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“IMAGES DO NOT MAKE UP A LIFE STORY; NOR DO EVENTS. IT IS THE NARRATIVE ILLUSION, 
THE BIOGRAPHICAL WORK, THAT CREATES THE LIFE STORY.”

--ANDRÉ MALRAUX, LAZARUS
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POST/MEMORY

I. PROPOSAL:

	 The scaffolding of history and imagination cultures are built upon is central 

to my project.  The temporal nature of geography, the collective memory as 

construct,  fragmented narratives of our past, the state of Post/Memory. My 

proposal is rooted in how the past and future is present in different localities, 

namely: Cuba and Tokyo.  My intentions are to spend a few months of time in artist 

residencies in each place, LASA north of Havana and Wonderland in Tokyo.  The 

focus lies in visually articulating the aforementioned within the conceptual 

framework I lay forth in the pages to follow. 
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II. CONCEPT

  	 Subjectivity is shaped by memory and how the act of remembering is 

manipulated by the mnemonic medium of photography. Identity formation is 

hinged on one’s narrative of the past just as memory is inseparable from our 

perception of the present. A fugitive testimony to a moment lost, a photograph 

has the visceral and haunting ability to resurrect the past into the present.  

Although no object is counted on more for it mnemonic technology, a photograph 

is not inhabited by memory, but rather produces it.  The image painted by light 

counterfeits an instance, it constructs a narrative of the past. The mutability of 

memories unveil the role the imagination plays in remembering. Thus, the 

capacity to reframe the past is precarious insofar as one’s identities becomes a 

construct of the memories you’ve chose to keep and those you’ve chosen to 

forget. Enveloped with nostalgia, this imagery is done in mimesis of memories, 

deteriorating the positivist discourse of photography’s relationship with truth.  

Captivated by the rituals of remembrance, these (post)memories  aim to 

undermine and visually articulate the mnemonic mechanism of the mind and 

medium.
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III. CONTEXT

 The emotive technology of photography is triggered by the realization: 

“that-has been”, even when one’s recollection reconstructs the experience. 

Resurrecting the forgotten from temporal decay,  photographs are  “modern relics 

of nostalgia” 1.   Memories of the past are dictated by the present.  Understanding 

art as  an expression of  lived experiences, the subjective gaze renders this 

imagery a self portrait.  Yet, the self I am portraying is a constructed one-  each 

manufactured image serves as a piece of a fictive narrative.  The success of the 

project is hinged on its conceptual communicability. The photographs in the first 

body of work has an aesthetic suggestive of faded memories, the subject matter is 

relatively mundane  and focuses in on the pathology of everyday.  My aspiration 

was to lend a degree of ambiguity to the imagery, so it becomes  accessible to the 

collective conscience and vast spectrum of semiotic interpretations . In this series, 

I explore how photographs produce a mythology of a fictional past, generating 
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(London: Verso, 1979). On Benjamin’s writings on memory objects, see Esther Leslie, “Souvenirs 
and Forgetting: Walter Benjamin’s Memory-work,” in Material Memories, ed. Marius Kwint, 
Christopher Breward, and Jeremy Aynsley (Oxford: Berg, 1999), pp. 107–123.



images that resemble memories I’ve recreated.   In tandem to this body of work is 

another which speaks to the same discourse, yet with great disparity in 

approach.  The concept is to capture remnants of a moment in a lightless box- 

paralleling the soft imprint on the emulsion with the impression an experience 

leaves in the folds of one’s memory.  The vague trace of light cast onto the 

interior gives an abstract sense of an instance, it’s multiplicity of semiotic 

meaning can be read as if a Rorschach test.  
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IV. RESEARCH & HISTORICAL REFERENCE

	 The conceptual framework of my project is influenced namely by the 

postmodern theorist Bifo.  His discursive interjection surveys the  memory when 

the “mass of present information” occupies “the whole space of attention”2. He 

argues that the omnipresent surge of technological innovation and onslaught of 

information has hijacked our minds from the ability to process anything outside of 

the present, thus changing the dynamics of communicability and time.  In other 

words, “the rhythms of the technological mutation are a lot faster than those of the 

mental mutation”3. The poverty of experience at the hands of hyper-accelerated 

interface brings into question the politics of memory.   Does an identity built on 

recollections of the past thin out as our memories fade?   Does the self becomes a 

flickering image rooted in the complicity of countless narratives?   The arbitrary 

nature of identity is an affect of the spectacle.  With that said, how can the notion of 

12

2 Berardi, Franco (aka Bifo). “Biopolitics and Connective Mutation”. Trans. Tiziana Terranova. 
Culture Machine, Vol 7. Open Humanities Press, 2005.

