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I am focused on the concepts of fallible memory after suffering a traumatic brain 

injury 8 years ago. Using paper-making and printmaking, I document my own personal 

memories in their fragmented state on handmade paper that I make from my own 

recycled prints. This handmade paper is then used to create prints using a paper 

lithographic printmaking method. Using these prints, I create a books and components 

for installations. The outcome of this research is displayed in my show Palpable 

Memory. 

 Memory is an unreliable resource and memory loss is a universal experience 

affecting nearly every person. Each time a specific memory is recalled it is being 

rewritten, as if saving a new file over a previous one. Memories are affected by time, 

new experiences, and emotions. After suffering a TBI, my memory has become 

increasingly unreliable. I struggle to remember the details of past events. Differentiating 

between memories, dreams, stories I have read, or stories I have heard from others has 

become a difficult function of my thinking. I struggle to differentiate between true or false 

memories of experiences.  

I am researching my personal memories to create this body of work. I do not 

actively search for these memories, but I document them as they come to me. 

Approaching this method of research, I examine the kinds of fragmented memories that 

occur in my mind. What makes these fragments significant? What caused the specific 

memory to reappear? How soon must I document these memories before they are lost 

again? What is the most efficient way to record the recollected information? Fragments 
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of experiences pop into my head when I am passively working or in the quiet moments 

right before I fall asleep. As these arbitrary thoughts emerge, I write them down with as 

much detail as possible on scrap paper, in a dedicated sketchbook, or in the notes app 

on my phone. I revisit these written memories often; Re-reading the reflections to see if 

new details will arise or if I remember corrective information. If I am unsure about 

specific elements of a shared experience, I will reach out to the people involved in the 

experience and ask them questions about the memory to gain their perspective of said 

memory. There can be an impact of their perspective on my understanding of my own 

experience. In my research, I began to notice that if I did not immediately jot down the 

memory in clear detail as it transpired, such as in the moments before I fell asleep, I 

would forget it by the next morning. This loss of information throughout a short time 

created an urgency in me to be more persistent about recording these incomplete 

recollections as they happen. The most significant factor in these recollections is an 

emotional response. Emotion is tied strongly to memory and this is clear in my personal 

research. 

 In the process of documenting these excerpts of experience, I can visually 

recreate them semi-permanently. Using a paper lithographic printmaking method, the 

documented fragments of memories become elements for installation and artist’s books. 

Lithography is a form of printmaking that uses a flat surface that has been treated to 

repel water and attract ink to create an image. In paper-lithography, a LaserJet printer is 

used to print a photographic image due to the greasy quality of the toner. The printed 

image is then covered in gum Arabic; this process will repel water from the greasy 

image area and attract grease(ink) to the image area. After the image is inked up, it is 
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then run through a printing press to create enough pressure to transfer the ink from the 

copy paper to the printmaking paper. The prints created for this body of work were 

created using a printing press, and a manipulated die cut and embossing machine that 

was repurposed to print from home. 

 I create handmade paper with torn-up recycled prints. This decision to repurpose 

the prints is intentional; recycling prints is a new way to recreate an image or idea and 

give it new life. To create the handmade recycled paper, I begin by tearing printed paper 

sheets into small pieces and soaking them in a bucket overnight (image 1). Then, using 

a Hollander paper beater, the soaked paper pieces are beaten in the machine with 

water to create paper pulp. The pulp is added to a vat of water. Dipping a screen 

stretched across a frame, known as a mold and deckle, into the vat will leave a layer of 

interlocked fibers on top of the mold and allows the excess water to drain through the 

screen. The paper sheet is then couched, or pressed, onto a layered stack of Pellons, 

felts, and sheets of handmade paper. This stack is then placed in a hydraulic press to 

squeeze out the extra water under intense pressure. Once pressed, the sheets are 

removed from the Pellons and placed onto blotter papers which will then be layered in a 

drying stack with a fan to help the papers dry evenly over a few days. This paper will 

have a new identity with new patterns and textures based on what prints were recycled. 

Sporadic spots and uncontrollable specks of color are prominent throughout each pulled 

paper sheet. When pigmenting the handmade paper, the specific pigments used were 

intentional.  

