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ABSTRACT 

 

I believe art should express things which cannot be easily or entirely explored with words. For 

me, memory and unconscious mental processes are such matters. Memory is imperfect and 

impermanent, yet it greatly influences our day-to-day decisions. My memories of fiber art, altered and 

nostalgic, set me on my path to weaving and the pursuit of fine art.  

Silent like snowfall: A Retrospective on Memory and Self , explores the memories and concepts 

behind Silent like snowfall, a woven installation which creates the theoretical space in our minds which 

houses remnants of memories.  
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I. ARTIST STATEMENT 

 

It's quiet here, like the silence from snowfall, like walking into a basement where all of the lights are 

turned off.  

  

Weaving with monofilament is where it began. This unyielding silvery substance that captures the light 

in a passing glance transfixes me. The more I stare, the more I obsess over this quality, and the more 

my mind wanders.  

 

Little flashes of captured luminescence become flashes of memory – an imagined piece of life. My 

attention shifts inward as these memories come to life in recreated moments of light, color, and sound. 

Staring further, I alter the memories to make stories of my own.  

 

Now, I've imagined so much I'm not certain where the memories end and where the stories I tell myself 

begin – my imagined space is not the reality. This brings me out from my warm, imagined space and I 

see now where I truly reside. It's a place where the memory used to be. All that is left is the 

disintegrating scaffolding of a memory's origin; tattered ruins in both memory and mind.  
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Figure 1. Silent Like Snowfall, installation detail, 2017 
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II. THE BEGINNING OF A FASCINATION 

 

“The strength of memories of events varies with the emotional significance of the events.”   1

I always thought my fascination with fiber started with a hideous colored ball of teal/army green yarn 

that I begged my father to buy for me for a quarter at a garage sale when I was three; but, my mother 

says I was tying knots in yarn and cord before I was two.  I do not remember tying knots in cord; but, I 

do remember my grandmother teaching me how to knit when I was around six years old. I still have the 

little sample my grandma and I made together, twenty years ago. This sample, and the memory of 

Grandma teaching me how to knit, are among my most prized possessions: strong (and seemingly 

lasting) memories because of the emotional significance I have placed on them. The strong and lasting 

ties of these memories draw a spiritual depth from the medium in which I work. 

A few years after learning to knit, my mother enrolled me in weaving and knitting classes at our 

local fiber arts guild. When I  sat down at the loom, it was the first time where the world went away 

and I was able to completely live in that moment. Thankfully, I was old enough to remember it, and 

most of the technical skills I had learned were because my working memory had increased and I was 

able to retain the knowledge.  Without this memory, I would not be where I am now. 2

I am grateful that I had very indulgent parents who did not let this new awareness and 

knowledge slip away. They kept enrolling me in weaving classes and bought me small table looms and 

yarn to play with. Despite this, I was still young and had difficulty remembering how to properly set up 

1  James L. McGaugh, “Making lasting memories: Remembering the significant,” PNAS 110, suppl.2, (2013): 
10402.  
2  Alan Baddeley, Michael W. Eysenck, and Michael C. Anderson, Memory (Sussex: Psychology Press, 2009), 391.  
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a loom on my own. I was not able to fully master the process until later in life.  

 

III. EVOLUTION OF ARTISTIC PRACTICE 

 

In my undergraduate career, I began as a drawer, then a painter...and by the end I wasn't sure 

what to call myself. I wasn't really painting or drawing or doing anything else I thought art could be.  

A Continuing Thread, the body of work created for my BFA, consisted of abstract pieces of old, 

brittle book cloth, thread, and ink. These works were based on the premise of a continued tangent of 

thought that carries through from day-to-day, whether it is noticed or not.  

     

Figure 2. Rules, selection from               Figure 3. Break Down, selection from  

“A Continuing Thread”, 2014                “A Continuing Thread”, 2014 

 

 

Subliminal thought thus exists in the ethereal. The abstracted works were meant to act as a 

variant of the Rorschach test and allow viewers to uncover and confront these continued subconscious 

thoughts. Although I was pleased with this body of work, by the time I graduated, I was ready to start 

10 



with something new. 

