture, I readdress how I approach ideas through material. I 

want my sculpture to reach a greater audience than those solely focused on the glass community. 

By being categorized as contemporary sculpture, I open work up to exhibitions and collections 

that are not glass centric.  

The glass studio movement initially redefined how glass could function as an artistic 

medium. It took the material past its utilitarian function as a container created by mass 

production in factories. Inspired by that movement, I redefine how I utilize glass within my art, 

and how glass displays my concepts. My creative project explores kinetic sculpture and the 

larger sculptural world. I insert and utilize glass as a component of my sculptures, rather than the 

basis and starting point of a sculpture. My investigation aims at depicting the complexity of 

communication and the difficulties that arise in expressing our ideas, thoughts, and feelings to 

each other. Each sculpture takes a different approach and perspective to human communication. 

The ideas and conversations that I wish to create with my viewers become confined when I work 

solely with glass. By opening myself to other materials, I allow myself to explore more processes 

and methods of communicating my concepts through material contrast.  

I contrast glass with other materials to bring breadth of conversation to my sculpture. The 

inherent qualities of glass, such as its fragility, its ability to be transparent or opaque, and its 

plasticity, can bring highlights and focal points to areas of my sculpture. The transparent quality 

can visually represent the fragile nature of our emotions, or it can act as a visual filter to distort 

and refract our understanding of each other. An opaque quality can give a feeling of density, 

create a barrier, and create more visual weight, while fragility and plasticity can help define 

difficult discussion topics. I have to ask this question when beginning any new art. Why does it 

have to be glass? If the use of glass brings nothing further to the discussion, then the point is that 
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it does not require glass. On the other hand, a material like wood allows me to bring a warmth 

and softness to a sculpture; not only is the material soft to carve, cut, and transform, but it is 

often utilized for its natural grain, color, and structural quality. Wood also brings with it a history 

of residential architecture, domestic construction, and household furnishing. I utilize steel in my 

work, not only for its strength of material, but for its ability to be perceived as cold, hard, and 

industrial. Though we are nearly two hundred years removed from the Industrial Revolution, I 

see a correlation between the massive steel machines that transformed production and my 

industrial aesthetic. By juxtaposing the type of material, in conjunction with the movement of 

kinetics, allows me to portray physical representations of human communication. The scale in 

which glass can be worked is limited to the resources, equipment, and time available. By using 

glass for components of a work, I am able to work in a larger scale than what is traditionally seen 

in glass art. 

Kinetic glass work is infrequent in the contemporary glass community. I do not aim at 

using kinetics because there has been so little of it utilized in glass works, but rather how kinetic 

movement can represent the very physical exertion required in communication. Through the use 

of movement, I can engage my audience in a sensory level because of the participatory aspect to 

viewing kinetic work. In the case of some of my sculpture, the action does not start until the 

viewer is present, or the viewer may have to exert their own energy to make the sculpture 

complete. Some work is in constant motion, and has no beginning or end. What is unique to my 

creative project is that I do not look at investigating kinetics and mechanism of movement as 

content. Too often you see in Kinetic Art, the action of movement and the complexity of its 

mechanisms are more spectacle than content. In contrast, I explore how movement can bring to 

light the domestic struggles we face in seeing eye to eye. I choose to approach kinetics as a 
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material choice, but one that must be congruent to the idea. To accomplish this, I create a 

vocabulary of mechanical movements, and then insert them into the sculpture, in order to add to 

the dialogue in which I aim too express. My research represents how mechanisms can relate to 

the multiplicity of our domestic struggles. How does the mechanical struggle I depict, represent 

the conceptual struggle that we face while attempting to communicate? Does the push and pull of 

a machine relate to the back and forth nature of an argument?  

Movements must specifically relate to the content of my sculpture. The use of electric 

motors and hand-powered mechanical devices is something that is very new to me, and it has 

given my practice a resurgence of ideas and lends itself to the dialogue that I create. In addition 

to various mechanisms, I also explore how sound, light, vibration, and space can bring activity 

into my work by combining these areas of investigation.  

I aim to understand where contemporary glass art and practice has become static. By 

advancing from this understanding, I can progress further and contribute to contemporary art. By 

using the framework of human conversation, I aim to depict the psychological struggle we face 

through a contrast of materials, movements, and emotions. By utilizing glass as a small 

component in my sculpture, I can place emphasis and focus on key features. In addition, by using 

small components of glass, combined with other materials, through my kinetic sculpture I hope 

to marry form, material, and content into an experiential body of work. Investigations into a 

mechanical vocabulary will be required to subtly introduce movement or implied movement into 

sculptures in an attempt at not having the kinetics becoming the focal point, rather being 

absorbed into the work as a whole.  
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Review of Influences/Literature 

 I am deeply moved and connected to the world around me. There is a certain intellectual 

and emotional weight that inhabits the artistic mind. The overwhelming urge to create art is a 

personal journey that attempts to explore and understand the complex world around us. There is 

a level of self-actualization that happens in this quest for understanding, and by expressing my 

creativity, I am constantly engaged in a pursuit of enlightenment and knowledge. At times, it can 

overtake my ability to function within society by overwhelming my capacity to effectively 

communicate with people. This is only a consequence of being an observant and an emotionally 

concerned organism. I use this obstruction in a positive way to fuel my work. It is this dichotomy 

in my experience and observation of life that I wish to explore and demonstrate to the world 

through art. 

