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Liber(ated) 

I. Abstract 

This collection of art works is a play on the Latin root liber, which can 

signify either “book” (as in “library”) or “free” (as in “liberating”). The 

pieces shown in my MA exhibition and the thesis below explore how the 

questioning of the traditional boundaries for the definition of book can be 

creatively liberating. Each work presents a formal and conceptual 

challenge to the traditional understanding of a book as a vessel for 

recording information on paper that has been bound together. 

 
II. Statement of Problem 

In one way or another, an artist’s personal history surfaces in her work.  Our 

experiences and relationships seep into who we are and reappear in our pieces in ways 

sometime subtle and sometimes obvious. My intention, for many years until graduating 

from my undergraduate program, was to become a psychologist. I have long been 

fascinated by how people respond to personal experiences. Although I have chosen not to 

continue counseling as a career, I am still deeply drawn to and affected by the study of 

human relationships and experiences. I have always (for better or worse) felt defined by 

my relationships with others. I am an avid journaler, and often when I reread previous 

entries it is as if my thoughts unwittingly categorize themselves under the same themes of 

place, identity, relationships and spirituality. These further distill themselves into the idea 

that I am who I am because of where I have been and who I have known. 
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For this creative project I wanted to produce a body of work that tells my story 

and some of the stories of my family. I shared experiences and ideas that relate to the 

aforementioned themes in a way that related to common human experience because I 

want deeply for others to connect with my work.  

Methods 

After ruminating over this project it became clear to me that using book forms 

would be the best method for telling these stories. In general people are familiar and 

comfortable with books, and many have been using them since childhood. They know 

how a book works; they know that when they pick one up they will have an idea of how 

to proceed with the information even if the information itself is foreign. Yet I also wanted 

to challenge the notion of what constitutes a book, thus asking the viewer to engage with 

my work through lenses familiar and unfamiliar and prompt them to ask, what is a book 

really? Does there have to be an order to the information or can you begin anywhere 

within with the text and still retrieve its meaning? Can it be a book if it only has one 

sentence or one word, and does it even require text? Must it have a cover or even pages? 

To phrase it negatively, are there any qualities that, if included, would disqualify a piece 

that employs those qualities from being considered a book? I love asking these questions, 

and I feel that even the way a book is defined in the dictionary allows us to question our 

assumptions about what can be considered a book. One of Webster’s definitions for a 

book that I feel specifically encourages a broad interpretation of this question is that a 

book is “something that yields knowledge or understanding” or “a packet of items bound 

together”.   
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Specifically for this project I intended to use classic and familiar book forms, such 

as thick sewn books, to explore the themes that have a broader human scope. Then, as I 

shared stories that become more particular to me and to my family, I employed the use of 

more unusual ways of presenting the information, such as book installations or 

sculptures. I asked the viewers to touch the works, to smell them, to weave through them 

and to experience them on a variety of levels with multiple senses. I used an assortment 

of media to accomplish my goals, including encaustics, ceramics, metals, printmaking 

and found objects to successfully communicate the nuances of each piece. I do not 

believe I definitively answered the question “what constitutes a book?” but I do believe 

that I challenged traditional definitions of “bookness” in a manner that could open up the 

topic for further discourse.  

 

III. Review of Influences and Literature 

History and Theory 

Although I am primarily a practitioner in the book arts, my works have been 

influenced by the theory and history that has gone before me, particularly in relation to 

how artists’ books have been defined and redefined. It is the transient quality of the form 

that draws me to it, as the form allows for (and even invites) experimentation. Johanna 

Drucker describes this flexibility when she writes that “[a]rtists’ books take every 

possible form, participate in every possible convention of book making, every possible 

‘ism’ of mainstream art and literature, every possible mode of production, every shape, 

every degree of ephemerality or archival durability. There are no specific criteria for 

defining what an artist's book is, but there are many criteria for defining what it is not, or 
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what it partakes of, or what it distinguishes itself from.” Drucker tries to avoid overly 

rigid definitions, but hints at certain commonalities or conditions, since “[a]rtist's books 

are almost always at least self-conscious about the structure and meaning of the book as a 

form.” Since the definition of the form itself is flexible, artists tend to comment on this 

aspect of the form by using any number of methods or media. It is a “mutable form, one 

which cannot be definitively pinned down by formal characteristics [since the] book form 

is always under investigation by artists.” (Drucker A Century of Artist’s Books) 

