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ABSTRACT
The Archive is an installation that considers the human brain’s potential to distort
memory over time. Memories from our past can be changed by our current atmosphere,
manipulated by our emotions towards the experience, or can altogether be forgotten.
Humans explore the world through their eyes, making mental photographs to help them
navigate the future through the experiences of their past. However, the human memory is
faulty at best. We all have memories stored, false memories that we believe, and we
continue to create new memories every moment. This body of work is exploring how the
passage of time and the present moment influences our recollection and process of
remembering and creating memories. Although distortion of memory is often considered
as a negative view, I find the changes and twists in our memory to be beautiful. The
Archive is a series of prints that has allowed me to explore my fears of loss of memory,
especially those associated with my childhood. By seeking my past, I am reconnecting
and re-remembering, which allows me to create new memories based on the old. I have
destroyed photographs and videos of nostalgic moments in my life. I twisted the data to
alter the image so that it reflects a fantastical reality, a distorted version of the memory.
These images, a far cry from the original memory, are a visual representation of how I
imagine my past and, in some works, how I want to remember. They are a beautiful
distortion.
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CHAPTER I: BEAUTIFUL DISTORTION

1

“The truth is not distorted here, but rather a distortion is used to get at truth.”
-Flannery O’Connor1
The Archive is a series of prints that consider the human brain’s potential to
distort memories over time. Our subconscious can revise our memories to create a
slightly different story, and often creates a twisted reality. Memories from our past are
changed by our current atmosphere, manipulated by our emotions towards the
experience, and can altogether be forgotten. We explore the world through our eyes,
making mental photographs to help us navigate the future through the experiences of our
past. We all have old memories stored, false memories that we believe, and new
memories that we create every moment. These artworks negotiate how the past and the
present influence our recollections and process of remembering through creating new
memories.
The Archive explores my fear of lost and distorted memory, especially those
associated with my childhood. In these prints, I twist the reality of my photographs taken
in an attempt to back up my memory. I do this to represent the distortion that happens
through the act of recollection. By seeking my past, I am reconnecting and reremembering, which allows me to create new memories based on the old. Photographs
and videos of nostalgic moments, found on old VHS tapes recorded during my childhood,

1

Beha, Christopher. The Writer’s Notebook II: Craft Essays from Tin House. Tin House Books, 2012, 216.
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are used to create my images. Through digital and sound editing software, I can glitch2
the data to alter the image to reflect a version of my memories to a fantastical reality that
my brain creates. These images, a far cry from the original, are a visual representation of
how I imagine parts of my past. Similar to how time and the present moment change
images in our mind, I am representing that adjustment through the digitally manipulated
photograph to solidify and capture the new reality of my memory as I see it through my
present view.
I internalize the world around me into a series of fragmented transitory images,
twisted versions of my past that are beautiful. This unique and personal virtual reality is
unique to the experiences crafted by my brain. This happens to all humans. The way we
interpret the world is what makes each one of us unique. The universal truth may be an
unprovable claim when it comes to sight, for instance, I do not believe that there is an
objective reality, but rather we create the reality we experience. Every once-in-a-while
one might tell a friend about a story about his/her week. During these calls, they might
talk about various events that took place. Naturally, they exclude the parts where
something happened that the listener might not approve of, embellish the funny stories
making them sound more interesting, and maybe exaggerate the good or the bad. Part of
the human condition, since we are social beings who are also unreliable, is to retell our
memories in a way that puts us in a more acceptable position. During this process, people
are altering and distorting their original memory as they begin to remember the stories

2

A glitch is a malfunction in a normal computing process.
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they told about the events rather than the original event. Slowly they can end up believing
an enhanced version of the past. I have found that as I experience moments in time, my
emotions, feelings, and other senses take over and are internalized and filed away with
those emotions tied to the event. This notion creates a distorted, yet subjectively authentic
memory. All of our senses impact how our mind interprets the moment.
Distortion inaugurates possibilities and novelty out of the ordinary and every day.
Mental sight could be an illusion: a collection of somewhat misleading information.
Memory fails us not only because over time we lose information, but also because it
distorts itself.3 Although distortion of memory is often considered as a negative view, I
find the changes and twists in our memory to be beautiful. For example, I spend much
time thinking about precious memories from my childhood that I do not want to lose. I
reflect on parts that are missing, information that has changed, or the fact of being able to
remember the color of the tablecloth and not the weather. I am fearful of losing these
memories; my mind compensates and fills in the blanks with untrustworthy information
so that I can complete the story. Although not all of the facts are original, they come
together to create an imperfect yet beautiful reality of that memory. These prints are
about my created reality of the world through the creative lens of distortion.
I have an unyielding anxiety of losing my sense of sight. In my recent past, I have
found that not only has my memory deteriorated, but so has my eyesight. These concerns
impact the way I have navigated the world and informed this series of art. In the video,