As I investigated my memories, colors became an important element. The colors 

of specific objects became important to many memories. I documented the colors of 
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important objects and experiences, such as the dark lavender of my flowers in my 

childhood room, or the light lilac of my silk platform sneakers, or the red of my cowboy 

boots. I transferred these mentally ingrained colors into the pigmented paper. This 

paper is used directly for printed imagery or attached to the back of the die-cut circles to 

create colored shadows and reflections on the wall that holds the installation (image 2). 

In contrast, the images are printed in black and white to represent the timelessness that 

these memories hold as I document them. They are forgotten and remembered 

constantly, changing each time; The black and white image creates a stable hold on 

them for the time being, and the wax preserves that specific interpretation. The natural 

tone of the handmade recycled paper is important in its own right. The paper is made 

from torn-down prints, previous prints of my existence. Depending on the ink pigments 

used in the torn-down prints there are flecks of various colors left in the handmade 

paper. These flecks are the last hold of the print's previous existence, never completely 

lost or forgotten. Retained memories are embedded within the printing substrate itself.  

Considering the haptic nature of these installations that were designed with the 

intent that the viewer would interact with them, the choice of materials used becomes a 

crucial component. Pigmenting this handmade paper is another representation of a 

conceived memory. Using familiar and important colors of objects and experiences in 

my life, the handmade paper is pigmented to match. This paper then is printed with the 

paper lithography process using R&F pigment sticks instead of lithographic ink. This 

alternative ink choice is intentional; due to the pigment stick's inability to fully cure, this 

leaves the printed image open to the surrounding environment, open to destruction, 

transfer, and rubbing away over time, and distortion of the image. This material 
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coincides with the concept of fleeting memory and temporary experience. While some 

prints are consciously left exposed, allowing them to be physically affected by the 

external conditions, I also dip some components in beeswax to preserve the image. The 

result of dipping the print in wax is the image being contained in a protective shell of 

wax. Wax was historically used for preservation and conservation. I experiment with the 

duality of presenting printed imagery that is both at times unprotected and also imagery 

which is preserved with wax and the effect on the image's clarity throughout time and 

touch. This speaks to those memories which are fleeting and to those which retain their 

clarity. 

Installation art is broadly defined as any art that the viewer physically enters. This 

definition includes an arrangement of objects in a given space. An installation of art is 

different from installation art. In an installation of art, the space the piece exists in is 

second in order of importance after the piece itself, while in installation art the works 

and surrounding space are united in their importance (Bishop, 2010, p.8). Installation art 

creates a space the viewer can enter. The viewer is integral to the artwork, they are a 

participant in the experience created. The viewer dictates the subjects being 

experienced. Instead of representing light and space in ways conventionally done in 

paintings, installation art presents these elements directly for experience (Bishop, 2010, 

p.11). The relationship between the exhibited work and the surrounding space 

heightens the viewers' awareness of how objects occupy existing space. Both 

installation art and installations of art emphasize a sensory experience. 

 The piece When Am I Gonna Lose You  is an installation composed of die-cut 

circle prints of fragmented memories. This piece measures 4 ft tall and 9 ft wide with an 
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accumulation of small, waxed prints pinned to the surface (image 3)  The surface is a 

container for these fragmented pieces. The size of this installation invites a viewer into a 

space of collective memory; A place of the subconscious, interrupted experience, 

partially distorted by brain damage and affected by time. This installation is a non-

sequential narrative; Time is a loose element applied to the meanings of each memory 

represented. Circular time does not exist in this space. These individual components 

overlap and layer on each other, flowing without defined connection or tracked train of 

thought. There is no specific point for the viewer to begin; starting at any point will not 

allow the viewer to make sense of a narrative. The elements are printed in the paper 

lithography method in black and white onto handmade recycled paper. The prints are 

dipped in beeswax to preserve the image and they are die cut (image 4). Pigmented 

paper backs some of the die-cut circle pieces to create colored shadows. Using 

documented memories from previous research, text-based elements are developed. 

The title of this piece is appropriated from a song by the band Local Natives. The song 

references the anticipated loss of a person, and the feelings of allowing the unavoidable 

absence to occur. This title embodies the feeling of accepting the understanding that 

memory loss is unavoidable and imminent. 

 Concrete poetry, or visual poetry, is an visual arrangement of typography to 

create a poem. The arrangement of the text is more important than the words created. 