So an artist’s book is, by definition, a book that itself challenges what normally 

typifies a book. Although book arts seem to be a new phenomenon in many ways, 

particularly given the amount of experimentation and theorization in the last one hundred 

years, the attitude of bending or expanding the form has been around for much longer. A 

brief summary of this trend can begin with the artist having complete control over how 

the object is made, as William Blake had with the writing, engraving and physical 

construction of his books; this continues with the artist’s control over how the book is 

distributed (like Wyndham Lewis publishing the Vorticist magazine BLAST, or the self-

published photobooks of Ed Ruscha), as well as experimentation with materials and 

random ordering of chronology (Russian formalists, Dieter Roth). These examples show 

different impulses behind the experimentation, as the artist may seek either creative 

control or letting go of control to allow the audience to assemble or construct order from 

a piece that does not have clearly defined chronology. Despite this, formal and 

methodical experimentation appears to be a consistent trend, regardless of the personal or 

cultural standards in which an artist creates. Beyond this an artist’s book can be hard to 
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define, but that obscured definition allows for experimentation and encourages the type 

of formal challenges that are typical of artist’s books.  

Betty Bright comments on more recent trends in the form when she writes that 

“[i]n the 1970s, book art leapt to life in America. Terms were argued over. Organizations 

were started. Book structures were rediscovered or revised. And printing technologies 

were stretched to produce unrecognizable effects. Possibilities expanded in that period 

regarding who could make a book, how a book’s contents could disport across a page, 

and how a book’s materials and form could welcome or repulse a reader. The potential 

for expression seemed unlimited.” (Bright No Longer Innocent) This contemporary 

experimentation, in which a particular piece can stretch the limits of the definition of a 

book almost beyond recognition, is particularly exciting to me and has been a major 

source of inspiration behind the range of forms that I used in my thesis exhibition. As I 

mention below, this particular collection of works ranged from mostly traditional to 

sculptural book-works and also included installations and synaesthetic correlations of 

books.  

 

Influential Artists 

When it comes to specific artists whom I regularly look to for influences, three 

individuals stand out. These are Tara Donovan, Nancy Selvin and Magdalena 

Abakanowicz. The first, Tara Donovan, frequently works with materials in multiples – 

that is, with repetition and variation in materials (such as works made out of countless 

pencils, numerous strips of tar paper, thousands of dried glue puddles etc.). There is unity 

in the way she provides repetition, but the differences in variation of arrangement also 
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give her work pleasing elements of visual contrast. There is an engaging sense of paradox 

and unresolved tension underlying her combinations. I appreciate how the qualities 

present in her work parallel her own life and relationships; roles may change and may be 

in flux temporarily, but the result is not complete chaos either because basic structure is 

there.   

I am drawn to the notion of sequential imagery and how the arrangement of an 

artwork or information changes the experience. I thought about this with each of the 

pieces in my exhibition and with the layout of the exhibition itself. Each item is a book in 

and of itself, but they also work together to add up to an experience as though each work 

in the exhibition is a page of a book. This idea is clearly represented in Illuminated 

Manuscript, the chandelier piece.  It has lots of pages, components and layers, but the 

information can be retrieved in any order the viewer wishes. They could choose to work 

sequentially or randomly and start at any point because there is no defined beginning or 

end. The sequence and patterns change based on the vantage point or even how and 

where a person enters the room. Similar to Donovan’s work, an aerial view shows one 

sequence of components while walking around the piece shows different viewpoints. No 

person experiences the work the exact same way or in the exact same order. 

What first struck me about some of the work of my second major influence, 

Nancy Selvin, was how she incorporated text onto her pots. I found out from later 

research that the text was taken from her art notebooks and personal journals. While she 

did this primarily for aesthetic reasons rather than for the meaning of the words, I 

recognized the possibilities for using text as a way to layer my ceramic work with 

significance and provide glimpses into my artistic process and personal journey. This 
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connection would later take me to see clay as a canvas and pots as potential book 

sculptures.  

