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Abstract
Having grown up in 4-H from kindergarten through my senior year of high school, I experienced firsthand the 
impact of its programs learning skills such as community involvement, leadership, and innovation. This experience 
inspired me to research design issues in nonprofit branding. I applied the knowledge obtained from this research to 
produce a new brand for the 4-H non-profit corporation and also created objects and posters based on the new 
branding and messaging.

Initially, I researched the basics of 4-H and the barriers of its current branding techniques. I did this by pulling the 
demographics of those who participated in 4-H from the Iowa State University Extension and Outreach. This 
allowed me to discover Iowa 4-H Youth Development Program statistics including students' age, location, and 
interest within clubs. Additionally, I asked my peers, classmates, and colleagues what they think the 4-H 
organization teaches students. This produced the theme of seeing 4-H as an organization that revolves around 
agriculture prompting me to consider the questions of why 4-H is being perceived heavily as a rural involvement 
and what visual elements could enhance audience engagement. Therefore, I applied the insights gained from this 
research to guide me through designing a series of four posters that showcase different programs 4-H offers. The 
four poster topics include stem, agriculture, service, and craft. Each poster highlights the content a member may 
learn regarding the subject matter, and additionally, the posters follow the 4-H branding guidelines which include 
instructions on using the 4-H name, applying the four-leaf clover emblem, and colors permitted to use in imagery or 
text.Along with these posters, I further wanted to expand my design skills by exploring materials I do not 
traditionally have the opportunity to work with. 



Abstract Continued
To embark on this material exploration, I created a series of tangible objects that correlate with each of the topics. 
These objects include a 3D laser-cut hexagon, a 3D printed coaster, a stack of customizable index cards, and a 
sculpture made of laser-cut four-leaf clovers. Each of these objects provided me the opportunity to explore 
alternative methods to designing and creating objects. I was able to expand past my comfort zone ranging from the 
first time designing a file for a 3D print to precisely planning laser-cut pieces that could be fabricated into a 
functional object. This helped me understand that as a graphic designer to communicate messages and effectively 
resonate with an audience, I must embrace different approaches to thinking beyond traditional design forms. It’s 
also crucial to be able to combine multiple elements such as research, branding, and material exploration to create 
an innovative solution for delivering the message you want the viewer to grasp. 

Together, the posters and their correlating objects taught me about the process of rebranding while giving me the 
opportunity to experiment with different graphic design elements. I gained insights on aligning an organization's 
mission with visually compelling branding to enhance audience reach. The process increased my understanding of 
graphic design’s role in rebranding and highlighted the impact that intentional, mission-driven visuals can have on 
audience engagement and perception. For the future, this is a good stepping stone into both branding and non-profit 
design as I was able to obtain skills in overcoming design challenges. I was able to effectively communicate visual 
identity and implement design elements that promote an organization's purpose. 
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Abstract:

26 Undelivered Letters is a collection of images, objects, and letters compiled into the form of a photo book. 
Rather than attempt to combine disparate elements in a digital-publishing workspace, all pieces in this project are 
treated as objects photographed against a backdrop. My research primarily consisted of methods to harmonize 
these objects and sequence them into a compelling and cohesive photo book with a sustained narrative of grief and 
loss throughout.

The contents of the photobook fall into three categories, all surrounding and informing a personal tragedy that I 
experienced in May: prints of photographs taken in the summer months, letters penned in the same period, and a 
variety of artifacts from the months leading up to the summer. In a sense, these materials were determined for me. I 
wrote and photographed during the summer out of necessity, not artistry. My research for 26 Undelivered Letters 
dealt with the form and presentation of these materials. The form I settled into is heavily indebted to Dieter Roth’s 
246 Little Clouds (1968) – the book’s hand-drawn materials are photographed with direct light and hard shadows, 
emphasizing their tactility. I transcribed all the letters I’d written into a notebook I was willing to cut pages from 
and elected to write in cursive to emphasize their intimate nature as personal letters. Following this, I began 
printing the photographs from the summer. Since I knew I wanted to reproduce the letters at-scale in the 
photobook, I chose to print the photographs five inches wide, a size I felt would fit comfortably on the pages of the 
final photobook. I made several test strips to ensure image fidelity on the thin, textured paper. Photographs were 
printed eight at a time and cut by hand into individual frames. I then selected the artifacts I intended to include 
and photographed all the assembled materials individually under hard light on a pearl background. 



Abstract:

The bulk of this project was then spent sequencing these images for the final photobook. The only definitive rule 
I gave myself for this sequence was that the letters must appear chronologically. At times, the sequence I eventually 
settled on referentially connects photographs to their accompanying letters – elsewhere, the connection is purely 
aesthetic or poetic. Finally, I sent the finished sequence for a test print – upon receiving it, I made minor 
adjustments to the tone of the images and moved a few pages to better positions. The final sequence was then sent 
back to the printer for the full, hardcover book.

