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The oyster shells were my starting point. I received them as a 
byproduct and felt bad about trashing them, thinking that, as an 
artist, I have a responsibility to make something ‘beautiful’ out of 
them. After reading Gaston Bachelard’s Poetics of Space, I started 
thinking of a shell as an abandoned place, a home, an absence.1 

It is a structure formed slowly over time, a protective casing 
built layer by layer around a soft interior. I am interested in its 
duality: shell as shelter and shell as vacant space. In my sculptural 
works, I combine them with wax, a material that changes its form 
quickly compared to how a shell is formed through the years of 
an oyster’s life. 

Under heat, the wax softens, melts and transforms, but the 
shell remains as it was. What has drawn me to using wax is its 
reusability; it functions as a material loop. The sculptures are all 
made from the same material and from one another. Does that 
mean the work is ephemeral, or does it get to last forever? The 
red heat lamps activate this process, causing gradual changes and 
keeping the works in a constant state of becoming, no longer 
needing the artist’s help, intervention, or presence. The heat’s 
impact varies as it’s combined with different distances and time 
spans; the heat transforms each sculpture at a different pace. I see 
this work as an invitation; the viewer is welcome to return to see 
how it has transformed over time, or take a moment to ponder 
as the wax creates melted rivers of forms. Once we take a closer 
look, small details become worlds that we get to observe. The 
viewer encounters this tension, the anticipation of change in the 
temporary form.

Historical & Artistic context

There is a history of artists working with the instability rather 
than against it. Eva Hesse worked with latex and fibreglass. These 
materials droop, change colour, and fall apart; it is not despite 
their instability but because of it. Her sculptures kept changing 
after she was done with them, as if the material had its own 
course.2 Similarly, Maria Bartuszová filled balloons with wet 
plaster and let gravity create the form, trusting the fall and 
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the pressure to make something she couldn’t have pre-designed.3 
Both artists have inspired me because of their willingness to 
step aside. Not to fully disappear, but to share the authorship 
with something that isn’t human. My oyster shells and wax 
sculptures come from a similar place of interest in what happens 
when you set something in motion and then let go. The work 
continues without the artist’s hand and lets us think beyond the 
tangibility of sculpture that isn’t simply grounded in material 
objects but responds to circumstances and the outer world. The 
sculptures exist somewhere between forming and unforming.

On the photographs 

The photographs came out of spending so much time around the 
red lamps. They transform everything around them, not only 
the sculptures but the atmosphere and the way we feel when we 
are facing them. When I turn it on, my room looks different; I 
look different. Shooting with a slow shutter speed meant letting 
more time and light into the image. It is both a frozen moment 
yet accumulation of minutes in one picture. The long exposure 
feels related to the sculptures: both are about duration and 
leaving a mark. 

On the red lamps

The red lamps came from a personal memory: my grandmother 
would place one in front of me if I had gotten sick, convinced 
it would cure me. There was something about that object 
that required belief, as if it only worked if you trusted it. It 
had a slightly otherworldly feel; sitting in a red room, the 
heat becoming unbearable after a while, the impossibility of 
keeping your eyes open, the instruction not to look directly into 
the light. It carried an entity-like presence. This quality was 
what eventually brought it into the work, as I was looking for 
something that could transform the sculptures gradually in front 
of the viewer. However, it also requires the viewer to slow down 
their body, to wait and adjust to the light. The lamp already 
knows how to demand patience from us.
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