While this seems to be primarily concerned with the formal qualities of art 

making, her emphasis on the form creates a commentary on the role of the artist in 

society. The artist is not an objective historian, but a subject leaving her mark on the 

world as she records personal or social history in an artwork. As a contemporary artist 

Selvin does not try to hide the medium or to make it invisible (the way people talk about 

getting “sucked up” into a narrative, like being so absorbed in the plot of a film that you 

forget it is a film).  Instead she reminds you that you are looking at something 

constructed, which in turn places that construction in a defined moment in history. She is 

not some aloof, mysterious artist but a person linked to a human community. 

Another piece of Selvin’s that has influenced my work is Still Life: Intention to 

Realization. I think of this collection of bottles on shelves as analogous to an old 

apothecary, or like books in a library. It is made up of a series of ceramic bottles of 

differing shapes and colors lined up on a shelf. Simple images and text seem to hint at 

what each might contain. Somehow their grouping and their labeling give the viewer a 

sense of mystery, that the pieces are more important than they might seem at first glance.  

My father works in the medical field and he took over the practice of an elderly 

doctor who clearly had not cleaned out his supply rooms. I grew up surrounded by what 

seemed like ancient drawers, cabinets, and bottles that were full of mystery and 

importance. The important unknowns surrounding my experience of the pharmaceutical 

or medical tradition has certainly influenced my work, which I referenced to some extent 

in pieces like Impractical Application (a book detailing how to perform CPR that is so 
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tiny it is barely legible even with the help of a magnifying glass) and especially in 

Remembrance of Things Past (my olfactory Proustian memory book, both discussed in 

greater detail below).   

 My third major influence, Magdalena Abakanowicz, uses an enormous range of 

materials – everything from fiber to steel. Her work inspired me to venture out beyond 

paper and clay and use other materials and processes. My chandelier piece, Illuminated 

Manuscript, was originally intended to be quite small and fashioned from materials with 

which I already felt comfortable, but after seeing her work I decided to challenge myself 

and make it out of steel and copper and to try my hand at new technical processes like 

welding and riveting.  

Her installation titled Embryology (1978-81) has an incredible presence even 

when experienced from a photograph. It fills the room, yet it does so in a way that still 

feels relaxed, as it is pleasantly spread along the surface of the room. It is comprised of 

approximately 800 pieces, ranging in size from just over an inch to over 8 feet long, 

which are laid out with obvious intention and rhythm but not necessarily with a clear 

pattern. The natural light rests peacefully, almost hazily on the rough burlap surfaces. The 

forms resemble all manner of natural things: from mummies to cocoons, from cells to 

stones. They each appear to be haloed in dust and cast shadows to create soft, shaded 

places which seem at home among the various shades of brown burlap with its pink hues 

and greenish casts. As gravity settles their fibrous underbellies into the floor, the density 

of their form is contradicted by a sense of delicacy and fragility created by the stitches 

and rough seams. Some of the forms do have boldness in their wild stitching and others 

in the way the stitches are strained to bursting, yet even the most robust of the forms has 



Jones 9 
 

an implied frailty when placed next to others that are ragged and exposed in their seams, 

skins and viscera.  

 The main themes of this collection come from Abakanowicz’s interaction with 

professors Patrick Wall and Maria Dabska, who specialized in neurology and embryology 

(Barbara Rose). The artist questioned them about issues of human regeneration, and was 

fascinated with how the brain works and how it connects us to our ancestors. She was 

also intrigued by myths, philosophy, literature and the human story, particularly the way 

in which each refers to the cycle of destruction we bring upon ourselves. More 

specifically, she was seized by how, despite our impressive evolution, our brains still fail 

to preserve us.  Meditating on the human condition and its issues throughout history 

caused her to explore the human embryo as the starting point of life. Critic Barbara Rose 

states that she “believed that the struggle to achieve a mental and physical equilibrium 

through the cathartic and transformative capacities of art was a moral imperative” (Rose 

44). Out of this conviction she decided to begin a dialogue regarding the fatal flaws that 

reach their fingers all the way back to our origins.  

