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Relief, Samuel Freeman Gallery, 2015
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Fig. 5: O.K.O.K., 2016
Enamel and ink on gypsum cement, 52 x 42 inches
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Fig. 6: Sixty-Nine, 2016
Enamel and ink on gypsum cement, 52 x 42 inches
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The Contemporary Art Digest 
& Erin discuss life, art, and the 
the work she’s making today.

THE CAD: You reference both the experience of 
breastfeeding and your more recent miscarriage 
as major influences in your work. What you’ve 
been making most recently seems different from 
The Letdown, the solo show you mounted the year 
following the birth of your son. Emotionally, 
conceptually, and materially, what has changed?

EM: The most recent work has been a reflection 
on my own body, its limitations, and examining 
the physical and emotional experiences of labor. 
The methods for producing these sculptures 
have been pretty consistent for about five years 
now, but I’ve lately become more interested in 
applying materials to the surface that enhance 
it rather than detract from the natural beauty 
of the gypsum. Applying stains, flocking, metal 
leafing, and polishing the surfaces have all been 
really satisfying. I am tremendously interested in 
the iconography I’m using as well. I use that word 
instead of “image” because I’m not as interested 
in the graphic as much as I am the shape, and 
how that can be manipulated and embedded into 
another material. In the past I have been resistant 
to producing narrative works, but with the drama 
of the past two years, the work is now almost 
entirely about reflecting on the current state of 
events and how I internalize them. Some of the 
new works are also deeply personal in that they are 
reflections of miscarriage and childbirth, and the 
disillusioned romanticism history painting has 
ascribed to motherhood. The Letdown was a much 
more digestible exhibition, in that the subject 
matter seemed more approachable and maybe 
easier to talk about. 

THE CAD: When you consider the move home to 
Arkansas (or more generally leaving LA), there are 
lots of obvious reasons that make this a compelling 
possibility—more space for less money, being close 

to family, lots of access to the outdoors. Are there 
other reasons? Have you anticipated how this shift 
might influence your work?

EM: All of those things are a big incentive for me. 
But it’s hard to not think about them without the 
drawbacks of rebuilding a social network that 
took years to establish, and distancing yourself 
from an ever-circulating feast of exhibitions, 
performances, and lectures. Part of me thinks 
I’m lucky to live in such a digital era, that I can 
still access so much of these things through social 
media, but the most elemental part of art is about 
participating and bearing witness. I hate to think 
about missing out on the incredible work being 
made in Los Angeles right now, but even living 
here it seems there is just too much to do. The 
reality is that I need more space for less money, 
and for the time being it’s just not possible to do 
that. Are there other reasons? YES. I’m starting to 
understand that a lot of pretty phenomenal female 
artists have made this adjustment of moving away 
to have cheaper space after having kids, or moving 
their studio home. Although I think it’s a bit of 
a cultural issue of acceptance, it’s also tied to a 
historical diminishment of female labor and self- 
reliance. I know of very few female artists that can 
confidently say they are self-employed mothers, 
but I see the roles reversed so often, where my 
male artist friends have children and the value of 
their work goes up, while their wives provide the 
more stable portion of the family income. It seems 
to be a bonus that women artists don’t get. I know 
of so many female artists that take on multiple 
low-paying adjunct teaching positions while their 
male contemporaries get the tenure track. I know 
a few men who hustle that hard, and I have a lot 
of respect for them, but they are much fewer in 
number comparatively. It’s a double standard that 
needs to change.

IN CONVERSATION
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Fig. 7: Marbled Palm, 2016
Ink and wax on Hydrocal, 29 x 29 inches

Fig. 9: Byzantine Palm, 2016
Ink and enamel on Hydrocal, 32 x 32 inches

Fig. 8: Red Palm, 2016
Ink and wax on Hydrocal, 313/4 x 313/4 inches

Fig. 10: Palm with Cut-Out, 2016
Ink and graphite on Hydrocal, 25 x 25 inches