3

Schacter, Daniel L., Memory Distortion: How Minds, Brains, and Societies Reconstruct the Past.
Cambridge, Mass.: Harvard Univ. Press, 2000, 1.
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“June 2006, Low Tide,” (Figure 21) I make a reference to the ocular shape of the lens of
an eye by masking the shape of the objects into three circular layers. In the background
rests a smaller circle containing original footage, revealing clarity. The other two layers
are distorted and blur as they lay on top of the original in lesser opacities. The primary
colors are heightened in this film to reflect the red, green, and blue cones with which the
eye reads color. The deterioration of my eyes shattered the illusion of what I perceive and
feel is honest but has been a visual inspiration for this series of prints. John Berger
explains that the past is not waiting to be discovered, but rather “The fear of the present
leads to mystification of the past.”4 By using my terror of the present and future as a tool,
I investigated my past, questioned it, and give it a new way of seeing through today’s
mindset. Without corrective lenses, I see in blocks of blurred color, fuzzy lines, and
warped shapes. The blurring that happens when my prints are layered is directly
influenced by my uncorrected vision. The print “February 2007, River Flows In You,”
(Figure 11) demonstrates this within the blurred dancing figures.
The Archive recreates the distorted images of my memory. I not only see the
change in information to be fascinating because it is a part of the natural human
condition, but because the alterations that occur to our memories often embellish and
improve the recollection. Throughout this thesis, I will expand on how our memory
works, and give a critical analysis of how something that is typically viewed as adverse is
something to be celebrated.

4

Berger, John. Ways of Seeing, (London: B.B.C./Penguin Books, 1977), 7
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CHAPTER II:
DISTORTION

6

According to the Oxford English Dictionary, distortion is defined as “the action of
giving a misleading account or impression,” and “pulled or twisted out of shape.”5 Even
through this description gives distortion a negative connotation, I think that this twist
from the original is fascinating. In memory, distortion is a natural part of the human
condition.6 I believe that this is how a new idea, creative projects, and better stories
begin. We all embellish, shave off, and change our stories when we retell our past.
Sometimes we choose to distort our memory, like when we embellish a story we are
telling others, but often distortion of memory happens subconsciously. As we continue to
focus on our past, we change our original memory to reflect the light of today.7 Memories
are constantly being distorted as we remember over and over again. These reminiscences
that we think may be “true” are continuously being twisted and changed as we move
through them in our present place.
Nostalgia is important to memory distortion because it is commonly associated
with wonderful times in one’s past that the long to re-live. Andy Warhol once wrote
about his distaste for nostalgia and that he would rather forget about possessions from his
past. He said, “You should try to keep track of it, but if you can’t and you lose it, that’s

5

“distortion, n.”, OED Online. March 2017. Oxford University Press.
http://www.oed.com.umiss.idm.oclc.org/view/Entry/55713?redirectedFrom=distortion (accessed March 27,
2017).
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fine, because it’s one less thing to think about, another load off of your mind.”8 Warhol
later said that although he hates nostalgia, he does “want to save things so they can be
used again someday.”9 Memories no matter how emotional they make us feel are
important and can be useful to our future, regardless of how different from the original
they become.
The Archive is composed of nostalgic memories of my life that I am fearful of
losing. For example, the print “August 2007, Holden” (Figure 26) is based on nostalgia.
In this print, I show the first layer crumbling apart like sand and blur the second layer to
exhibit the scene as if seen through ocean mist on a sunny day. When water drizzles
through your view on a bright afternoon at the beach, a rainbow can be revealed. This
nostalgic memory, associated with many family trips to the beach, is not altogether lost in
my mind, but is in flux because of the multiple days and weeks spent at the same beach
throughout my teenage years. In this scene, one might find up to six figures, but only one
of which you can see her identity. By printing these images onto transparent materials
and fusing them together with resin, both images overlaid distort the image further by
forcing the colors to interact and the figures to lost more definition. It was important for
me to leave certain details clear, like the pile of sand, and the standing figure’s face to
show moments of clarity in place and identity. The rest was left to show movement as if
it was a snapshot taken as the sand that makes up that moment was being taken away