 Glass has been the major focus and area of material study that has occupied me for many 

years. This is due to the excessive amount of training and practice that is required to achieve a 

certain amount of control and understanding of the material’s possibilities and limitations. I am 

drawn to the inherent qualities of glass: the way that glass can be fashioned into any number of 

forms ranging from opacity to transparency. Glass can be cast into forms in a manner that is 

similar to that of foundry metal work. At the same time, it can be freely manipulated and actively 

worked through the indirect contact of the hand with various metal tools. Glass can achieve the 

mass and feel of stone, with only a fraction of the time required to sculpt compared to that of 

actual stone. It can appear hard and dense as metal, but also can feel as soft and light as ice. This 

section will begin with artists who work with glass as their sole medium.   

 

 



 7 

 

Eoin Breadon 

Eoin Breadon is an artist whose work is narrative-driven. Of Irish decent, his work 

employs the narrative qualities of Celtic designs that one sees in the style of medieval Irish 

manuscripts. I find his story of personal lineage engaging and refreshing, because it makes a 

stronger connection between the content and the artist.  

 
         Fig. 2. Eoin Breadon. First Transformation of Taun, 2010. 
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This is a more genuine approach to content, and one that allows me to receive the artwork with 

greater admiration. Breadon has applied a resist that is utilized for stencils in the monument 

industry to apply imagery to his glass in the same manner you would stone by means of sand 

erosion. Seen in First Transformation of Tuan, a combination of these processes were employed 

to create the Celtic designs seen on the animal and disk. These were created by first laying the 

resist over the form, then hand cutting the design into the resist. The entire object is eroded with 

a sandblaster, only carving into the glass surface where the stencil allows it. By carving instead 

of adding pigment, the form is treated as a three-dimensional canvas that is eroded to expose the 

underlying layers of color. I have adapted this approach in my work to allow the form of a glass 

object to become content.  

Jason Chakravarty 

The fast paced process of sculpting hot glass is mentally and physically rewarding for 

me, however, I also find that it is limiting. I continue to develop my technical skills at sculpting 

molten glass and I selectively employ these techniques to add detail and ornamentation to my 

work when it can add the dialogue of the piece. Glass artist, Jason Chakravarty, influences my 

process of casting glass. Chakravarty obtains an extremely high level of detail that is only 

possible because of the casting process. The exposure to Chakravarty’s work helped me to 

realize that the creases and fingerprints of the hand could be reproduced exactly in glass. Besides 

his techniques in cast glass, I am also inspired by the narrative driven content that is particular to 

his work: Chakravarty focuses on silicone reproduction molds to reproduce very publicly 

recognizable objects into a collage of imagery that has no specific narrative. It is through the 

reliance on these recognizable objects that allow his audience to interpret the work in a manner 

that stems from their own personal history.  
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  Fig. 3. Jason Chakravarty. Social Interchange, 2011. 

 

Chakravarty’s approach to content and his reliance on the viewer’s personal 

understanding to digest his work intrigues me. He plays with society and its understanding of 

popular culture iconography. In Social Interchange, there are four identifiable objects: an 

astronaut, a mailbox, an outdated computer, and a coat hanger antenna. The detail achieved here 

on the objects can only be achieved in glass through casting. The title references a social 

commentary, but gives no specific insight to the artist’s intent. The beauty of this work lies in 

what an astronaut, mailbox, outdated computer, and make-shift antenna are, and how they relate. 

What is our own personal understanding and history of those objects? I see parallels to this and 
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the way I explore casting glass and other materials. I have taken this approach by molding 

various body parts and casting them in various materials. There is no question as to what they are 

due to the high level of detail achieved by the molding and casting process. By removing the 

figure, I allow the viewer to reassess how identifiable features such as hands, feet, ears, teeth, 

eyes, and the nose can represent personality traits that we all have experienced in one way or 

another.   

 

Sculpture 

 

While glass is extraordinary, at the same time, I do not limit myself to the use of glass as 

a solitary medium. I find multimedia artists and multimedia works to be a large influence on my 

work. Various artists have influenced and expanded the sensibility I have with regards to 

material. It was my exposure to major sculptural artists like Marcel Duchamp and Alexander 

Calder that first impacted how I think of art outside the narrow spectrum of glass, and how the 

material I use communicates. One does not have to be an expert with every material process to 

obtain the essence of an idea. More recently, through investigating Kinetic Art and its origins, I 

found the Zero group, and a few other kinetic artist’s contributions on movement influential to 

my conceptualization of Furtive Dialogue.  

Zero 

 The Zero group was not organized with a fixed agenda for future action. In 1958, the 

group gradually emerged from a series of eight Night Exhibitions, that compressed the display of 

art into a single evening. This turned the act of viewing a painting into an ephemeral, time-based 

experience. Creators Otto Piene and Heinz Mack were, at first, committed in supporting the 

outbreak of creative activity of young artists in Düsseldorf, that were denied after World War II. 