 This series of works in particular has had a significant influence on my approach, as 

it emphasizes how to use non-ostentatious materials to explore themes of humanity, 

psychology, collective narratives or myth. Her pieces exude a gorgeous blend of 

confidence and skill as an artist with humility and concern as a member of the human 

race.  Each work comments on the tragedies capable in all of our relationships in a way 

that promotes a deep care for humanity and our future. It is this spirit of challenging the 

status quo – whether in terms of the materials used or in terms of our understanding of 

and behavior toward society – that I hoped to achieve in my exhibition. 
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IV. Description of Artworks 

Ephemeral Audiobook 

Found objects, steel, copper 

2010 

 

 

Our early human ancestors did not record their thoughts by any physical means; 

rather, they committed the narratives they heard to memory. The oral tradition is certainly 

not over, however. Even though we record some of our best thoughts in traditional book 

form, many of us still communicate primarily through the spoken word so that the 

individual human becomes the vessel for recording information. With this piece, I wanted 

the audience members to feel free to share their own stories, songs or histories into the 

ephemeral audio book. There may not be any verbatim record of what transpires like 
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what one would likely find in a traditional book form, but some ideas and thoughts may 

make impressions within the medium of the human minds of the audience. 

I based this audio device, which with the viewer could interact, around an old 

phonograph horn. I designed a removable attachment to serve as a handle (when hand-

held like a megaphone) and to attach to microphone stand when used with a chair as 

intended for the show. First I made a paper model and cut the pieces out of steel. I sanded 

the pieces both by hand and with a belt sander. I MIG-welded the pieces together, and 

sprayed the structure with spray paint before antiquing it with a mixture of cobalt drier 

and black oil paint. Multiple layers were wiped on with a rag and allowed to dry partially 

before buffing off. Once the handle was made, I aligned it to the desired portion of the 

phonograph horn (which was a found object) and drilled matching holes through the 

handle and horn. They were permanently affixed together with handmade copper rivets. 

The microphone stand was also a found object. I stripped off all the nickel coating 

in order apply a matte silver paint, and I antiqued it to match the phonograph horn handle. 

I found that I needed to add weight and sturdiness in order to compensate for the weight 

of the phonograph horn, so I designed scalloped feet from steel. I heated them until red 

hot and forged the scalloped strips into a rounded shape by hammering them over a metal 

pipe with the desired arc. I welded the three legs together and welded the finished piece 

to the bottom of the stand.  
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Après Moi, Le Déluge 

Repurposed intaglio plates, silver 

2009 

 

The title of this piece translates from French as “After me, the flood.” The title is 

my admission one can only have control for so long. It was made at a time when I was 

feeling particularly overwhelmed and found myself sketching lots of sky, cloud and water 

imagery to feel calmer. Labeling this work as a book in a gallery setting draws attention 

to the form itself, and particularly to expanding the limitations of the form. The 

relinquishing of control in the words of the title is mirrored in the nature of the piece, as 

its flexible sequence and materials challenge rigid, controlled definitions of “bookness.”  

The plates were made of copper and were etched with acid using PNP as a resist. I 

used them to print a book by the same title. After the book had been editioned, I decided 

to use the copper plates themselves as the focal points in a series of rings.  To make the 

rings, I fashioned the band out of half round and soldered it together. I hammered it with 

a rawhide mallet around a ring mandrel until the desired rounded shape was achieved. 

Using a jeweler’s saw I cut round segments out of the plates with the desired texture at 
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the center of the circle. I dapped the flat plates into hemispheres using a series of dapping 

dies. I sanded the edges of the hemispheres so that they would lie flat inside the bezel. I 

measured and cut strips from silver bezel wire and soldered the bezels together and the 

bezel wires were soldered to the bezel plate. I sanded a portion of the half round so that it 

would lay flat against the bezel plate and soldered the two together. I laid the copper 

hemisphere inside the bezel setting and used a rocker to put the bezel wire in place 

around the copper hemispheres. I used a burnishing tool to smooth and even out the wire 

around the copper hemisphere. I sanded and polished the piece before dipping it into liver 

of sulfur to antique it. The excess oxidation was removed with steel wool. I repeated the 

process for each of the rings. The rings were displayed in a small, found wooded box. I 

cut a piece of foam to fit inside the box and sawed a groove into the center of the foam. I 

covered the foam with green velvet and laid the rings inside the groove in the same order 

that the plates were printed in the book.  

