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Hours & Location

Exhibitions

Public receptions for exhibitions will be held each Thursday from 
6–8 PM and public thesis defenses will take place each Friday from 
2–3:30 PM. All exhibitions are located in the Center for Contempo-
rary Art & Culture’s 511 Gallery and 157 Galleries.

Series
Schedule
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More Information
For links to the artists’ websites, a digital version of this  
exhibition guide (with accessible audio captions), and installation 
images, please scan the QR code below using your smartphone:
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Processes, practices, habits, routines, and obsessions include 
dramatic performances, structures of communion with others, 
conceptions of time and space, and transformations. They occupy 
liminal territories as ceremonies of pomp and the mundane alike. 
Understanding them for how they are performed, how they use 
space, and who uses them is just one way of examination. Other 
modes of inquiry include critical explorations of their functionality, 
or what they accomplish for individuals or groups; their processes, 
or the underlying dynamics that drive them and bring about change; 
and their experiences, or what it is like to be within a ritual. Wade 
Schuster plumbs the ritual experience of remembering, recalling 
mental images through the everyday action of walking translated 
into painting. Ryan Kitson subsists off the land, using organic rem-
nants juxtaposed with market-driven trappings in his sculptures to 
question the functions of obsessive capitalist consumption. Kelsey 
Hamilton Davis queries personal and cultural understandings of ci-
vility, heritage, and “nature” through amassed and sculpted objects 
arranged within vast environments. Madison Queen collects objects 
of desire and horror to photograph them within still-lifes, disclosing 
the underlying processes that drive constructions of identity. And 
Douglas Wiltshire performs last rites processes to understand how 
death functions through and by material vessels. 

These are but some of the rites that require reckonings. 

– Laurel V. McLaughlin, Guest Curator
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In 2020, a photo-based article illumined the loss of cultural 
rituals amidst the global COVID-19 pandemic and their subse-
quent reinventions.1 Missed graduations, weddings, and funerals 
alchemically shifted to self-portraits, private promises, and virtual 
mourning. These dissonant, arrhythmic experiences bombarded 
the world, much like the Russian composer Igor Stravinsky’s 
(1882–1971) “The Rite of Spring” in 1913, mythically characterized 
as the impetus for a “riot.” Listening to the orchestral concert 
piece as a raucous aural container for grief forced a recognition 
of the vitality and pitfalls of ritual structures. Many have rightly 
asked, what time do we find ourselves in, when even the simple 
act of walking outside or touching a door handle is immeasurably 
changed, grotesquely rebirthed? Put another way, what “spring” is 
this? Historically signifying life, novelty, fertility, redemption, a break 
from labor, a time for cleaning, an anticipation of steadiness—it is 
now unstable. A precipice. A not-spring. How might a closer exam-
ination of rituals enable a critical reexamination of everything from 
redemption to desire and subsistence? This PNCA Low-Residency 
MFA in Visual Studies Thesis Series of solo exhibitions by Kelsey 
Hamilton Davis, Ryan Kitson, Madison Queen, Wade Schuster, and 
Douglas Wiltshire query how such rituals might be reimagined in 
light of 2020’s cultural, institutional, and governmental reckonings 
that challenged rote rites, or ceremonial acts, that compose the 
apparatus of the neoliberal nation-state. And yet, artistic practices 
both contain ritual structures and deviate from them all the time. 
An acknowledgement of the alignment of art-making as ritual within 
this contemporary moment of fluctuation offers some rites from a 
spring reckoning. 

Performance theorist Richard Schechner characterizes 
ritual as “collective memories encoded into actions.”2  They are 
what performance studies scholar Jennifer Doyle approximates as 
the actions that make a morning feel like a morning, for instance.3  

some rites from
a spring reckoning

1  “PHOTOS: How The World Is Reinventing Rituals,” NPR, 
September 19, 2020, https://www.npr.org/sections/goatsandso-
da/2020/09/19/909275936/photos-how-the-world-is-reinventing-rituals.