It was soon apparent that Piene and Mack’s aim was specifically concerned with painting and the 
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need to revise it. The group was pursuing experiments and conceptual alternatives to the 

traditional use of color, line, and form. The group began to solidify their purpose and define their 

aesthetic problems through correspondence with international artists like Yves Klein, Piero 

Manzoni, Jean Tinguely, and Lucio Fontana. As Piene writes, “Yves Klein has perhaps been the 

real motor in provoking a Zero movement.”1 I find parallels to how the Zero group wished to 

revise the primary art that they made, which was painting, and my desire to redefine my use of 

glass. Though there were no internationally known artists provoking me to redefine my work, I 

cannot help but feel my work required that same spark. I have begun researching in further depth 

the international artists that Mack and Piene were in correspondence with. I especially felt a 

connection when I read Piene state, “Since the beginning of 1959, Mack and I had repeated 

meetings with Jean Tinguely, whose rousing talks encouraged our activities and gave us the 

impulse to motorize our light objects.”2 Feedback from colleagues, mentors, and friends 

regarding my experiments with electric motors and movement, had also encouraged me to 

continue these mechanical investigations. However, the use of electric motors was only the 

initial drive into investigating kinetics and what it adds to my explorations.   

Marcel Duchamp 

 It would be difficult to describe Fine Art from the last hundred years without bringing up 

the impact that Marcel Duchamp made on art in the twentieth century. Today, I am still finding 

repercussions and echoes of his work in artists that I admire. For example, Jason Chakravarty 

uses recycled imagery in manner that is similar to Marcel’s found objects in his readymades. 

Everyday objects can be turned in on themselves and collaged with each other to create 

                                                      
1 Otto Piene and Heinz Mack, Zero (Massachusetts: The Massachusetts Institute of Technology, 1973), xxi. 
2 Otto Piene and Heinz Mack, Zero (Massachusetts: The Massachusetts Institute of Technology, 1973), xxi. 
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something new, but exhibiting properties off their prior histories. Duchamp experimented with 

Kinetic Art, which at the time, he did not view as nor wanted it to be displayed as art. In Rotary 

Demishpere (Precision Optics), the artist tried his hand at utilizing a motor with visual optics in 

mind. Today, we are familiar with the “hypnotic” effect of spirals, but during that time, optical 

art was not in existence. I find inspiration in his use of technology (though only a simple motor) 

to give his work movement, both visual and physical. I have explored this in my work by 

modifying and adapting small DC motors to drive components of my sculpture. Though cheap 

and relatively weak in torque, they are enough to drive small components, creating movement, 

and noise. 

 
  Fig. 4. Marcel Duchamp. Rotary Demishpere (Precision Optics), 1925. 

Alexander Calder 

 Today, the name Calder is synonymous with the term “mobile”, or a kinetic sculpture 

which operates on the principle of equilibrium and balance. Calder first created this work to be 
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playful and exist in a museum setting. This work now has become ambiguous and kitsch, 

hanging above heads in dentist offices. The early sculptures of Alexander Calder can be 

described as mechanical toys. I first witnessed this work during a visit to the Whitney Museum 

of American Art, in New York, when I saw Cirque Calder. Constructed of simple materials such 

as wire, cloth, string, and found objects, they were designed to compact into suitcases and 

operate as a traveling show. Though I find this piece intriguing in a playful manner, it is the 

mobiles that holds my interest. In Lobster Trap and Fish Tail, there are very few materials 

involved to construct an abstract outline of form. The genius lies in the balance that is achieved 

by weight displacement through the asymmetrical method in which it is hung. Depending on the 

air currents of the room at any given time, the work is in constant flux. While I have not created 

any mobiles myself, I appreciate how a work can transform and change due to the environment it 

is displayed in. Like air activating the work, I have explored this idea by allowing the movement 

of the viewer in a space to activate motion sensors that directly engage a work.  

 
            Fig. 5. Alexander Calder. Lobster Trap and Fish Tail, 1939. 
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Kinetic Art 

Keeping Furtive Dialogue in mind, I have been investigating the idea of how kinetics can 

bring an additional layer of essential information to the work. Kinetics is a very broad term that 

is regularly understood in its more literal sense to refer to mechanical movement and the transfer 

of energy. Kinetics can also be applied to visual movement and how art can make a viewer move 

around and participate with a work. I grapple with these notions by creating art that plays with 

both implied and actual time. Movement can be implied in a work that is physically motionless, 

but allows the viewer to contemplate a sense of time. On the other hand, when I create time-

based art, the viewer will physically experience actual time. I contemplate movement and time as 

if it were a tangible material. In Kinetic Art: The Language of Movement, Guy Brett notes easily 

on movement when he states, “unlike electric motors or electric lights “movement” is not 

material. It means simply that the work extends in time as well as space.”3 He adds, “It has 

nothing whatever to do with one material or technique more than another.”4 I find his notion of 

movement not having to do with one material or technique over another true. However, what I 

aim to demonstrate with my work, is that movement (time and space), in connection to the 

material I choose, is the additional feature I require. The missing material that helps bridge the 

gaps between my concepts. For example, you cannot see air, yet you can feel it and you know it 

is there when you move. We can measure air movement with wind socks and fancy gadgets. The 

miracle of flight could not exist without it. Time and space is just one of the many things that 

humans struggle with perceiving and intellectualizing. I can theorize what movement can bring 

to my work, but the amount of actual time a viewer spends with the sculpture will always be 

                                                      
3 Guy Brett, Kinetic Art: The Language of Movement (London: Studio Vista Ltd, 1968), 9. 
4 Ibid., 9. 
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their choice. I do not aspire to captivate the viewer by means of a moving spectacle, but the 

sculpture should peak their curiosity enough to allow them to absorb the content.      