There are many similarities between the book and the rings. For example they 

both open and close. The box in which the rings are nestled functions like a cover, and 

the book covers function like a box to contain and protect the pages inside. They are also 

alike in that there is an order to the viewing, left to right, and each contains the same 

image or information. Yet there are also important differences between the original book 

and the ring version of the book. Obviously the materials used to create each are different 

as are the basic forms of each book (jewelry and display case vs. pages and cover). The 

“pages” of the ring book are portable. One can remove them, wear them, and even 

rearrange them from the original sequence.  
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Illuminated Manuscripts (Self Portrait) 

Found objects, original prints, steel, copper 

2010 

 

 

The title of the piece, and the use of both words and images in the piece, is meant 

to bring to mind illuminated manuscript traditions such as those created by Celtic monks. 

I also intended the structure of the piece, the chandelier, to emphasize (or, metaphorically 

speaking, to cast light upon) the otherwise unknown subjects that make it a self-portrait. 

In constructing the piece I first cut steel bands to the proper lengths and worked 

them into a circular shape. I welded the ends together and drilled holes though the bands 
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in order to provide a place to attach the clips. I welded steel rods to the inside of each 

circle to form an X, and welded a rod up through the center of each X.  I heated the top of 

the rod and hammered it into a loop from which to attach the chain. I made copper rivets 

from thick wire to attach the clips to the bands. I covered the rivet heads with rubber 

cement to protect their color before spraying the chandelier with bronze spray paint. After 

it had dried I rubbed away the rubber cement and antiqued the entire piece with a mixture 

of cobalt drier and black oil paint. Multiple layers were wiped on with a rag and allowed 

to dry partially before buffing off the excess. Finally I attached a variety of papers, prints 

and other ephemera to the clips.  

The first way in which this piece challenges “bookness” is in regard to sequence. 

It is broken up into bookish parts; it has tiers that are organized thematically much like 

chapters. The top tier divulges images and phrases that relate to my present self. The 

middle tier relates to my relationship with my family and my history, and the bottom tier 

elucidates personal questions I have about the future. Within each tier items are further 

grouped by clips. Each clip groups things together in more specific relationships much 

like a paragraph groups sentences. Even though the placement of each item within the 

chandelier is intentional, there is no specific order in which the piece must be viewed. Its 

circular nature, unlike a traditional book’s linear nature, gives the viewer the opportunity 

to begin anywhere to investigate. There is no defined beginning or ending. Ultimately the 

viewer organizes the material and becomes a vessel for transferring the information 

(much like oral tradition mentioned above). They can jump around, move tier by tier or 

take in one whole side at a time. The materials like paper, prints, etc. may hint at a 

standard way of approaching the pieces, but the collection creates a gestalt in lieu of 
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logical, sequential order.  

 

At Our Core 

Found object, silver, copper, Rives lightweight paper 

2009 

 

There is much history regarding the poison ring as an incognito vessel used for 

assassinations. I wanted to build upon that tradition of an atypical use of a common item 

by having the ring I made contain information. My hope was to use both the form and 

content to aid in a social commentary about human tendencies to poison the environment.  

To make the rings I fashioned the band out of half round and soldered it together. 

I hammered it with a rawhide mallet around a ring mandrel until the desired rounded 

shape was achieved. The globe was made of copper plates that were etched with acid, 

using PNP as resist. Using a jeweler’s saw I cut round segments out of the plates with the 

desired texture at the center of the circle. I dapped the flat plates into hemispheres using a 
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series of dapping dies. I sanded the edges of the hemispheres so that they would lie flat. I 

cut out two pieces of copper decking and soldered them to the lips of the hemispheres to 

provide a place for the antique vial to rest inside the globe. I used a small piece of copper 

tubing to create a hinge and hammered a pin into the tube to set the hinge. I made a ball 

and clasp out of wire and tubing to attach the two pieces of the globe. Following the 

design of a globe I fashioned an axis and attached it with balled wire to the underside of 

the bottom hemisphere to allow movement. The axis was soldered to the half round to 

affix the globe to the ring. The piece was treated with liver of sulfur and given a Swedish 

polish. I printed statistics regarding deforestation, the paper industry and what we can do 

to make a difference on a scroll (a precursor to modern book forms) and placed it inside 

the old medicine vial.  