8

Warhol, Andy, The Philosophy of Andy Warhol (From A to B and Back Again) (San Diego, New York,
London: Harcourt Publishers Ltd, 1975), 144-5.
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with the tide. This is one of many moments in my life that I would not have a clear
recollection of it if it were not for the use of photography to capture the moment.
Most of my work is composed of vernacular photography used for the purpose of
cataloging memory; they are taken as a “backup” incase of memory failure or distortion.
The Kodak Company’s founder George Eastman once said that the snapshot “enables the
fortunate professor to go back by the light of his own fireside to scenes which would
otherwise fade from memory and be lost.”10 He used these words in campaigning for the
Kodak film exhibiting the use of photography as a means to counteract the inevitable
fallibility of our minds. These nostalgic photos have a way of bringing me back to that
moment, and even though much information is cataloged in the photograph, many of the
feelings and details are missing. This is where my mind distorts the original.
Not all memories are joyful, and studies show that distortions happen in our
memory to help us cope with trauma.11 Many of us have memories that are distorted to
the point that we cannot make a clear judgment on the past. My mother once told a story
at a family gathering about her and her older sister during their childhood, and the
account was very enthusiastic and exciting. She spoke as if it was one of the greatest
moments in her life. Following her story, her sister surprisingly said that she does not
remember that moment the same way at all, that in fact, her memory of that time is very

10

Newhall, Beaumont. The History of Photography from 1839 to the Present. (New York: The Museum of
Modern Art, 1982), 129.
This quote originally appeared in: George Eastman. “The Kodak Manual,” manuscript. George Eastman
House, Rochester, New York.
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dark, scary, and depressing. Which sister’s memory is closer to the truth? Probably
neither, but the point is that my mother’s memory of that time possibly had changed to be
a more positive one because her mental state was needing happiness to get through a hard
time in her life. Her subconscious might have slowly altered her memory to be carefree
because that is what she needed emotionally. This idea is evident in the print “July 2009,
Spoleto Festival (Encumbered)” (Figure 22). In this work, I use the church as a cover for
many burdens. Growing up Orthodox Christian, I spent much of my weekends inside the
walls of a church that continuously preached how a greater being could turn bad days into
happier ones. This distortion of memory was an easy coverall for many sins and many
bad memories. I associated more upsetting memories with church because that is where I
had to confront or confess them. In this print, the church is rendered opaque and in higher
detail, while the rest of the environment it sits in is further distorted. The beauty of that
church had a way of masking bad memories, which is why I wanted to separate the
church from the majority of the layered images. I aimed to preserve this print with beauty
rather than revealing the darkness associated with the place. Our minds, and sometimes
institutions, distort memories to assist us in forgetting harsh times, so we do not create a
depression, or stop healthily functioning. Many military personnel and victims of PTSD
do this with their memories all the time.12 Some memories are pushed away so far that
they are completely forgotten, and some are recalled with an overdose of sentimentality.

12

Schacter, 157.
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Through loss, inevitably there is death. There is a wealth of erosion, depletion of
data, and an array of scattered information in the work in The Archive. The place of
distortion is where I am showcasing the natural “death” of information and “birth” of new
information within our ever-changing memories. Like I stated previously about my
mother’s story, sometimes death must happen in memories in order for us to cope with
trauma. Oppositely, death is present within happier memories, only represented as lost
information.
A true death would be if we were forget entire times in our lives. If we could
bring ourselves to throw away the massive dump of memory and information we have
stored in our minds and souls, it would be as if we were throwing ourselves away, like we
would not even exist. Because without memory, how could one truly survive? To erase
our memory is to lose a whole and real part of our existence. Sometimes it seems as if it
is easier to forget painful memories and just run from them by putting them in a box and
throwing them away. However, I cannot learn from those moments if they are no longer
available. This feeling of loss, as well as the unity of myself through thousands of
memories combined, is inspiration for how I choose my images. The layers of different
memories snapped in a frame, playing on top of one another is my visual representation
of the piles of memories stacked against one another in a timeline in my mind. The
timeline is out of order because as I re-remember the past, I am creating new versions of
those moments. Through collaging in my prints I show a current snapshot of all of the
compositions one memory had throughout time in my mind. The print, “October 1999,
December 2016, Memory Traces,” (Figure 24) is a mash-up of several moments in my
11