Nonverbal Communication 

  The study of nonverbal communication has influenced the I approach I take to how I 

relate my work to the viewer in mind. I feel the biggest obstacle to creating art is not always 

what I aim to express necessarily, but rather how it engages and interacts with the viewer. If 

presentation is not coherent to the idea, then how is it adversely interpreted by an audience? 

Since art is a form of visual communication, I find it essential to look into the complex nature of 

nonverbal communication. The visual representation of something is usually art’s primary means 

of communicating. In The Communication of Emotion, Ross Buck points out that “human 

communication involves more than an exchange of ideas and propositions. A great part of human 

communication is emotional communication, involving minute signals of affect, attention, 

approach and avoidance, and dominance and submission, that convey information of central 

importance to human social organization.”5 You can easily replace the words “human 

communication” with “art,” and the statement would still hold true. Much of my work begins 

with human emotion and, similarly enough, requires a level of empathy from the viewer to 

perceive. Subtle aesthetic choices must be made in my sculpture to convey information without 

the work becoming overbearing.  

Many themes I investigate cross boundaries of age, class, race, and gender identity due to 

the very essence of being human. Any human can relate to the idea of living in close quarters 

with someone or other people, and how the domestic environment can become affected by our 

difficulty communicating.  At times, it can even be extremely difficult to express feelings to the 

                                                      
5 Ross Buck, The Communication of Emotion (New York: The Guildford Press, 1984), 3. 
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very people we are comfortable with. Buck continues to define communication “as occurring 

whenever the behavior of one individual (the sender) influences the behavior of another (the 

receiver).”6 As an artist, I must be aware that art (the sender) influences the behavior of the 

viewer (the receiver). This can be applied in any way that you wish to affect the viewer. Of 

course, not all people are sensitive to the same stimuli, but one has to anticipate if something 

could be adversely interpreted. In turn, extreme anger, hate, or sadness could result, and it may 

not be in line with the idea you were trying to represent.  

Consequently, I must decide whether a material, type of iconography, or even the amount 

of viewing space is an appropriate choice for a concept. What personal history could my viewer 

bring to the work? This question is best addressed when I allow the viewer to bring their own 

point of view to the work than attempting to hit a particular demographic. When a viewer is 

deeply affected by a work, I strike a connection between the viewer, the idea, and myself. These 

are important questions that I must always ask through the process of creation, up until the work 

is exhibited.  

Descriptions and Images of the Artworks 

 I considered the exhibition space in which the sculptures would exist throughout the 

creation of the exhibition. The space is raw and aged, having been a uniform factory in its past. 

The floors are bare concrete that have the beautiful quality of past use. Tarnished over time, the 

cinderblock walls reflect a soiled grey, white, and blue that extend fifteen feet up to the ceiling. 

The metal ceiling and trusses have blackened over time, showing the pollution of the old 

ventilation system. I feel the dirty, raw, and spacious appearance of the building’s space 

complement my theme, aesthetic, and the materials I use. I concern myself with producing 

                                                      
6 Ibid., 4. 
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cohesive and congruent art for the exhibit. I achieve this by focusing more on the relationship 

between material and content, than of quantity of objects. 

My greatest challenge for the exhibition space was how the presence of each sculpture 

would be affected by the various noises, sounds, and movements that they produce in proximity 

to each other. I tackled this obstacle by drafting blueprints of how I would divide the area 

through the construction of temporary walls, and where each sculpture would exist. The 

movement of the viewer through the space and around the work has a definite parallel to the 

content in which I am communicating. I want enough room for the work the breathe, but I also 

want a sense of overlap and transition between the works with the actions and noises they make. 

The thematic content for Furtive Dialogue, began with communication at its base. 

However, through the production of the work, it slowly evolved to more of a domestic focus, 

reflecting the environment of the home and the difficulties we can face there. Each work is 

arranged in accordance to the line of sight upon entering the gallery space. Just as one would 

expect when entering a home, visual overlap happens, but with a definite distinction between 

each room or space. Seen in Fig. 6, you can observe the sense of perspective I concerned myself 

with. I allow the viewer to notice the exhibition title while being able to survey much of the art in 

the show. 
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Fig. 6. Andrew Schultz, Furtive Dialogue, Exhibition Installation, Madjax, 2017. 

 

 At first glance, the viewer notices that the material and forms utilized are not unfamiliar 

to a home. My use of wood directly relates to the standard objects of which we furnish our 

homes. Wood is soft and comfortable in nature, but serves a utilitarian purpose. You may also 

notice instantly that some objects are entirely original in their creation, but are constructed of 

these same materials, except for steel and neon light. Seen in Fig. 7, an adjacent image of the 

gallery space shows the point of entry into the space as well as some of the other works that are 

not directly seen when entering the exhibition.  
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Fig. 7. Andrew Schultz, Furtive Dialogue, Exhibition Installation, Madjax, 2017. 

 

The slight bleed over of the video installation into the entry space and subtle, constant ting of 

steel, gives the inclination to the viewer that there is more to experience around the corner.   