2    Richard Schechner, Performance Studies: An Introduction  
(New York: Taylor & Francis Group, 2006), 52.
3    Jennifer Doyle, “Ritual and Routine,” Synthetic Ritual  
(Claremont, CA: Pitzer Art Galleries, 2011).
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/trəˈvərs/ 
July 20–25

Walking through Portland neighborhoods: parallel streets, 
directional signs, the blur of a passing figure. What light, shapes, 
and colors linger in the memory after their perception, flashing up 
later, only to tether past space and time to the present? And are 
these afterburns, liminally situated betwixt and between realities, 
somehow futural projections?

Wade Schuster’s oil paintings in /trə̍ vərs/ instantiate what 
philosopher and literary critic Walter Benjamin understood as the 
“dialectical image”—an image that conjures a “phenomenon” of 
fragmented history or memory in the present. They recur as tem-
poral and aesthetic interruptions that disrupt linear expectations 
of time and experience. Schuster engages in a dualistic ritual of 
walking followed by a translation process in painting these images 
of spacio-temporal break-through. They manifest in what Schuster 
calls “glances” and “stares.” The glances took the form of quick-
ly-painted, small-scale works with enigmatic shapes and swaths of 
muted color that evoke compressed space and time, seen in pass-
ing and remembered in fleeting thoughts. Conversely, Schuster’s 
“stares” embody large-scale, text-based works recalling remnants 
of street and protest signs witnessed throughout the tumultuous 
course of 2020 that converge alongside, overtop, and through fields 
of color. Recognizable as site and text, respectively, the intimate for-
mal paintings and the large-scale text works withhold the fullness 
of their origins, requiring viewers to imagine the navigations that 
beheld them and the images of evocation.

6

Wade
Schuster

Wade Schuster, Divide, 2021. Oil on canvas, 11 x 14 in. Courtesy of 
the artist.
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The Four Seasons 
July 27–August 1

They lurk in the corners of the gallery—part-animal, 
part-marketed hiking backpack, part-index of the animal’s demise. 
Like containers, Ryan Kitson’s “pack sculptures” hold blunt evidence 
of human subsistence—a dead animal head (the body of which was 
eaten by the artist) and often the weapon which facilitated its pass-
ing—alongside the backpack that ecotourist markets deem neces-
sary within “nature.” The packs are gendered male and female, each 
representing a season (with one missing), which embodies and 
critiques just two of the fossilized codes designated as culturally 
valuable. But Kitson also discloses unexpected spirituality, respect, 
and even humorous absurdity in the conservationist-hunter mental-
ity with the careful placement of straps over the animals’ eyes.

 What do these contradictions in form and functionality 
tell us about ourselves and our relationships with “nature”? Kitson’s 
sculptures diagnose a constructed unease between humans and 
“nature” that slyly unravels our assumptions about each while also 
noting the increasingly precarious encounters between the two. 
Beyond the pack sculptures, delicate glass vessels hold fish and 
fruit, containing life-giving nutrients and yet withholding them in 
their containment. And the final contradiction, a taxidermized coy-
ote entering the gallery via a door-dog from nowhere, crystallizes 
how human understanding of the “natural” world and the functional 
rituals we create to intervene within that seemingly separate sphere 
are mostly foolhardy anyway.

8

Ryan 
Kitson

Ryan Kitson, Artemis, 2020. 36 x 20 x 18 in. Buck, backpack, 
Nalgene, pepper spray, stolen land. Courtesy of the artist.
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In the House 
of Weird Sisters 
July 27–August 1

Crone. Mother. Maiden. The chapters of a weird, unfin-
ished, and multiplicitous story of matrilineage across three rooms. 
Kelsey Hamilton Davis’ intuition-based practice examines themes 
of domestication and civility, and their interactions with the simulta-
neously ancient and contemporary body. Hamilton Davis amasses 
and creates modular collections of ceramics, textiles, paintings, 
and found objects to meet in ambiguous situations, often anchoring 
the work in appropriated, mythical, literary, or folkloric portrayals of 
womxnhood and “nature.” In her thesis exhibition In The House of 
Weird Sisters, Hamilton Davis references the personal and familial 
to query longings for narratives of heritage. How do we imagine and 
reference the vaguely historical in contemporary aesthetics and 
cultural codes of constructed selfhood? What are these codes? 
Where do they come from? How are they rendered, seen, smelled, 
and felt? And how do they direct societal and personal expectations 
of the body and identity? 