life within one static image. The first layer was created using a photograph of a time in
my life that I do not have any remembrance of. This image was digitally manipulated to
the point where little to no information could be read aside from line and color. The
second image is a reproduction of an original vernacular photograph from my very recent
past. The third layer is a blurred photograph of my sister and me from our teenage years.
By layering these images, I show the confusion of the mind within memory, how some
moments blur into others as we remember them, and how memory traces connect today
to last week and two years ago through a common thread. I show this visually through the
bold, bright color that masks many of the details from the other layers. Because my
materials are transparent I show all of the layers at once, indicating the idea that many
memories can be combined to create one new memory.
I used darkness as a tool within the gallery not only for the function of the layers
in the work to be seen but as a way to convey my concept. When the viewer stepped
through the curtains at the gallery door they were immersed into a low light setting. This
contrasting from the bright daylight took a few minutes for the viewer’s eyes to adjust,
and the ambient light from the artwork allowed for the viewer to see their surroundings.
The only light in the gallery was provided by the artworks themselves and the two video
projections. The many layers within the resin obscure details within when harsh light is
projected onto them. By back lighting the work, those layers are no longer hidden and the
full image can be viewed. The low light setting is also purposeful for the environment
that I want the viewer to experience. When one recounts a memory they often close their
eyes to eliminate sensory distractions. I have done just this by eliminating the viewer’s
12

perception of space and light by removing their distractions so that they are drawn into
the glowing work. By using low light, the way people interacted with one another in the
space was also altered. Viewers became quiet and started to whisper, which was further
referencing to the mental space we try to find when recounting a memory.
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CHAPTER III:
CREATE THE REALITY WE REALLY WANT

14

Studies on the unreliability of memory reveal that as one replays a memory
multiple times, the memory changes with each remembrance, which leaves a less detailed
and incrementally distorted result.13 Daniel L. Schacter states in Memory Distortion that,
“Memories are imaginative reconstructions of past events that are heavily influenced by
the rememberer’s preexisting knowledge structures or schemas.”14 In my prints, I am
recognizing my mind’s faults, but also seeing how I have choices in the changes that
occur to my memories because of my own antecedent ideas about my life. Although
some memory loss is inevitable and subconsciously decided, I think that what I truly
want to remember can be somewhat preserved in my art. It is simpler for the mind to
remember themes associated with memories rather than the details.15 Memory might be
like an unorganized filing cabinet in our brains. The folders might not be in chronological
order, but it is a container for items that we do not want to misplace. Constantly we are
adding loose leafs of paper to the folder in an attempt to categorize what we think is a
chronological order, but in reality, our minds are grouping memories together by
common themes. A repeating visual motif used in the work is a web of lines throughout
the prints in The Archive to show the interwoven web of connected memories. I use this
design element in “August 2007, Holden” (Figure 26) and in “March 2016, Erasure”

13
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Ibid.
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(Figure 27) which were hung directly beside one another in the gallery. Both of these
images, one representational and one abstract, have the common thread of lines that
connect shapes throughout the composition. In some places, the lines were applied
instead of leaving explicit details. The break up of the lines from print to print shows that
all memories are connected through some common themes regardless of the time or place
they occurred. As well as showing the web of time, I am also using these lines to show
abstraction and complete loss of detail. That the image (memory) has fallen into the
remains that are a series of abstracted geometrical lines that form interesting
nonrepresentational shapes.
The experience of actively changing a memory resonates within the prints in The
Archive. I make creative choices to alter and distort my own memories; in some, I try to
be honest and raw about the loss within moments of my life where I do not retain detail.
These are the more abstracted images, like “June 2010, Sullivan’s Island” (Figure 8). In
others, I leave clarity where I have clarity in the memory but distort and alter the
information that is no longer crucial to forming the impression. This can be seen in
“November 2008, Chincoteague” (Figure 13). In either case, the finished image is not a
“true” representation but is a fantastical reality of what could be.
Neuroscientist, Joe LeDoux is known for his studies on fear.16 He tests lab rats’
memory based on different fears of sounds. In short, LeDoux’s research is focused on
manipulating memory to create permanent forgetfulness of chosen memories. He works