3 Berardi, Franco (aka Bifo). “Biopolitics and Connective Mutation”. Trans. Tiziana Terranova. 
Culture Machine, Vol 7. Open Humanities Press, 2005. 



identity be contextualize within the discursive mnemonic technology of 

photography?

	 Although the conceptual framework of my project is largely abstract, the 

content is tied close to home insofar as it speaks of the hyper mediated experience 

to those of and to follow my  generation.  In the postmodern age, the 

characteristics of ‘I’ has fragmented and reorganized the notion of the self---one 

must read others in order to legibly produce oneself.    My imagery offers a 

nostalgic narrative laced with an ambiguity that renders it accessible to the 

masses.  I believe that the onslaught of media images generate a proliferation of 

narratives that facilitate a spectrum of normative paradigms.  In many ways, my 

theory fails to align with Bifo’s discourse.  I would argue that the populace is not 

witnessing a dis-indentification, but rather a  state of schizophrenia. Given that 

our memories and imagination determine our identities, the imagery I’ve 

produced employing pin hole cameras mirrors the mechanisms of the mind to 

forget.  As in the case of the Rorschach cards, each photograph provides the room 

for interpretation, offering contradictory and complicit narratives stemming from 

the same image.  
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V. PROCESS

	 I’ve chosen to abandon the digital format for this project, as utilizing such 

would be conceptually hypocritical. By this I mean, the digital medium facilitates 

the accelerated production/consumption of images that ultimately render the 

poverty of experience. The mass schizophrenia of our individual perception is 

incessantly being subverted by the onslaught of media images that keep us idly 

distracted. In the first body of work, the imagery aspires to transcribe the texture 

of memory. In so few words, my ambition was to capture the melancholic angst of 

nostalgia.  After experimenting with a number of cameras,  I decided to shoot with 

Kodachrome film on a 35mm, as well as on a Hasselblad that my father recently 

handed down to me.  With the medium format, I used Fugi 120 b&w film and 220 

color film, which I scanned in without color correction in order to create 

distortion. 

	 As I may have mentioned before,  the other process I employed for the 

second body of work was done with a pin hole camera.  Constructed with 

household paraphernalia, the pin hole camera’s nothing more  than a mere light-
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proof can pierced with a pin prick in lieu of a lens.The technology is simplistic 

insofar as the shutter is manual, the exposure is lengthy and the size of the 

aperture determines the image’s sharpness. Given that it was my first time  I 

experimented with exposures on color as well as black & white photographic 

paper.  Furthermore, I built the pin hole with a coffee tin so  the images I captured 

would have a cylindrical perspective.  Despite its technological simplicity, (the pin 

hole has been around since the tenth century), i encountered great difficultly and 

many weeks of trial and error before finally perfecting the process.  My greatest 

challenge was determining the f-stop ratio in relation to the exposure time  to 

avoid reciprocity failure.  The concept underpinning my decision to work with this 

practically obsolete technique is rooted in the how the process emerges as a praxis 

of memory function.  When light flows through the tiny hole and falls onto the 

paper within a vague impression of the moment is left.  The images that emerge 

are remnants of an instance lost.  The complete story of the moment is absent, so 

one must build a narrative around it. 
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VI. CONCLUSION

	 One’s subjectivity is a product of memory. Memories transcends the 

skeleton of the past like ghost. Our view of the world is unique and cannot be 

shared.  A photograph simulates the act of seeing, it is physical product of 

perception. The conflicting accounts of a pathological moment unveils the 

spectrum of points of view. We live in a time that is best described as a limbo of 

continually deferred expectations and anxieties. Everything is about to happen, or 

perhaps have already happened without our noticing it. “What happens to 

memory when the flow of information explodes, expands enormously, besieges 

perception, occupies the whole of available mental time, accelerates and reduces 

the mind's time of exposure to the single informational impression?” (Bifo 5).  In 

the age of post-modernity a “Cartesian gap” marks the disparity between desire,

memory, the “locus of memory and its social location”. The act of archiving is a

result of the societal impulse to preserve the residue of the past left inadvertently

behind by those lacing mankind’s history. Furthermore, there seems to be a 

desire to cement a coherent collective memory amongst the masses that fuels 

the tradition of archiving and reinforces an overarching sense of identity. 
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UNESCO’s incessant attempt to preserve historical monuments testifies to 

mankind’s need to remember and desire to recognize the roots from which a 

civilization grew. Memories and archives that have overcome the test of time 

survived not by chance but rather as a result of the power structure. This shift 

suggests that archives emerge from a collective “aspiration rather than memory”.
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