Concrete poetry is an exploitation of space. This method of creation was founded by 

brothers Haroldo and Augusto de Campos and their student Décio Pignatari. The 

intended outcome of concrete poetry was the unifying universal language and the ability 

to be read by all, no matter the language. Letters double as carriers for semantic 
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content and as powerful visual elements in their own right (Goldsmith, p.10).  The 

agenda was to create a visual "Esperanto", a universal language (Fettes, 2021), that 

would dissolve linguistic and political barriers between nations (aGoldsmith, p.11). A 

person’s understanding of language is only understood from their experiences. Without 

knowledge of specific experiences, words mean nothing. I am researching the different 

ways to visually write my documented memories. Exploring visual text I can emphasize 

the significance of words. In order to emphasize importance or clarity of a memory, 

characteristics such as font size, legibility, kerning and boldness are altered. How am I 

altering the text visually based on the memory experience? How can I represent a 

memory with words only? The use of my own handwriting brings a personal connection 

to the pieces. The text is in conversation with the surrounding images. Utilizing erasing, 

distortion, crossing out, and repetition to transform text to create a language-based 

memory and address the issues of fallible memory. The repetition of a phrase 

expresses the overwhelming experience endured. By separating the letters from words 

in a complete sentence and rearranging them, I am removing the clarity of the memory 

to the viewer (image 5). Some memories are too personal to share fully and by 

intentional distortion of specific experience I choose what information the viewer is 

allowed to see. Overlapped text becomes illegible, creating a difficult moment to grasp. 

Scribbled handwriting, erasing and crossing out are other methods used to control the 

legibility of vulnerable experiences (image 6). Loose, scribbled handwriting shows the 

urgency and immediacy of documenting the memory while slower, controlled 

handwriting shows more clarity. The various ways of visually expressing a memory are 

dependent on the urgency and clarity I am allowing the viewer to have access to. 
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Using the same paper lithography printmaking method onto handmade recycled 

paper attached to cubes, I created an installation of art titled Take It or Leave It (image 

7) The geometric shape of the cube allows for the specific framing of an image, or 

memory when it is split throughout a three dimensional form. The viewer can only see 

one side of the cube at a time, as it demands physical interaction with it to examine 

each facet and fully grasp the complete fragmented information on each side. The 

materiality decisions are crucial in this concept. The print is created with R&F pigment 

sticks. As in previous work mentioned, this material never fully cures, leaving the ink 

unstable, making it easily transferable throughout the interaction. Throughout time, as 

each piece is touched more and more, the ink is slowly rubbing away, erasing the 

image. Over time, the images could disappear completely. The more attempts the 

viewers try to understand each piece, the more unclear it becomes. This action mirrors 

the way we try to understand memories: the more you try to reach it, the more you lose. 

This piece is composed of one hundred wooden cubes wrapped in prints on handmade 

recycled paper. The sizes of these cubes are one and a half inches and two inches. 

Using photographic imagery alongside the handwritten text of documented recollected 

memories, this body of work is similar in concept and execution to the piece When Am I 

Gonna Lose You. Instead of preserving the memories by dipping the pieces in wax, 

these pieces are left exposed to interact with the surrounding conditions. These pieces 

are intended to be touched and the infallibility of the ink is necessary. The cubes rest on 

a mirror covered pedestal (image 8). As the viewer interacts with the piece, they catch a 

glimpse of their own reflection within the installation. This forces a relationship between 

the viewer and the representations of my experiences. This piece can exist anywhere in 
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space, as long as the individual cubes are touching. The space in which the piece is 

exhibited for a viewer to interact with is less important than the physical interaction with 

the work.  

Another iteration of this concept was the piece 1644 Moody Hollow (image 9). 

This non-traditional book form consists of sixteen one and a half inch wooden cubes. 