Once in graduate school, I decided that I wanted to explore what was in my own mind instead 

of focusing on the minds of others. I began with combining meditation and drawing to see what sort of 

imagery came up when my mind was focused but was not paying attention to the act of drawing. After 

a while, this desire to conjure the subconscious led to ideas about repression. Specifically, how I work 

hard to keep some things locked away in my mind and how these things tend to seep out anyways. By 

this point, I incorporated weaving into my fine art practice and learned that the University of Arizona 

had previously had a fibers department.  Not only that, but all the old equipment was still there, and I 

could use it! Simply having access to fibers and basic weaving tools made me reconsider fiber art as a 

viable medium versus something I just did for fun. I found that weaving was the form where I could 

best express my ideas, and it was something that I felt I innately understood.  

The summer before my thesis year I attended The Penland School of Crafts for a two-week 

weaving workshop. It was here that I learned to weave with monofilament, and where my thesis work 

began to take form. In our second week, our instructor (Helle Rude Trolle) gave the prompt “carry” and 

we were allowed to interpret this however we wished. I had just received word that my paternal 

grandfather had died and “carrying” prompted me to process and grieve the death of my grandfather. 

For this, I wrote a letter to my grandpa Krause saying all the things I wished I had said (both good and 

bad) while he was still alive. I then proceeded to write a series of letters to people who were still alive 

and to whom I need to say things. After I had written the letters I ripped them up and encased them in a 

double weave with monofilament so that I could hold, see, and read fragments of the letters, but never 

put them back together. I titled these pieces “Carrying thoughts: letters to someone” Even though I was 

writing these letters for specific people, my intention was never for them to be read by anyone but 

myself. Thus, these woven, carried thoughts, became artifacts of my memories and emotions of each 
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individual. 

 

                       

Figure 4. L, a selection from        Figure 5.  J, a selection from 

“Carrying thoughts: letters to someone” , 2016       “Carrying thoughts: letters to someone”, 2016   

 

Upon returning from Penland, I felt that working with monofilament and “thoughts” was the 

correct path to take for my thesis because I realized that I had been unconsciously been making work 

about “thought” for a long time and I was increasingly enamoured with the sculptural and 

light-catching qualities of monofilament. Furthermore, the monofilament reminded me of neural 

synapses--the way light glinted along the passage of thread. Eventually my thoughts evolved into 

recorded memory, the absence of memory, and forgetting the things and people we once deemed 

important enough to remember.  
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IV. ARTISTIC INFLUENCES 

 

When researching aesthetics and subject matter, I begin by looking to nature, specifically, 

spiders. For quite some time now I have been drawn to these original weavers. I look not only to their 

spun webs, but also to the qualities of the silk itself. It's strength and the way it catches the light remind 

me of monofilament.  

When I began weaving again, I became genuinely curious to see what other artists had done 

with the medium. Even though our aesthetic choices are quite different, the weaver I look to the most is 

Anni Albers. I greatly admire how she saw herself as a weaver and drawer and persisted in both 

practices. I also fell in love with her Peruvian-inspired weavings and her writings. Anni Albers reduced 

weaving to its most basic truth, which was that weaving “deals with a submissive material...[that] 

operates on the principle of opposites.”  It was from Albers that I learned how to think about weaving. 3

Another drawer and weaver I greatly learned from and felt akin to was Lenore Twaney. From 

her I learned about the sculptural capabilities of weaving. Even though her work was not traditional, it 

still adhered to the basic principles that Albers outlined – opposites. After learning of Twaney – and the 

sculptural and installation capabilities of weaving and fiber art – I found myself drawn to artists such 

as: Feliksas Jakubauskas, Janet Echelman, Tomas Saraceno, Huang Zhen, and Akio Hamatani. All of 

these artists approach fiber arts in a very non-traditional sense, and primarily use fiber as installation. 

Their work has a gentle, fragile yet strong presence; almost as if each thread was individually placed 

3  Anni Albers, On Weaving (Middletown: Wesleyan University Press, 1965), 22-24.  
13 



with purpose, knowing that the work could easily be destroyed with one faulty move.  

  

 

 V. RESEARCH ON MEMORY 

 

“An ironic feature of human memory is that the very act of remembering can cause forgetting.”   4

I have often thought of memories as formless entities in our minds that float around aimlessly while 

waiting to be recalled. In actuality, a memory is not formless; it is a physical entity formed of proteins 

that connect one brain cell to another.  In quantum theory, the memory lasts forever in time and space.  5 6

Memories are intentional states that we put ourselves in , while forgetting is an unintentional (most 7

often) fate that we all share.  We assume that our lasting memories are created at the time of the events 8

and are then stored in our brain like a filing cabinet. In fact, memories are created after the experience,  9

once our minds have had time to process the information. Even after this, the memories are initially 

based on the reverberation of neural pathways.  As I'm sure anyone can tell you, most memories are 10

fleeting and adaptive, and we alter them – and forget them – more than we ever realize.   11