16

LeDoux, Joseph E. The Emotional Brain: The Mysterious Underpinnings of Emotional Life. New York:
Simon & Schuster Paperbacks, 2007, 5.
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with a drug that when given to the rat just before the rat hears a sound that elicits a
trained action from memory, the rat forgets and has to re-learn the action. LeDoux says
that the more we think about the same memory, the more we lose the original memory.17
Over time, even without the drug, the rats slowly forget the action the more they hear the
sound. When we replay a memory over, and over we remember the past in the light of
today, the memory of now.18 If LeDoux’s discovery rings true, can there be such a thing
as a memory, that exists in truth for all time, that authentically depicts the lived
experience? His theory renders true memory an impossibility aside from the very moment
in which it was first lived. I draw from his discoveries and translate them visually to the
digital manipulation of the photograph within my work. Even though I have access to the
original, the change and twists that I create, the color blocking and the distortion of
shape, dissolving of details, shows the passage of time and the deterioration that occurs
naturally in the brain. One might say that if there is no such thing as a “true” memory,
why bother worrying about the loss? I focus on the loss and work to celebrate it. Since I
cannot beat nature, I create these images that enhance the appearance of the forgotten
details by giving them a visually stunning appearance through color and line. In my work,
I am filling in the blanks with whimsical information. I am doing this not only to bring
attention to the loss but as an attempt to remedy the loss: to give a new vision and life to
the oblivion.

17
18
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When flipping through a photo album, my father has many times said, “Ah! I can
remember that day as if it was yesterday! I can almost smell the oranges in this
photograph.” Although he may have a very vivid memory of that moment, Roland
Barthes argues that the photograph is not a memory at all. In his book, Camera Lucida,
Barthes names the photograph a counter-memory because it may spark remembrances,
but it cannot give you feeling and emotion.19 Some of the memories I believe are other
moments looking through photo albums with my family and them telling me over and
over again, stories about me when I was a child. I have heard these stories told so
frequently that they have begun to shape my identity and have been adopted as my own
memories. These photographs, being the only physical part left of this memory, lead me
to consider the lie of the photograph: that it is my own memory. In “June 1995, Holds
You” (Image 3) I explore Barthes ideas, but through making this piece, I discovered that I
disagree with him. Part of being human is projecting our emotions onto objects. We all
have experienced a special time and have kept a physical reminder for those moments so
that we can continue to re-live and remember the experience. I find that family photo
albums exist for this very reason, to continue to tell the remarkable stories about people,
because once they are gone all we have are the physical and mental reminders of them.
John Berger said in “The Way of Seeing,” that, “Images were first made to conjure up the
appearance of something that was absent.”20 The image might not have my own memory

19

Barthes, Roland. Camera Lucida: Reflections on Photography. (New York: Farrar, Straus and Giroux,
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20
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attached to it, but it does for my father. Photographs do lie, yes, they are a twodimensional representation of a four-dimensional experience, but I think that the lack of
emotion towards sentimental photographs such as these is impossible.
Barthes later states that “The photograph is violent: not because it shows violent
things, but because on each occasion it fills the sight by force, and because in it nothing
can be refused or transformed.”21 In The Archive, I am continuously refusing and
transforming information found in my own family photo albums. The series of seven
five-by-five-inch prints are all manipulated photographs of my childhood found in
scrapbooks at my childhood home. These are snapshots and elicited stories that my
parents and grandparents told me about who I am and through them, I began to find my
own identity. These photographs exist long ago in both time and mind, which is why I
chose to put them in an intimate environment. By scaling them down, the viewer has to
look close to find details and hints about the context of what is hidden in the layers.
Because the photograph is not “true” to the memory, because our mind holds onto
emotions, I continuously refuse information found in my chosen photos and make
changes to the information that I do not find relevant to the story I remember or have
been told. These areas are where I create beautiful distortions using color, line, and shape
to twist the composition.
I take many photos for the purpose of being able to remember that particular
moment in time. Most of the works in The Archive are based on these snapshots taken in

21
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an attempt to preserve my past. Now that I see the picture, I have already lost the original
memory, and now only see it through the lens of the camera. The photographs change
little, but my memory of that moment is altered. In my art, I represent those mental
changes in my memory by adding visible distortions. The memory becomes an
impression, a mirror to my own unreliable and narcissistic imagining. The image evolves
to reflect how I want to remember it and how I think I remember it.