The three chapters of In the House of the Weird Sisters 
“stage” these questions, unveiling the environmental rituals that 
serve to construct such codes and inflect them within everyday life. 
Crone incorporates fans and a faucet, setting domestic scenes into 
motion through ruffled textile and the illusion of a flooding that isn’t 
there. In Mother, the contrast of hard ceramic with rotting fruit and 
flowers alludes to the passing of generational time and nostalgia 
for a lost sense of self. Maiden hosts a return to the body through 
ceramics and textiles, holding contradictions in intimate proximity. 
In each chapter, found and fetishized objects, ranging from colonial 
New England wooden decoy ducks used for hunting seen in each 
chapter, to a pedestal made from a mundane lawn chair, conjure 
the trappings of expectations. This array of iterated objects—from 
the viscerally hand-crafted to the readymade, and the objects some-
where in between—coalesce in an installation total, or a material 
poetics. Gathered from New England folklore, ancient witch his-
tories, autobiographical experiences of embodiment, and circum-
ventions of patriarchal standards for womxnhood, Hamilton Davis’ 
installations upend expectations of civility, “nature,” and ourselves.

10

Kelsey 
Hamilton Davis

Kelsey Hamilton Davis, Angel, June 2021. Two crabs on linen, 8 x11 
in. Courtesy of the artist. Photo: Sarah Meadows. 
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The Gallery of 
Metamorphics
August 10–15

Fleshly silicon eyelids, synthetic wigs, piles of glitter, and 
grotesque Halloween masks are arranged in scintillating worlds 
under the eye of a medium format camera lens. In acquiring these 
queer objects via the Internet and picturing them in elaborate still-
life scenes, Madison Queen questions their underlying psycholog-
ical dynamics—what drives rituals of beautification, sex, fear, and 
even humor? And how do they, in turn, simulate and re-simulate 
who we are to ourselves and others?

The impetus for this “gallery”—a term denoting both a 
site to exhibit art and also a virtual threshold into avatar worlds—of 
still lifes begins in the Internet realm of chatrooms, wherein players 
virtually don costumes and extra-human powers. Screen names, 
randomized coding, first and third lives, private messaging, and 
online communities frame the processes that Queen employs in 
the compilation of these avatar scenes. Queen searches on Wish.
com for absurd products to make sense of apart from the scrutiny 
of the male gaze—like the silicon eyelids used to practice makeup 
application, but also doubling as labia, and translucent plastic sex 
dolls mimicking the human form and yet invisible to the user. Once 
acquired, Queen positions and adorns them, coding them in various 
projections of (non)desire. And finally, she “captures them” via the 
lens, performing a cultural sense of imagining what motivates these 
objects and how they might function in (non)reality. Rendered pal-
pable, Queen’s photographs re-present us with the subconscious 
intimate inklings and gut-turning moments of uncanniness that 
harness the potential to form (and constantly re-form) us.
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Madison 
Queen

Madison Queen, Teeth, 2020. C-print, 36 x 36 in. Courtesy of  
the artist.
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Cocooning
August 17–22

How does death signify materially within societies? What 
forms does it take? What affects does it render palpable? Doug 
Wiltshire’s jewelry, accessory, and sculpture works query how the 
material “cocoons” of death signal meaning to mourners, caregiv-
ers, and United States culture at large.