 The context in which we retrieve a memory will influence its characteristics .  “When we 12

4  Alan Baddeley, Michael W. Eysenck, and Michael C. Anderson, Memory (Sussex: Psychology Press, 2009), 248.  
5 Jad Abumrad and Robert Krulwich, interview with Joe Andoe, Andrei Codrescu, Joe LeDoux, Jonah Lehrer, Dr. 
Elizabeth Loftus, Karim Nader, Neda Pourang, Dr. Oliver Sacks, and Deborah Wearing, Radiolab: Memory and Forgetting, 
Podcast audio, June 6, 2007, www.radiolab.org/story/91569-memory-and-forgetting/ 
6 Diogo Valadas and Lothar Schäfer, “Carl Gustav Jung, Quantum Physics and the Spiritual Mind: A Mythical 
Version of the Twenty-First Century”, Behavioral Sciences 3, no. 4 (2013): 605.  
7  Jordi Fernandez, “Memory and Perception: Remembering a Snowflake”, Theoria 56, (2006): 147 
8  James L. McGaugh, “Making lasting memories: Remembering the significant,” PNAS 110, suppl.2, (2013): 
10402.  
9  James L. McGaugh, “Making lasting memories: Remembering the significant,” PNAS 110, suppl.2, (2013): 
10402.  
10  James L. McGaugh, “Making lasting memories: Remembering the significant,” PNAS 110, suppl.2, (2013): 
10402.  
11  James L. McGaugh, “Making lasting memories: Remembering the significant,” PNAS 110, suppl.2, (2013): 
10404.  
12  Alan Baddeley, Michael W. Eysenck, and Michael C. Anderson, Memory (Sussex: Psychology Press, 2009), 207.  
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intentionally retrieve the past, part of the process involves isolating the part of the past we wish to 

recollect.”  Isolating the specific event, however, is not entirely simple because memories 13

automatically activate other associated memories.  And, memories constantly influence our thoughts 14

and actions regardless of whether or not we intentionally recall them.  15

The events which we contemplate most have consequences for our lives and the lives of others.

  Our emotions dictate the strength of a memory and how much we adapt it. For instance, the  stronger 16

a particular emotion at the time it occurs – be it anger, fear, happiness, etc. – the more vivid the 

memory will be.  Conversely, heightened emotions cause the brain to encode little information. Thus 17

the emotion will not be available for subsequent recall. Controlling and changing memories, both 

wanted and unwanted, are accomplished at any stage of memory and memory recollection.  18

Furthermore, any information recalled later on largely will be based on reconstruction, and will be 

prone to errors of various kinds.  “[I]t is our most detailed, seemingly most complete, memories that 19

are the memories most likely to contain fallacies, most likely to stray from historical accuracy.”  So, 20

not only do emotions lead to an innately factually flawed memory, but they also make the recalled 

memory flawed. As previously stated, when we recall memories our present-day moods and 

experiences automatically color them. Additionally, every time you recall a memory, you are 

re-creating it, changing it a little bit.  All you have is the most recent recollection of the experience, 21

13  Alan Baddeley, Michael W. Eysenck, and Michael C. Anderson, Memory (Sussex: Psychology Press, 2009), 207.  
14  Alan Baddeley, Michael W. Eysenck, and Michael C. Anderson, Memory (Sussex: Psychology Press, 2009), 199.  
15  Alan Baddeley, Michael W. Eysenck, and Michael C. Anderson, Memory (Sussex: Psychology Press, 2009), 208.  
16  Friderike Heuer and Daniel Reisberg, The Handbook of Emotion and Memory, (New York: Lawrence Erlbaum 
Associates, Inc, 1992), 171.  
17  Friderike Heuer and Daniel Reisberg, The Handbook of Emotion and Memory, (New York: Lawrence Erlbaum 
Associates, Inc, 1992), 151. 
18  Alan Baddeley, Michael W. Eysenck, and Michael C. Anderson, Memory (Sussex: Psychology Press, 2009), 268.  
19  Friderike Heuer and Daniel Reisberg, The Handbook of Emotion and Memory, (New York: Lawrence Erlbaum 
Associates, Inc, 1992), 152. 
20  Friderike Heuer and Daniel Reisberg, The Handbook of Emotion and Memory, (New York: Lawrence Erlbaum 
Associates, Inc, 1992), 152.  
21 Jad Abumrad and Robert Krulwich, interview with Joe Andoe, Andrei Codrescu, Joe LeDoux, Jonah Lehrer, Dr. 
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not the original memory itself.  Emotions may nudge us to rehearse the experience more than we 22

otherwise might, causing further alteration to the memory.  The more you use a memory, the more you 23

are likely to change it.  Therefore, the most reliable memories are the ones you don't remember.   24 25