20

CHAPTER IV: THE ARCHIVE

21

“The second part of the history of the world and the arts begins with the invention
of printing” –Johann Wolfgang Goethe22
In our contemporary moment, people seem to have abandoned the desire to create
special visual memories through being present in the given moment. Rather, they appear
to be scared of forgetting or missing the moment, so they use their phone or handheld
camera to document the here and now. Now, their memories are stuck in a faulty machine
and the real memory that they are left with is viewing the present moment through the
lens of their camera. Memory is not just an issue that we have today, Sigmund Freud had
issues with his own memory and wrote about his search for a “permanent memory
trace.”23 His research examines ways memories are reinforced through handwriting so
they can be permanently saved, even though the paper could get lost or the pen’s ink
could fade. He sought to find a flawless way to preserve his memory. In “A Note Upon
the Mystic Writing Pad,” he said:
All the forms of auxiliary apparatus which we have invented for the improvement
of intensification of our sensory functions are built on the same model as the
sense organs themselves or portions of them: for instance spectacles,

22
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photographic cameras, ear-trumpets. Measured by this standard, devices aid to our
memory seem particularly imperfect, since our mental apparatus accomplishes
precisely what they cannot: it has an unlimited receptive capacity for new
perceptions and nevertheless lays down permanent – even though not unalterable
– memory-traces of them.24
Freud concludes to say that he never found a perfect device to capture his memories in an
exact way. Even now, our devices for remembering the moment are flawed and show a
distorted reality from what we can remember. Some people have very clear and vivid
memories of major moments in their life, but other memories of the mundane or details
are often obscured over time. Even when moments are photographed, the files can be
corrupted, the photos can be damaged, the computer can be stolen, and the notebook
could be ripped apart.
Technology has a strong role in altering and preserving memory and is a major
part of how I make my work, but it not always a good thing. With Generation X, the rise
of the all-purpose cell phone has made an impact on the social lives of many. I often
laugh when I see a family at dinner where all of them have their phones out instead of
experiencing the moment with the people in front of them. I am guilty of this habit
myself and have slowly worked towards hiding my device and trying my best to soak in
the moment. I find that moments spent on my phone are easily forgotten, while the
picnics on my back porch with my sister during the summer might be more vivid because
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of the lack of technology at that moment. The conversations are more involved and my
senses are free to focus on the environment. It might be argued that it is much simpler to
remember said picnic if I snap a photo of my pie and post it to my social media accounts
because of the physical and digital reminder in the future of the moment. The digital
archive of my life is cataloged for the entire world to see and forms a visual timeline of
the mundane activities in my life. It has become an archive and somewhat a memory
resource. Still, regardless of the reminders that social media brings to events in my life, I
am not convinced that it is the best form of a personal permanent memory trace. Perhaps
there is not one. What I do know is that without the artists throughout history who
catalogued, painted, printed, and recorded the events of their life and their community,
we would have no history from which to learn, to grow, and be inspired. The Archive is
my own personal catalog and autobiography of critical moments of my life that I do not
want to be completely forgotten. The prints blatantly point out the flaws associated with
how the mind functions, how technology further adds or detracts from the memory, and
how important it is for me to continue to add to this archive of remembrances. I show the
flaws through the glitch: the change of color, line, and shape. I use technology as a tool to
manipulate the image, but ultimately, I am carrying on the tradition of cataloging
regardless of the natural progression of memory loss.
Many people, myself included, revert to the “cloud back-up” when dealing with
computer files in the case of a computer failure. These back-ups hold all of my photos,
class assignments, music library, and documents that I do not want to lose. It is this
picture library that I am pulling many of my source imagery from. Because there is a lack
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of time to scrapbook and preserve every photograph in a photo album, as loosely
organized hard-drive suffices as the modern day photo album. I take from this album to
create the prints for The Archive. In my prints, I aim to show my love-hate relationship
with technology as it refers to memory. Some layers, like seen in “May 2014, Tiled”
(Figure 25) and “November 2008, Chincoteague” (Figure 13) I utilize photos of objects
that I took in a moment where I did not take the time to experience the moment, but
rather snapped a photo on my way out to then go back and look at later. I then manipulate
all of my images digitally using photo and sound editing software It is a great tool, but
through making the work, I have found that the abundance of photographs and back-ups
are not necessary when battling against the mystifying world of memory. The genuine
version of the memory may not look like a photograph at all.
I have found that there is no way to preserve a memory forever the same way our
senses experienced it in the moment.25 The loss is inevitable, so I create with this fact in
mind as I preserve my memory the way it exists now as best as I can, faults and all. The
Archive is my personal memory database. In these prints, I have attempted to preserve my
memories by showcasing the decay, the clarity, the blurred edges, the dark areas, the
intense moments of light, the high key and the muted, the completely transparent, and the
opaque. In these twists and distorted versions of memory I find beauty. Beauty is where
light shines through moments of loss and those small glimmers of clarity appear.
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CHAPTER V: PROCESS
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I use the idea of distortion as an artistic tool when creating my work. Physically
and digitally, I manipulate my images to create a misleading representation of a memory.
In The Archive, the artwork is made using many different processes. All photographic
images are scanned in and digitally manipulated using Photoshop and Glitché. Some are
then printed using the CMYK serigraphy process with water based, semi-transparent ink
onto fiberglass cloth and is soaked and hardened with a resin. By applying resin, the
fiberglass cloth renders a clear, plastic-like surface and preserves the ink within the
plastic. Some images are digitally printed onto clear acetate. These printed images are
then layered on top of one another and then back lit to create abstractions and distortions
to the individual photographic images. The video work is digitally transferred from VHS
tapes, manipulated using Glitché and Premiere Pro and then projected onto the wall. I
assemble many compositions of these memories on top of one another using these
transparent materials and then back light them using LED light strips. This allows for a