When placed together, the cubes make up six different images. Some of these 

completed images are photographic and some are full pages of text. This book has a 

puzzle quality, providing a fun way to rearrange images to try to understand memory. In 

an identical process to Take It or Leave It, the characteristics of the materiality allow for 

the image to be diminished the more it is interacted with. This process of rubbing away 

is more severe because of the way the cubes rest and rub against each other when 

they are in the lidded box. As Keith A. Smith said: "The book is a physical object. The 

hand-held book demands touching. Effort must be taken to view it (Smith, p.60)". This is 

a three-dimensional book structure that demands physical interaction to be read. There 

is a playful attitude to this structure, which matches the images portrayed and memories 

being described. This book references a cabin my family spent summers at throughout 

my life, and the memories created there. After rebuilding this cabin, there is a sense of 

loss and nostalgia for a time capsule of a second home. This book is an implied cycle; 

The puzzle could be pieced together in infinite ways, each turn of a cube changing the 

narrative. There is no beginning or end to this piece. Artist’s books are an intimate form 

of viewing work. These physical objects are sensorial in many ways. Books take up 

space, create shadows, contain textures, produce sounds and smells. The images or 

text contained in the pages imply sound, for example, an image in 1644 Moody Hollow 
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where there is an image of two girls on a swing, the implied noise is the squeak of the 

chains as the swing moves (image 10). The viewer also controls the distance from 

which the book is read, the book's structure can dictate part of that distance. 1644 

Moody Hollow is intended to rest on a pedestal with room for the piece to be fully 

removed from the container (image 11), allowing the reader to handle each section of 

the book, and control how close to the pedestal they want the piece to be read from. 

The viewer also controls the speed that they read the book, which includes page-turning 

or in this specific case, block turning. Books are intimate, forcing a quiet relationship 

between the bookmaker and reader. The blank text pages are a place to rest and think 

before moving on to the next image. 

The book Darcy was created in memorial of my mother who committed suicide in 

December of 2020. This book is drum-leaf bound with lightweight BFK paper containing 

paper-lithographic printed images layered between translucent sheets of Kozo. The 

cream lightweight BFK paper consists of images of my mother throughout different 

stages of her life. The translucent Kozo paper reads a commonly used eulogy (Harner, 

1935) which reads as follows:  

 
"Do not stand at my grave and weep; 

I am not there. I do not sleep. 

I am a thousand winds that blow. 

I am the diamond glints on snow.  

I am the sunlight on ripened grain. 

I am the gentle autumn rain. 

When you awaken in the morning's hush 
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I am the swift uplifting rush 

Of quiet birds in circled flight. 

I am the soft stars that shine at night. 

Do not stand at my grave and cry; 

I am not there. I did not die." 

 The front and back covers of the book are my mother's birth certificate and death 

certificate. Darcy is stored in a soft cover made of the same lightweight BFK paper. 

Sequentially organized in this book are images of her from childhood into adulthood. 

There are stories she has shared with me about many of the images, memories of hers 

that she has taught me. This book is a transferal of memories that are not explicitly my 

experience but experiences I that I learned from her perspective. This book addresses 

how our lives exist between two documents: our birth and death certificates. The choice 

of using the R&F pigment sticks as ink in this book was intentional for the sole element 

of its impermanence. In the action of turning the pages to read the book, the images will 

rub off of the page and transfer onto the readers' fingers. Throughout time and touch, 

the images of my mother will fade along with the relationship gained between the viewer 

and my mom. The connection between the the printed images of my mother's life in 

between the translucent sheet of Kozo with the eulogy is an overwhelming sense of loss 

and grief. The chronological, narrative images of her life are interrupted by a poem 

traditionally shared after the death of someone important. Inserted between two pages 

containing images of my mom is the centered text on the Kozo. Surrounding the poem 

is empty space except for the hint of the image sitting beneath (image 12). The 
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translucency of the Kozo allows for the viewer to see the echo of the text as that center 

page is turned (image 13). 

This body of work confronts the experience of flawed memory using hand paper-

making and a paper lithographic printmaking process. Using research of fallible 

personal memories and the multitude of factors effecting the ability to recall, the creation 

of installations and artist books answers these questions of recollection, retelling and 

visual recreation. Haptic objects are designed for a viewer to experience specific 

moments of fragmented memories. The result of the personal investigation of 

incomplete memory is a tangible, visual collective memory using installation art and 

artist’s books.  
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Image 1 
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Image 2 
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Image 3 (above) Image 4 (below) 
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Image 5 (above) Image 6 (below) 
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Image 7 (above) Image 8 (below) 



	 20	

 

Image 9 

 

 

 

 

 

 

 



	 21	

 

 

Image 10 
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Image 11 
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Image 12 (above) Image 13 (below) 
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