 

Remembrance of Things Past (Proustian Memory Book) 

Found objects, Rives lightweight paper 

2010 
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Marcel Proust, a French author, wrote the novel À la recherche du temps perdu 

(literally In Search of Lost Time, but commonly referred to as Remembrance of Things 

Past). This novel provided a seminal identification of the notion of involuntary memory 

(or Proustian memory), in which some sensory perception causes us to remember a 

moment in our past (like a certain smell making us think of a childhood experience).  

Each of the jars to the left at each level contains a certain fragrance. I used old 

apothecary jars to house various scents, and reused the containers by having the viewers 

write down memories that are triggered by those scents. My instructions next to the piece 

asked the viewer to smell the contents of the jar on the left and write the first word or 

phrase that pops into their head on a piece of paper that would be placed into the jar to 

the right. The end result of the written collection of their various reactions would be a 

communal/collective book of experiences and thoughts. Much like how the contents of a 

medicine bottle enters the body and becomes a part of us with healing (or in some cases, 

harmful) effects, so experiences, memories and words that we experience in books can 

enter our minds and change our consciousness. 

I used an old cabinet, removing every other shelf in order to make room for the 

large apothecary jars which were also found objects, and I repainted it. I filled half of the 

jars with shavings from candles that had desired fragrances (grass, cinnamon & spice, 

and vanilla). I tore pieces of Rives lightweight paper into 2 inch squares and placed them 

in a box on the shelf near the instruction sheet for the viewers to use as they helped create 

this communal compilation. 

The piece as a whole mirrors the construction of a book. The cabinet functions as 

the cover. Each shelf is like a separate chapter. The smells stored in jars jog information 
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stored in the human mind much like reading familiar books triggers thoughts and 

memories. The resulting collection of ideas becomes a recorded discourse of experiences. 

 

As Yet Unwritten 

Found objects, Italian book cloth, cotton rag paper, PVA glue, wax-coated linen book 

thread 

2010 

 

I wanted a range of pieces for my exhibition, from the conceptually complex to 

simple challenges of “bookness.” I wanted to remind the viewer how a blank form itself 

holds potential for content and how it is a book waiting to be written. To a certain extent 

this is already an accepted concept. Many people participate in the age-old practice of 

journaling, but I wanted to go further by asking the audience to reevaluate the simplicity 
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of the traditional book form in relationship to other works in show. These various 

challenges to the book form itself are embodied in the pieces in my show, and serve as 

my attempt to allow non-traditional forms to cause us to conceptually reevaluate 

preconceived notions. To make the book I first removed the pages from an existing book 

that was falling apart. I reinforced the spine with Italian book cloth and folded crème 

cotton rag papers into signatures and sewed them together using the Western Multiple 

Signature stitch. Finally, I attached the pages to the cover and spine using PVA glue.  

 

Impractical Application 

Found object, Rives lightweight paper, Italian book cloth, PVA glue, book-board 

2010 

 

In this piece I wanted to point out how crucial it is for information to be conveyed 

as thoroughly as possible by displaying what it would look like to do the opposite. 

Specifically, I made the information difficult to obtain by requiring the audience to use a 
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magnifying glass to read the text. This would prompt the audience to ask, is a book still a 

book if something about its form hinders it from communicating its information? By 

doing this I wanted to stress what is commonly accepted as the purpose for many books – 

communicating effectively to someone in need of information. This is particularly 

essential with this genre of information where the content of such a book can literally 

have life and death consequences.  

The process of making this book began with sketching images of performing 

CPR. I scanned them into the computer and added the text in Photoshop. I printed it out 

onto Rives lightweight paper and made accordion folds. I wrapped book cloth around two 

pieces of thin book-board and glued the pages to the inside covers. The miniature book 

was affixed to the pedestal portion of the magnifying lens.  

 

Prometheus Unbound 

Rives lightweight paper, ink 

2010 

 

Prometheus Unbound began with 100 full size sheets of Rives lightweight paper 
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which I tore down to the desired size. The result was a stack of 200 pages. Using 

letterpress furniture and keys I secured the word “Prometheus” in woodblock letters into 

the bed of a letterpress. Using a brayer I applied the red ink to the letters, making sure to 

roll the brayer from a variety of directions. I laid the Rives lightweight paper over the 

letters and added miscellaneous filler pages to make the pressure right. Finally I moved 

the roller back and forth over the bed of the press to create the print.  