Our brains make two copies of memories at the time they form: one short-term and one 

long-term  Some philosophers claim memory is the mark of being human. In this philosophical 26

construct we actively recall events to willingly shape our day-to-day life experiences; losing memory, 

therefore, could be a loss of humanity.  If this is true, then our humanity is located in three specific 27

temporal locations, the amygdala, hippocampus, and cortex.  The amygdala is responsible for 28

emotional processing.  The hippocampus is then responsible for short-term memory, while long-term 29

memory is in the cortex.   Considering what we know about the impact emotions have on memory and 30

remembering, the closeness of these two regions makes sense.  

Our memory store contains more information than we can access at any given moment,  and 31

over time our experiences accumulate like cluttered papers on a desk.  Unfortunately, the habitual 32

Elizabeth Loftus, Karim Nader, Neda Pourang, Dr. Oliver Sacks, and Deborah Wearing, Radiolab: Memory and Forgetting, 
Podcast audio, June 6, 2007, www.radiolab.org/story/91569-memory-and-forgetting/ 
22 Jad Abumrad and Robert Krulwich, interview with Joe Andoe, Andrei Codrescu, Joe LeDoux, Jonah Lehrer, Dr. 
Elizabeth Loftus, Karim Nader, Neda Pourang, Dr. Oliver Sacks, and Deborah Wearing, Radiolab: Memory and Forgetting, 
Podcast audio, June 6, 2007, www.radiolab.org/story/91569-memory-and-forgetting/ 
23  Friderike Heuer and Daniel Reisberg, The Handbook of Emotion and Memory, (New York: Lawrence Erlbaum 
Associates, Inc, 1992), 152. 
24 Jad Abumrad and Robert Krulwich, interview with Joe Andoe, Andrei Codrescu, Joe LeDoux, Jonah Lehrer, Dr. 
Elizabeth Loftus, Karim Nader, Neda Pourang, Dr. Oliver Sacks, and Deborah Wearing, Radiolab: Memory and Forgetting, 
Podcast audio, June 6, 2007, www.radiolab.org/story/91569-memory-and-forgetting/ 
25 Jad Abumrad and Robert Krulwich, interview with Joe Andoe, Andrei Codrescu, Joe LeDoux, Jonah Lehrer, Dr. 
Elizabeth Loftus, Karim Nader, Neda Pourang, Dr. Oliver Sacks, and Deborah Wearing, Radiolab: Memory and Forgetting, 
Podcast audio, June 6, 2007, www.radiolab.org/story/91569-memory-and-forgetting/ 
26/  James Gallagher, “Rules of memory 'beautifully' rewritten,” BBC, April 7, 2017, 
http://www.bbc.com/news/health-39518580.  
27  James L. McGaugh, “Making lasting memories: Remembering the significant,” PNAS 110, suppl.2, (2013): 
10402.  
28  Jordi Fernandez, “Memory and Perception: Remembering a Snowflake”, Theoria 56, (2006): 155 
29  Alan Baddeley, Michael W. Eysenck, and Michael C. Anderson, Memory (Sussex: Psychology Press, 2009), 120.  
30  James Gallagher, “Rules of memory 'beautifully' rewritten,” BBC, April 7, 2017, 
http://www.bbc.com/news/health-39518580.  
31  Alan Baddeley, Michael W. Eysenck, and Michael C. Anderson, Memory (Sussex: Psychology Press, 2009), 197. 
32  Alan Baddeley, Michael W. Eysenck, and Michael C. Anderson, Memory (Sussex: Psychology Press, 2009), 240.  
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routines of our day-to-day lives makes moments from one day indistinguishable from those of days 

past.  The relationship between remembering and forgetting is complex because while we know we 33

have the desired information stored somewhere in our brains, we cannot find it amidst the clutter on our 

desk.  The problem is that while we know the information lurks somewhere, memory failure causes 34

holes, gaps, and voids in our minds.  It makes us uncomfortable to not remember something we 35

should, and so we do our best to make up for our memory's shortcomings by creating made-up stories 

that fit nicely into the gaps.  I believe the reason we do this is because it is better than facing the 36

alternative truth: you permanently will forget all you have forgotten and you will not even miss it.  If 37

we adhere to the belief of some philosophers, by forgetting we lose our humanity and thus cease to 

exist.   38

Conversely, sometimes forgetting is exactly what we need to do.   39

 