In Cocooning, Wiltshire’s practice of gleaning recycled 
materials in his jewelry making extends to the sculptural realm. 
He found himself in car junkyards, confronted with the material 
vessels in which people passed from life to death. At the same time, 
he began researching the curious consumer fetishes attributed to 
cars within U.S. culture. Considering this seemingly incongruous 
affinity between spirit and material, Wiltshire trained and worked 
as a “first caller”—a service worker who responds to a scene in 
which a person has died and cares for their bodily remains. This 
service often included transporting bodies from their sites of death, 
which were very frequently motor vehicles, to the funeral home or 
morgue where they would enter coffins or urns. From fleshly spirit 
to bodily matter, Wiltshire labored in the processes of these liminal 
human spaces, contributing to the mental and physical care of 
mourners and the dead, and observing last rites rituals. Gesturing 
to these forms of material care, and simultaneously conveying a 
memento mori warning—or a reminder that one will inevitably pass 
away—Wiltshire conjures the transitional spaces between life and 
death, animacy and inanimacy, desire and undesire. Rendered here 
as intimate, delicate, and yet dangerous jewelry intended to adorn 
bodies; re-presentations of gleaned materials that once hosted 
bodies passing from life to death, such as Chrysalis; and the artist’s 
own “accessory” body parts, such as a removed gall bladder and 
prostate, Wiltshire’s sculptures question the ways in which spirit is 
drawn to inert material.

CW: contains materials associated with death

14

Douglas 
Wiltshire

Douglas Wiltshire, Bracelet Fatale, 2021. Fender steel, windshield 
glass, roadkill rabbit fur, 3 ½ x 8 ½ in. Courtesy of the artist. 
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In support of this show, I would like to extend a huge thank 
you to all who lent ears, eyes, and perspective in my process of cre-
ating this show. To name only a few of you, my Low-Res MFA cohort, 
Aeron Bergman, my very best teacher, Amy Adams, my wonderful 
mentor, Paul Montone, my entrusted thesis advisor, Laurel Mc-
Laughlin, our dutiful curator, and, of course, Paul Musial and Kalaija 
Mallery, my friends and companions in ideas and work: thank you, 
you have done more than you know. Finally, of course, a thank you 
to my friends and family, who are an unending well of love that keep 
me making, learning, and growing. And lastly, a special thank you 
to my mother and my Meema for giving me all of the magic I ever 
needed. 

– Kelsey Hamilton Davis

I’d like to thank Aeron Bergman, Fergus Feehily, Amy Sill-
man, Tomory Dodge, Max Presneill, and Mikko Kuorinki for sharing 
your knowledge and insights. Many thanks to Thesis Advisor Paul 
Montone and Thesis Curator Laurel McLaughlin for your support 
and guidance. And lastly, a very special thank you to Monica Figura 
for your unwavering support. 

– Wade Schuster

Artist
acknowledgements

 Thank you to Aeron Bergman, Erin Dengerink, Alejandra 
Salinas, The PNCA Low-Rez Cohort, Malia Jensen, Will Fargo, Ellen 
and Rich Kitson, and Mike Kitson.

– Ryan Kitson

I would like to thank Mom + Dad; Worlds Community: 
DrFrasierCrane, BicPenLysolWipe, Nexialist, Buti, dosfox, Wirla-
burla, Knacken; and Bob Haft, Hugh Lentz, Rachel Wolf, and Biquini 
Wax.

– Madison Queen

I would like to thank Laurel McLaughlin, Aeron Bergman, 
and the amazing staff at PNCA/ Willamette University Visual Studies 
Low Res MFA program for making this show possible. I would also 
like to thank my family for their tireless support.

– Douglas Wiltshire
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Exhibitions are the result of numerous kinds of  
collaboration. The artists and curator would like to recognize Chair 
and Associate Professor of the Low-Residency MFA in Visual Stud-
ies, Aeron Bergman, and Program Coordinator of the MA in Critical 
Studies and Low-Residency MFA in Visual Studies, Erin Dengerink, 
for their dedication and guidance to the practices of this cohort. 
We would also like to thank Assistant Administrative Director of 
the Hallie Ford School of Graduate Studies and Assistant Professor 
in the MFA of Collaborative Design, Meghann Gilligan-Koehn, and 
Low-Residency MFA in Visual Studies Candidate, Joe Bun Keo, for 
their labor in promoting the exhibition series. Our sincere thanks 
also go out to installer and MFA in Visual Studies Candidate, Jenn 
Sova, Christopher Kim for creating the website, and Oskar Radon 
for the publication design. And finally, but certainly not least, the 
curator would like to thank all of the artists for their generous  
conversation, deep thinking, and persistence.

– Laurel V. McLaughlin
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