On the surface, this is one of my conceptually simpler pieces, but I feel it is 

nonetheless important. Most of the key qualities of the traditional book are there (printed 

words relaying information on paper), but they are not housed within the traditional 

binding. Binding gives unity and structure to the text. However, the title refers to the 

Greek myth of Prometheus, who was bound by Zeus in perpetual torture for bringing the 

knowledge of fire to humans (the title of this piece is also a play on the title of the drama 

written by Aeschylus, Prometheus Bound, as well as Prometheus Unbound by Percy 

Bysshe Shelley). I wanted to suggest that transgressing norms (whether social or formal) 

can be beneficial for humanity, even if dangerous for the individual.  

 

Momento Mori 

Found objects, personal family objects, archival inkjet printed on Rives lightweight paper 

2010 
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“Domestic” has, at times, been a controversial word, particularly when it relates 

to patriarchal subjugation and strict gender roles. Yet as a female artist, I do not see the 

home as a setting for the mundane or the exclusively “feminine”, but rather a gender 

inclusive site where family stories are told, information is exchanged and family lore is 

passed down. These sorts of items are examples of personal family history. They have the 

potential to makes us aware that domestic objects (not just the art objects that reference 

domesticity, such as Selvin’s) are more than just objects because they play a role in 

human narratives. Things have stories to tell. 

I collected a number of objects from various members of my family and arranged 

them inside the spaces of an old trunk. Many of the objects were family heirlooms that 

have been passed down for generations. I photographed each section of the trunk as I 

slowly opened or removed pieces one by one to reveal what lay inside or beneath. The 

photos were printed on a life size scale and placed into the same spaces within the trunk. 

The goal was to simulate in photographs the process that one might go through while 

perusing a trunk of treasures found in an old attic by letting the viewer explore this 

collection of objects that represent my family history. The trunk itself acts as the cover or 

binding. You can think of each section of the trunk as a chapter, and each page within 

contributes to the overall narrative of my family. There is no right or wrong chapter to 

start with, but there is an order within each section.  

 

V. Conclusion and Exhibition Statement 

Throughout the time spent on my thesis exhibition, I learned much about myself 

in relation to the creative process. I learned that having several projects in progress at 
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once allowed me to be more efficient because there was always something else to work 

on whilst things cooled and dried. It also allowed for greater insight as I could walk away 

from one project and let my subconscious work on solutions while I attended to another 

piece.  

It was thrilling to try my hand at new techniques and develop new skills. I would 

never have guessed at the start of my program that I would leave having learned how to 

weld, forge or solder metals. Such things have certainly changed the way I approach each 

of the media that I use and will broaden my ideas of what is possible in the future. I also 

learned that I am only beginning to delve into the complex field of book arts. There are so 

many areas still to explore. The research for these pieces has sparked all sorts of new 

ideas for where I might take the question of “bookness” later in my career. There was an 

eager response from the viewers of my exhibition to the pieces that were more 

interactive, and I intend to take this into account as I continue to explore atypical methods 

of building communal narratives.  

 

Exhibition Statement 

The title for this collection comes from the Latin liber, which means “book” (it is 

also the root of our word “library”). Liber also means “free” in Latin, as in “liberating.” 

With this show I explore how the questioning of the traditional boundaries for the 

definition of book can be creatively liberating. 

I want to challenge the notion of what constitutes a book and to ask the viewer to 

engage with my work through lenses familiar and unfamiliar. What is a book really? 

Must it have a cover or pages? Does there have to be an order to the information or can 
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you begin anywhere within with the text and still retrieve meaning? Does the information 

need to be presented from left to right or does it even require text? Books tend to be 

defined as something along the lines of a bound collection of pages, often with a literary 

or informative purpose; yet some of Webster’s definitions encourage interpretations that 

are as broad as “something that yields knowledge or understanding” and “a packet of 

items bound together.”  

Through each of the works in this show I attempt to challenge or expand upon 

notions of what constitutes a book; each piece contributes something to that expansion, 

whether formally or theoretically. I invite the viewers of this show to be very intimate 

with my work – to touch, to smell, to weave through and to experience it on many levels 

with a variety of senses. As you do, I would ask that you consider the relationship 

between the works and your own notions of “bookness.” Do they challenge traditional 

definitions? Are they even books anymore? 
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