The primary difficulties in making this piece were emotional. The tragedy I experienced took the most 
important person in my life – even now I am still lost in the grief of their passing. Transcribing the letters, printing 
the images, and sequencing were incredibly difficult due to the attention they demanded I pay to a history I would 
at times rather pretend not exist. Nonetheless I learned a great deal in the technicalities of this object-based 
photobook, from printing to lighting to sequencing. This project is a solid foundation for further experiments I 
may pursue.
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ABSTRACT
Porcelain slip burnout is achieved by coating an object or material in slip and firing it in a kiln—typically 

the chosen material is something organic like cardboard or cotton since it will burn out and create 

fumes. For my honors project, I use this burnout process with dryer sheets in order to create a piece that 

highlights the translucent properties of porcelain slip and versatility that comes with working with a 

fabric-like material turned ceramic.

My approach to working with dryer sheets began by experimenting with different thicknesses of 

slip coatings on the sheets to create enough strength where they could be handled after firing. I found a 

once-fire method to ▵6 (2232º F) was the most effective for creating strong enough pieces. While they are 

still fragile and require a gentle touch, I was surprised to find how thin I could get the sheets and how 

well they kept their structure when manipulated while still wet. From there, I was able to experiment 

with shaping the dryer sheets in a variety of ways including using a technique similar to paper-mache 

over different molds and folding semi-dry coated sheets into origami shapes. 



ABSTRACT
The vessels made with the paper mache method were very thin and translucent and inspired the 

creation of a lampshade. However I did not create a thick enough coating to hold its structure, so in the 

kiln, it collapsed into a flatter cloud shape. The origami tests were the most exciting results for me. After 

creating many smaller cranes, I sewed together several dryer sheets to create a large crane. There were 

challenges initially keeping the structure strong enough after firing, but I solved this by painting on extra 

slip after it’s folded and by supporting the origami structure with bricks. 

This project has been a fun learning experience and has taken me further than I expected to go 

with the process. I had dreamt of creating ceramic origami that feels like paper for over a year now, but 

didn’t think it was possible. As I got more comfortable with using the dryer sheets, the possibilities 

seemed endless, and I feel so satisfied by the results. 
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Abstract:

Talavera, a type of majolica pottery native to the Puebla region in Mexico, is distinguished by their 
natural red-fired clay with a white glaze base, and strong colorful decorations. Bisqueware is coated 
with yellow-tinted slip and hand-painted with thick pigments, achieving its distinctive style after a 
final firing. My honors project explored the Talavera process and aesthetics to create a personal 
interpretation that maintains cultural authenticity.

I made a set of containers accompanied with a wall tile to hang above the set. To start, I formulated a 
low-fire terracotta clay body, designed to achieve a warm, rich rust-orange color typical of terracotta, 
with Newman Red clay as the primary material. Then I made a series of blue, green, and red colored 
overglazes by adding colorants or masonstains to the studio’s underglazes. The blue holds a cobalt 
carbonate compound to achieve that classic rich blue for decoration. First part of the project was to 
build my structures. I extruded and handbuilt the three vases into hexagonal prisms.  After bisque 
firing the pieces, I dipped them in a tin-based slip, which should have resulted in a white background 
after firing. However, in my project, the slip burned out unevenly, blending with the clay body. 
Talavera can be completed using other colors like red, yellow, green, and black. My project uses green, 
red, and black but all colors washed out and came out with warm hues. 



Abstract:

Traditional Talavera designs are often intricate and ornamental, featuring motifs like flowers, 
geometry, scrolls, and radial strokes, typically approved by the studio owner. For my project, I 
embraced a more dynamic, gestural style, incorporating flowers and freehand patterns. The pieces are 
painted with mule hair brushes, cut to have the center hairs much longer than the surrounding outer 
hairs. Similar to the function and use of a fountain pen. I cut a regular paint brush to achieve this type 
of tool. A final firing takes place at cone 06 oxidation which is approximately 1828°F in a gas kiln. 
Unfortunately the pieces created were placed in a cone 6 fire, resulting in a different finish. It was with 
luck that the glazes did not melt and instead created a fascinating effect where the glossy designs are 
lifted from the matte background. Creating a scorched worn effect that I personally find alluring. 
When the Talavera Symposium took place, I was able to witness and learn more about talavera, 
correct my mistakes, and have the opportunity to create a tile that uses the rightly measured materials.

Talavera is a cherished technique that has a long history stemming from Spain and Moorish 
culture. The art form involves tedious practice that is accompanied with many regulations and 
standards. Primarily produced for commercial use, Talavera often limits artists' creative freedom. 
During our Talavera Symposium, I had the privilege of learning directly from master Talavera artisans, 
observing their techniques and participating in demonstrations. While my surface treatment for my 
pieces came out different than expected, I appreciate its uniqueness and efforts. In future endeavors, I 
aim to integrate this craft into educational curriculums, providing students with culturally sustaining 
lessons on Talavera and other global art forms.
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