 I create sculptures that wrestle with demonstrating the communication between two 

people from various perspectives. Not until you begin to process the work separately, do you get 

a sense of the content in which I intend to portray, as well as how the content of each sculpture 

relates to the overall atmosphere of the show. It soon becomes apparent that these conversations 

are uneasy and discordant in nature. It is not necessarily my intent to make the viewer 

uncomfortable in any way, but by striking a chord in human nature, I aim to allow them to reflect 

on a past experience.  

 The Waves We Make is the first sculpture that the viewer can approach in the exhibit. At 

first, it might be the sound of low rumbling bass that attracts their curiosity, or depending on the 
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point of the audio tracks, the shimmering of vibrating water. The primary form that I based this 

sculpture on is that of a kitchen table. The scale is appropriate to a standard four-person dining 

table. The height I modeled off a taller restaurant table. I chose this height for its ease of viewing 

the effects of low frequencies on the trough of water that sits upon it.  

 

 
Fig. 8. Andrew Schultz, Furtive Dialogue, The Waves We Make, Madjax, 2017. 

 

Stereo equipment is not uncommon to a domestic setting. I keep the stereos exposed, not hiding 

the reasons through which the noise is produced. It is also easy to identify this equipment as a 

component of a home entertainment system. Stereo systems can be used to play audio for 

entertainment, parties, or other joyous social atmospheres, however, they can also be used to 

drown out the noise of unwanted quarrels, or as a tool to express someone’s unpleasant mood 

through music. These are considerations I took when deciding to keep the equipment exposed, 

but the sole reason I utilized two stereo receivers and subwoofers were to demonstrate low 
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frequency effects on shallow water in relation to the vibration of conversation. Through 

experiments with a tone generator, I found various frequencies that produced distinct and 

different patterns on the surface of water. I then worked with a music technician to compose two 

adjacent audio tracks that would be played simultaneously on repeat. These audio tracks were 

composed under the theme of a conversation that bounces from person or person (subwoofer to 

subwoofer), and slowly escalates into an argument that lasts close to five minutes.  

At the peak of this piece, both subwoofers produce higher tones simultaneously, just as 

two people may attempt to speak over one another. Following the crescendo, the frequencies 

begin to lower again while the tempo begins to slow. This is the resolution of an argument, but 

also allows the end of the piece to seamlessly transition to the beginning again. Fig. 9 documents 

the effects on the water’s surface while only one subwoofer is producing a tone. My goal for this 

piece is for the viewer to contemplate the tones and language that we use when communicating, 

the physical effects that can come from an escalating argument, just as waves were produced by 

tone played through a subwoofer. As you walk around this piece, your body motion activates a 

motion sensor on The Discord of Our Division. 

 

 
Fig. 9. Andrew Schultz, Furtive Dialogue, The Waves We Make(detail), Madjax, 2017. 
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Fig. 10. Andrew Schultz, Furtive Dialogue, The Discord of Our Division, Madjax, 2016. 

 

 Motor driven motion and sound was the starting point for the creation of The Discord of 

Our Division. A sculpture that springs to life can be startling and can also act like a beacon, 

drawing you closer in. Only one side of the table has been activated as you approach the work. 

Not until you walk around the entirety of the piece does a second motion sensor activate the 

second half on the table. It is important for me to separate the two actions taking place within the 

sculpture, as it represents two different people. It is also important for me to allow the viewer to 

activate each side dependent on their movement around the piece. This I chose to use the chairs 

as figures for this work. The design of a chair is directly related to the proportions of a human 
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and its purpose as a place to occupy yourself. This allows a viewer to insert themselves, or 

imagine a person in that position. The use of worn chairs draws a connection to the glass objects 

scraping across the tables surface. I designed the table to be smaller than a standard dining table. 

This brings a level of congestion and restlessness to the piece. I also designed the table based on 

a hollow body acoustic guitar in order naturally amplify the sound of the scrapping glass teeth 

and fingers. As The Discord of Our Division is also modeled of the thematic content of two 

people having a difficult conversation, I chose to explore two distinct mannerisms that people 

might express. These being the fingers of a fidgety person that is unable to stand still when 

resolving conflict, and the other being the teeth of a person who is aggressive in nature, grinding 

in agitation. The cast translucent glass brings a quality of fragility to the highly realistic objects, 

becoming more ghostly than that of a prosthetic device. I obtain the high level of detail in the 

teeth and fingers by using alginate to mold the fingers and teeth. Alginate is the same plant based 

material that dentists use to take impressions of teeth.  
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Fig. 11. Andrew Schultz, Furtive Dialogue, The Discord of Our Division(detail), Madjax, 2016. 

 

Fig. 11 shows a detailed image of the teeth and fingers. The crank arms that are connected to the 

electric motors have two separate types of pattern. The teeth move in a wave-like motion from 

left to right, while the fingers move from the outside in. I represent all ten digits of the human 

hands, thumbs being in the middle. I used six sets of teeth to create a visual balance between the 

length of space the fingers occupied. There is no conceptual correlation to mathematics or 

numbers. The beauty in this work is that it might never activate in the exact same way. 

Depending on the viewer’s movement and interaction around the piece, The Discord of Our 

Division constantly allows change and variation in its activation.  