 

 

 

 

 

 

 

33  Alan Baddeley, Michael W. Eysenck, and Michael C. Anderson, Memory (Sussex: Psychology Press, 2009), 204.  
34  Douwe Draaisma, Why Life Speeds Up As You Get Older (Cambridge: Cambridge University Press, 2001), 227.  
35  Douwe Draaisma, Why Life Speeds Up As You Get Older (Cambridge: Cambridge University Press, 2001), 235.  
36  Douwe Draaisma, Why Life Speeds Up As You Get Older (Cambridge: Cambridge University Press, 2001), 235.  
37  Douwe Draaisma, Why Life Speeds Up As You Get Older (Cambridge: Cambridge University Press, 2001), 236.  
38  Douwe Draaisma, Why Life Speeds Up As You Get Older (Cambridge: Cambridge University Press, 2001), 236.  
39  Alan Baddeley, Michael W. Eysenck, and Michael C. Anderson, Memory (Sussex: Psychology Press, 2009), 265.  
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VI. SILENT LIKE SNOWFALL: THESIS INSTALLATION 

 

          

Figure 6. Silent like snowfall, installation view Figure 7. Silent like snowfall, installation view 

 

Silent like snowfall began with a need to record the remnants of memory with monofilament. 

The breakdown of memory is an act that we do so unconsciously that all alterations go unnoticed. Upon 

entering the environment created in Silent like snowfall, there needed to be a simultaneous sense of 

deterioration and stagnation of memories being recalled, created, destroyed, and waiting for 

re-cognition.  

18 



For the actual weaving of the piece, I knew that I did not want to stick with just 

two-dimensional wall hangings. I wanted to push myself and the capabilities of the material to go 

bigger. Installation was not my first approach to displaying this material. I originally thought of 

suspending the woven monofilament in multiple, large wooden structures. For whatever reason, I didn't 

think that the fiber was enough to stand on its own. That, of course, eventually changed. 

I never had done installation before. In order to prepare for this, I made a couple of mock 

installations in my studio space. For my first attempt at this, I merely used canvas that I cut and 

manipulated. This proved to be an unwise choice because it possessed none of the qualities that my 

woven material did. I started sketching in order to supplement this until I had more of my own material 

to work with. At first, my sketches largely focused on an overall sculptural form. Many of these forms 

resembled ships. Unfortunately. Looking back, I think this was because I had difficulty imagining just 

what I could do in a space, and I  unnecessarily restricted myself. I overcame this by photographing the 

installation space, and then drawing over the photographs. I began to understand how individual forms 

could work in a three-dimensional space.  

The more I wove, the more I began to realize that I was not creating just an installation or 

sculpture – I was creating an environment. This installation needed to be a space where viewers could 

momentarily lose themselves and feel immersed, lost in thought and memory, while also being lost in 

the remnants of a memory. My installation is the physical representation of the remnants of an original 

memory after it has been altered, a space filled with decaying proteins and broken neural synapses. 

When it came time to actually instal the work, the only option I had was to listen to my 

intuition. While my previous sketches did help me think about the overall aesthetic I desired, I was not 

able to follow any of them in the actual space because the ceiling areas where I could hang my 

weavings were different than I originally had anticipated. I do, however, believe that this worked in my 
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favor because I was forced to pay attention to the precise placement of each piece and note the effect 

this placement would have on the piece as a whole.  

 

 

VII. CONCLUSION  

 

 I would not be capable of inventing the art I make without my altered memories. They have 

shaped my decisions and interests, which have led to the beginning of a life-long pursuit of fiber arts 

and the study of matters of memory and subconscious mind.  

 My emotions color my memories and experiences on the day that I recall them. Without these 

emotions, my memories would be truthful, but colorless and full of gaps because of details that I cannot 

recall. In a way, every memory I have only exists once...because the second I recall it, it is no longer 

that origina memory. I completely lose memories and do not even realize it. This is why I felt the need 

to make a memento mori, so to speak: a place where I could walk amongst the remnants of my lost 

memory, one last time.  
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