physical destruction to happen and blurs the original image further.
By back-lighting these prints and creating a dark atmosphere in the gallery, I am
attempting to bring the viewer into a place where memory happens. Often when I
remember the past, I close my eyes, or my vision goes dim and I try to see the images
from the memory. I am using this idea to bring the viewer into a place of pause, silence,
and focus towards the act of recollection.
I prepare my images in Photoshop for screen-printing by using the bitmapping
image filter. Once my image is finished, I convert it to CMYK color profile. I then
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separate those colors into their own respective image file. I start with the cyan output and
I create a halftone bitmap using a 47 lines per inch frequency and a 105º angle. I do the
same for the other colors with their respective angles: magenta is 75º, yellow is 90º, and
black is 15º. I use these angles to avoid the common printing error called the Moiré
effect. The Moiré effect is when halftone dots of different angles and sizes are overlayed
and they cause tension and the eye strains to see the image. It often also can create a
wavy pattern in the image that will distort the original. For my printing purposes I use
these angles for the color outputs and excellent registration to avoid the Moiré effect.
After dividing these 4 colors, I print these using matte black ink on a wide format Epson
printer onto SIHL clear photographic acetate.
The screen-printing process is my preferred way of printing and was utilized to
make all of the printed works in The Archive. To screen-print my images, I first stretch a
fine mesh across a frame to create a matrix to push ink through. Using Ulano LX 660
light-curing emulsion in the dark room, I evenly coat the screen’s mesh and let the
solution dry. Once dry, I expose the emulsion on the screen to light on the light table. I
place the clear acetate with the halftone output printed onto it face up onto the light table.
I then place my screen flat against it and then, using the vacuum and neoprene lid on the
table, I suction the screen down to the table. I expose my screen to UV light for four
minutes. Because the halftone image printed on the acetate is matte black, light does not
pass through it, so the areas that are exposed to light harden into the screen and those
protected by the image remain soft and water soluble. After exposing to light, the screen
is ready to wash out the image using a pressure hose and cold water. I then allow my
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screen to dry before printing. I printed my images using modified Speedball acrylic
screen-printing inks in process cyan, process magenta, process yellow, and black. I dilute
these inks with Speedball transparent base. The cyan, magenta and black are diluted
50/50 and the yellow is diluted 60/40 ink to transparent base. When using gold ink, I did
not dilute it because it is a naturally loose, semi-transparent ink. I registered my screen
onto the fiberglass cloth, and then pulled the ink across the screen using a soft, yellow
rubber squeegee.
The CMYK process is a calculated and measured exercise in perfection. It is a
series of halftone dots printed in semi-transparent inks––cyan, magenta, yellow, and
black––that when printed on top of one another with perfect registration complete a
photographic image. Since the colors are transparent, they mix onto the screen This
process is used by newspaper companies to print color editions. I was first exposed to this
process as a young child who loved to read the colored Sunday edition comics page from
the local newspaper. Many artists have been inspired by this process specifically by the
halftone dot pattern, including Roy Lichtenstein and Andy Warhol. I utilize this process
in many of my prints to create a photographic image with room for manipulation during
the printing process. Much of the distortion process in my work is done when working in
Photoshop, but during the printing process I make decisions to change the image and the
memory further. In many of the prints in this series, I printed colors out of order. Instead
of starting with cyan, I would start with black and end with magenta on the surface to
have a magenta heavy image. On the cyan output of halftone pattern I sometimes print
magenta or yellow to see how it would change the image without losing too much of the
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photographic quality. In a few prints, I printed purple instead of black to give a more dull
color palette. I also used gold in place of yellow to get a reflective shine in some areas of
the prints. This physical distortion of the prints allows me to experiment and change the
view of the memory with color.
I use 3.25 ounce woven fiberglass cloth by Raka. This tight weave allows
me to get detailed accuracy from the digital to screen-printed image. I use a two-part
resin epoxy by Raka that has a slow curing time, which allows me to have a perfectly
clear finish on my prints. Most prints have 3-6 coats of resin and 3-5 layers are in each of
the final works.
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Figure 1. November 1991, Small Smile
Screenprint, Fiberglass, Resin, Fabric.
5x5 inches, 2017
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Figure 2. February 2001, Winter Catch
Screenprint, Fiberglass, Resin, Fabric, Acetate.
5x5 inches, 2017
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Figure 3. June 1995, Holds You
Screenprint, Fiberglass, Resin, Fabric, Acetate.
5x5 inches, 2017
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Figure 4. April 1992, Wisteria Blooming
Screenprint, Fiberglass, Resin.
5x5 inches, 2017
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Figure 5. November 1993, Habits
Screenprint, Fiberglass, Resin, Fabric.
5x5 inches, 2017
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Figure 6. April 1998, Keep Spinning
Digitally distorted VHS recording.
2017
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Figure 7. August 2000, Caught You
Screenprint, Fiberglass, Resin, Fabric, Acetate.
5x5 inches, 2017
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Figure 8. June 2010, Sullivan’s Island
Screenprint, Fiberglass, Resin, Mylar, Acetate.
14x11 inches, 2017
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Figure 9. September 2015, Spun
Screenprint, Fiberglass, Resin.
5x5 inches, 2017
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Figure 10. May 2009, Why Did You Go?
Screenprint, Fiberglass, Resin, Fabric, Acetate.
14x11 inches, 2017
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Figure 11. February 2007, River Flows In You
Screenprint, Fiberglass, Resin, Acetate.
8x10 inches, 2017
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Figure 12. April 1994, Fresh Cut Grass
Screenprint, Fiberglass, Resin, Fabric.
25x52 inches, 2017
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Figure 13. November 2008, Chincoteague
Screenprint, Fiberglass, Resin, Acetate.
14x11 inches, 2017
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Figure 14. New Years Eve Y2K
Screenprint, Fiberglass, Resin, Acetate.
11x14 inches, 2017
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Figure 15. February 2001, Seagull
Screenprint, Fiberglass, Resin, Acetate.
34x34 inches, 2017
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Figure 16. September 1991, First
Screenprint, Fiberglass, Resin.
11x14 inches, 2017
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Figure 17. December 2016, “The tides of color that make all the sharp dim and faint and
turn the solid city into a city of dreams.” –Mark Twain
Screenprint, Fiberglass, Resin.
20x15 inches, 2017