 As the viewer moves onto, Continuous Exertion, they encounter yet another artwork with 

mechanical elements. I chose to create a sculpture that required direct physical interaction from 

the viewers. I adapted a compound style crank to produce upward and downward movement 
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from the crank arm. The gears and chain allow both sets of cranks to operate if only one person 

is activating the work. Much of Continuous Exertion has been created out of white oak to relate 

to the other work in the show that are crafted out of wood. There is a playful act of turning a 

crank on this wooden object that in reminiscent of a child’s toy. The mechanism itself is a means 

to allow the hands to move to and from one another without ever touching. My goal with 

Continuous Exertion was to draw a connection to the physical effort that is required to make 

contact or see eye to eye with one another. The wooden handles on the crank arms require a bit 

more force to create movement than the viewer might anticipate, just as our conversations might 

take a little more effort than anticipated. The reduced weight and durability of plastic was an 

adequate alternative to glass, originally planned to be the material for the hands. I pigmented the 

plastic white to replicate that of cast white glass and to echo the history of marble sculpting.  
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Fig. 12. Andrew Schultz, Furtive Dialogue, Continuous Exertion, Madjax, 2017. 

 

The variation of negative space between the hands is never stagnant. Depending on where 

the participant ends their exertion, the work has potential to be observed in a different position 
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by the next viewer. The play of shadows on the wall can almost be as charming as the hands 

themselves. A beautiful wooden clunk, mixed with a ratcheting tick is generated through the 

movement of this piece. This element adds another sensory level to the work that can be 

experienced by the participant, and adds to the character of this work.  

 The Chore at Hand, is a video installation that embodies the conceptual framework of 

this show the best. It encompasses elements of space, sound, light, and movement.  

 

 
Fig. 13. Andrew Schultz, Furtive Dialogue, The Chore at Hand, Madjax, 2017. 

 

The space that is constructed was modeled off the dimensions of the living room in my home. 

Here I created two false windows that are back lite by L.E.D. light and covered with blinds, and 

light blocking curtains. This installation gives the effect that there is daylight outside, but with 

the windows drawn closed to conceal what is taking place inside. In the center of the space, is a 

rocking chair that encourages the viewer to sit and spend time with the work. The duration of the 
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video is just over five minutes. The video footage that I have shot documents various tasks that 

take place in a domestic setting. There are clips of: washing dishes, dusting tables, cleaning 

countertops, vacuuming, polishing mirrors, and cleaning a dinner table. Mixed between these 

domestic acts are close shots of: eyes, ears, mouths, fidgeting hands, and a leg twitching 

nervously. My goal was to embody some of the physical mannerisms that happen when people 

are in discussion, mixed with the chores and tasks that must be done at home to keep things 

orderly and habitable. I contemplated why some people utilize tasks to escape the reality of 

situations. I also contemplated how these various tasks can be a catalyst to growing hostility 

between people when both parties do not share the burden of chores.  

The overall tone of this video content is tense. This is heightened using a custom 

projector mount that has a mirror with a motor attached directly in front of the lens. Seen in Fig. 

14 is a detailed image of this machinery. Here I can project the video on the opposite wall from 

the projector, and as the motor turns, it pushes the mirror to block the lens to swing the image 

onto same wall as the projector. This allows me to cast the video across the entire wall space of 

the installation, only finding moments of rests on opposite walls. There was definite thought put 

into the types of motion captured in the video that compliments the swinging motion of the 

projected image. By mimicking the movement of the projector with the video content, the viewer 

can catch themselves in a moment where action and content merge. The operation of the rocking 

chair also relates to the movement of the projector and the video content. I deliberately 

disassembled the rocking chair, and re-assembled it without glue to add thumping and uneasy 

use of the chair.   
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Fig. 14. Andrew Schultz, Furtive Dialogue, The Chore at Hand(detail), Madjax, 2017. 

 

I appreciate how this work allows a viewer to observe from the outside looking in at 

something taking place, and how it also allows a viewer to enter the space and become more 

absorbed into the action taking place. The exclusion of the fourth wall allows an audience to 

absorb the work in a type of voyeurism. It also invites participants inside with easier access to 

the room. The low hum of the projector and whine of the electric motor is quite possibly the only 

soothing aspect to this work. Just around the corner from The Chore at Hand, you will find the 

source of the constant subtle ting you have heard in the space the entire time. 

 Closed Loop, is a mechanical piece that fills the entire gallery space with a piercing ting, 

yet is one of the smallest sculptures in the show. I have integrated the presentation of Closed 

Loop into itself by creating a steel pedestal that is both for display and required for adjusting 

tension on the motor.  
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Fig. 15. Andrew Schultz, Furtive Dialogue, Closed Loop, Madjax, 2017. 

 

Powered by a small D.C. motor, there are two opposing sides of casted glass pulleys that all 

driven off the single motor. I have taken molds of existing pulleys to produce a more realistic 
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and precise pulley. I decided to use clear glass once again to keep the pulleys translucent in 

appearance and recognizably glass from any other material. However, I have frosted the glass to 

soften the surface, giving a different quality than The Discord of Our Division. As the pulleys 

have less detail than the casted fingers, frosting the glass served no threat to their understanding. 

Frosting the glass allows light to be absorbed better and gives the it greater radiance. I have used 

butchers twine that I have left white, or dyed in hues ranging from light pink to deep red, instead 

of using traditional chain or a belt to drive these components. As power moves further from the 

source, the twine segments gradually become a deeper red. I felt this consideration helped move 

the work closer to the domestic rather than the industrial. This helps represent the strain on the 

system as you move further from the power source. There is also a wonderful slip that happens at 

random times when the force needed to turn the entire group of pulleys is too much and 

mechanical failure happens. Fig. 16 shows a detailed image of the pulleys and their mechanical 

components from the reverse side. Seen in the pulley on the bottom right, there are teeth that 

engage a pawl, just as a ratchet might. The only difference is I used roller bearings and gravity to 

produce a much lighter, resonating “ting”, than a “tick” that would have been produced by a 

standard pawl and spring. Though this is a very minute and delicate action, it produces a sound 

that can be heard throughout the gallery space.  

The conceptual framework I began with when creating this work comprised of two 

starting points: having a sculpture with kinetics happening at a much more intimate and minute 

scale than my other works, and to explore a different type of relationship between two people. 

Here I express the physical connection between a couple caught in the midst of co-dependency. 

The teeth on the pulley are constantly moving, keeping a tempo, unaware that the other half has 

been supporting and driving the entire time. Much as in a co-dependent relationship, one person 
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takes on the role as the enabler who is physiologically dependent on the self-destructive nature of 

the other.  

 

 
Fig. 16. Andrew Schultz, Furtive Dialogue, Closed Loop(detail), Madjax, 2017. 
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This psychological struggle was an inspiration for the work, but it is not detrimental to the art if 

the viewer does not interpret the narrative in that exact way. There is a good balance between 

visual activity and sound that makes this piece strong. 

 Moving away from Closed Loop, you encounter the largest piece in the show. Speak a 

Little Louder is the one piece in Furtive Dialogue that requires two participants.  

 
Fig. 17. Andrew Schultz, Furtive Dialogue, Speak a Little Louder, Madjax, 2017. 

 

I modeled this work off of speaking tubes or voice pipes, through which speech is transmitted 

through pipes across a distance. This piece is comprised of various sizes of PVC pipe that you 

might find in the plumbing of a home. Hand blown glass funnels have been inserted into the 

talking tube and hearing phone areas. I felt this addition would specifically draw attention to 
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these areas of the piece. My goal was to create a work that reflects the physical dimensions of an 

adult and to extend the distance between people during communication. A moment of discovery 

happens with this work as the participants find that little voice amplitude is required to transfer 

speech across the distance. An interesting interaction happens between participants when facial 

expression and body language is diminished by extending the space between to people. One must 

rely more on the words and tone being expressed, rather than the perception of body language 

when communicating. Much like a telephone, communication is slightly filtered and distorted 

when relying solely on the words and tones being spoken across long distances through the 

device. Too often we as humans increase our amplitude and tone of voice to demonstrate 

aggravation and discontent to the other party, rather than attempting to clarify our language and 

speak more directly. Other times we might have to speak louder to be understood more clearly 

when the environment is noisy, accidentally giving the impression of aggravation. Nonverbal 

communication is just as essential as spoken language when communicating, especially through 

the voice of art.  
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 The final piece, and the most divergent of media in the show is The Prelude of 

Consequence.  

 

 
Fig. 18. Andrew Schultz, Furtive Dialogue, The Prelude of Consequence (left side), Madjax, 

2017. 
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Fig. 19. Andrew Schultz, Furtive Dialogue, The Prelude of Consequence (right side), Madjax, 

2017. 

 

 I utilized neon tubing and noble gas to create a work that is more pop-like and iconographic in 

nature than the others. I find contemporary neon art revolving around text as the subject too 

often. Subsequently, I created an original neon piece that exhibits a narrative through the 

illustration of recognizable imagery of a grapevine and mouth. The work is a kinetic piece of 

neon that utilizes a neon animation flashing controller that allows the circuits to light in a 

sequence, bringing visual movement to the piece. The center grapevine is constantly illuminated, 

while the right and left side mouths alternate illumination every four seconds. Fig. 18 documents 

the left mouth being illuminated, and Fig. 19, the right mouth. Colorful light and movement draw 

attention to the sculpture. In addition, the content of the title and imagery challenge the viewer to 

spend a longer moment with the work. The fundamental concept for this sculpture was the 

phrase, Heard it through the grapevine, and the childhood game of Telephone. I represent 

communication between two people, rather than the transference of information down a chain of 
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people. Sometimes the words we use, despite speaking the same language, are not always 

received by the other party in the manner that we intended. Sometimes conversation must 

meander and tread around the same point of discussion in many different worded ways for the 

concrete meaning to be expressed and understood. Communicating is something that we 

inherently understand and demonstrate as babies, yet through the course of life we constantly 

learn that with each higher plane of communication we learn, there are stumbling blocks in the 

road. 

As I stated earlier, my intention is not to make the viewer uncomfortable, but rather to 

strike a personal chord within themselves. The home is where we first learn to understand 

communication and where we first start to communicate ourselves. My thematic focus for this 

exhibit is how even as adults expressing ourselves can be difficult. The multifaceted way in 

which we discuss was a major inspiration to me for this work. I took various perspectives that 

converge onto the issue of difficult communication within the domestic environment. These are 

root issues that anyone might have faced at some point in life. I require the viewer to physically 

exert themselves with Continuous Exertion, to create the connection in the work that 

communication is a very physical process; or as demonstrated in The Waves We Make, the 

unseen vibrations of a frequency can produce observable effects when placed against water. The 

use of motion sensors allows The Discord of Our Division to take on a life of its own. Creating a 

kinetic piece that responds to the activity of space around it, physically effected by its 

environment and the viewer. Many, if not all the pieces in this exhibit portray conversation from 

a third persons point of view, or someone outside looking inward. Some of the challenges I faced 

with this exhibit were how to make each sculpture unique, but homogenous to the overall 

concept. I had to contemplate the placement of the work in the gallery space just as much as I did 
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the creation of the work. Finally, I had to strike a balance between the amount of information I 

gave the viewer and how much I asked them to make their own connection. Unlike proper verbal 

articulation, artwork needs a certain amount of intellectual space set aside for the viewer. This 

space allows them to create their own lines between dots while staying within the boarders that 

you have outlined for them. 