50

Figure 18. July 2007, Sunburns
Screenprint, Fiberglass, Resin, Acetate.
14x11 inches, 2017
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Figure 19. May 2015, Slip Stitch
Screenprint, Fiberglass, Resin, Acetate.
34x34 inches, 2017
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Figure 20. October 2015, 20 Inches In 20 Minutes
Triptych. Screenprint, Fiberglass, Resin.
15x20 inches, 20x15 inches, 15x20 inches 2017
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Figure 21. June 2006 Low Tide
Digitally distorted VHS recording.
2017
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Figure 22. July 2009, Spoleto Festival (Encumbered)
Screenprint, Fiberglass, Resin, Acetate.
14x11 inches, 2017
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Figure 23. October 2014, The Zoo
Screenprint, Fiberglass, Resin, Acetate.
10x10 inches, 2017
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Figure 24. October 1993, December 2016, Memory Traces
Screenprint, Fiberglass, Resin, Acetate.
14x11 inches, 2017
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Figure 25. May 2014, Tiled
Screenprint, Fiberglass, Resin, Acetate.
11x14 inches, 2017
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Figure 26. August 2007, Holden
Screenprint, Fiberglass, Resin, Acetate.
34x34 inches, 2017
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Figure 27. March 2017, Erasure
Screenprint, Fiberglass, Resin, Acetate.
14x11 inches, 2017
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Figure 28. Installation
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Figure 29. Installation
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Figure 30. Installation
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Figure 31. Installation
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