Conclusion 

 In Furtive Dialogue, I investigated how the combination of mixed media and glass, in 

conjunction with kinetic elements, could demonstrate the complexity of human communication. I 

was inspired through the multifaceted ways in which we transfer information and how I could 

represent the problems that arise. Through a conscious exploration of material, I aimed at 

drawing connections between material choice and the underlying conceptual framework I chose 

for myself.  

 Through this exhibition, I approach each sculpture through an unhindered assemblage of 

materials and processes. By not solely working with glass, I expanded my visual vocabulary. 

Too often I have forced ideas through the medium of glass. By stepping back from the material, I 

could take a more abstract approach to my creative project. This allowed me to investigate 

kinetics and mechanical systems that I would not have explored otherwise. Allowing myself to 

then come full circle, I then included glass into the sculptures where I felt necessary.  

 I recognized that this body of work was also a way for me to engage the larger sculpture 

community. I feel that I could apply in the future to a wider range of exhibits and shows by 

embracing the sculptural view point that any material can be used for art. This reasoning also 

allowed me to explore intermedia and video art as a material, focusing more on the space and 

content rather than the object.  
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 The success in Furtive Dialogue does not lie in the expertise of a specific craft, or the 

exceptional quality and price of material, but the unrestrained thematic investigation I was 

encouraged to distill. This journey allowed me to find an honest way of addressing the issues that 

we can face when interacting with one another and the heart of representing these in the context 

of a domestic environment. Not until being placed under a new light do various problems expose 

themselves and are then no longer overlooked. I had many goals and aspirations for this exhibit, 

but it was not until the work became public that I realized that the essence of the show was 

having a meaningful conversation with the viewer, regardless if they interpreted each work 

exactly as I intended.   
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Exhibition Statement 

 

In this thesis exhibition, Furtive Dialogue, I present a range of perspectives that wrestle with our 

difficulties and daily struggles with communication between each other and ourselves. I find 

inspiration in the multifaceted ways in which we communicate through words and through body 

language. By employing kinetic elements that incorporate a multitude of glass processes, in 

conjunction with mixed media, I highlight specific areas of interest within each sculpture. Using 

physical and implied movement, the viewer can observe a sense of time and space surrounding 

each work. This is the apex of three years of research I spent investigating while pursuing a 

Master of Fine Arts in Glass at Ball State University.  
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Fig. 10 
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Madjax, Muncie. 

37’’h x 48’’w x 32’’d 
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Schultz, Andrew. 2016. Furtive Dialogue. The Discord of Our Division (detail). 

Wood, steel, cast glass, found objects, DC motors, and motion sensors. 

Madjax, Muncie. 
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Schultz, Andrew. 2017. Furtive Dialogue. Continuous Exertion. 

Wood, bicycle cranks, chain, steel, and cast plastic. 

Madjax, Muncie. 

92’’h x 48’’w x 13’’d 
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Schultz, Andrew. 2017. Furtive Dialogue. The Chore at Hand. 

Wood, drywall, L.E.D., window blinds, curtains, video projector, DC motor, mirror, and rocking 

chair. Madjax, Muncie 

96’’h x 168’’w x 192’’d 
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Schultz, Andrew. 2017. Furtive Dialogue. The Chore at Hand (detail). 

Wood, drywall, L.E.D., window blinds, curtains, video projector, DC motor, mirror, and rocking 

chair. Madjax, Muncie. 
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Fig. 15 

Schultz, Andrew. 2017. Furtive Dialogue. Closed Loop. 

Steel, cast glass, wood, butchers twine, and DC motor. 

Madjax, Muncie. 

64’’h x 17’’w x 17’’d 

 

Fig. 16 

Schultz, Andrew. 2017. Furtive Dialogue. Closed Loop (detail). 

Steel, cast glass, wood, butchers twine, and DC motor. 

Madjax, Muncie 

64’’h x 17’’w x 17’’d 
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Fig. 17 

Schultz, Andrew. 2017. Furtive Dialogue. Speak a Little Louder. 

PVC, blown glass, steel cable. 

Madjax, Muncie. 

74’’h x 228’’w x 29’’d 

 

Fig. 18 

Schultz, Andrew. 2017. Furtive Dialogue. The Prelude of Consequence (left side). 

Neon tubing, argon, mercury, GTO wire, transformers, flasher controller. 

Madjax, Muncie. 

69’’h x 96’’w x 4’’d 

 

Fig. 19 

Schultz, Andrew. 2017. Furtive Dialogue. The Prelude of Consequence (right side). 

Neon tubing, argon, mercury, GTO wire, transformers, flasher controller. 

Madjax, Muncie. 

69’’h x 96’’w x 4’’d 

 


