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Abstract

A few years ago when my great grandmother on my father’s side, Marylou

Morse, passed away, I inherited a photographic archive-- including cameras, polaroids,

but mostly negatives. With the inheritance and the loss of a few people close to me, I

realized the archive made me feel more disconnected from my family than ever. I did

what I know best and I started making art and appropriating some of the images for

my own use. My thesis is titled Fragments of Me and developed out of the concern to

organize personal artifacts. My inquiry is in how to invest in my memory, moreover,

how does memory play a role in my present sense of self? Through a practice of

alternative process photography and archival reconfiguration, I expand upon the

gesture of the family photograph and how an archive can provide a space to grapple

with the nature of identity. Fragments of Me is an installation of 19 cyanotypes

sourced from my family archive. The prints are on 4X5” plexi-glass plates-- 8 mirrored

and 11 translucent.

3



Vincent Morse

B.F.A Thesis Portfolio

Spring, 2021 - Fall, 2021

Fragments of Me:
A Guide to the Small Memories

Research & Writing Advisor: Sarah Meadows

Mentor: Rachel Wolf

4



Portland, Oregon lies within the traditional homelands of the Multnomah,

Oregon City Tumwater, Watlala, and Clackamas Chinooks and the Tualatin Peoples

who were relocated to the Grand Ronde Reservation under the Kalapuya etc., 1855,

ratified treaty (also known as the Willamette Valley Treaty). Today, these tribes are a

part of the Confederate Tribes of the Grand Ronde. The Grand Ronde people

continue to maintain a connection to their ancestral homelands and maintain their

traditional cultural practices.
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A few years ago, when my great grandmother, MaryLou Morse, passed away, I

inherited a photographic archive-- including cameras, polaroids, and most negatives.

With the inheritance and the loss of a few people close to me, I realized the archive

made me feel more disconnected from my family than ever. So I did what I knew best,

and I started making art and appropriating some of the images for my own use. It was

confusing at first but has matured into a whole body of work years in the making. My

thesis is titled Fragments of Me and was developed out of the concern to organize

personal artifacts. My inquiry is on how to invest in my own memory; moreover, how

does memory play a role in my present sense of self? While it is typical to think of

memory as past-tense, it is a present action in which we meld the fragments of what

has happened with fragments of ourselves. My thesis work focuses on the recovery

and reflection of memory. Through a practice of alternative process photography and

archival reconfiguration, I expand upon the gesture of the family photograph and how

an archive can provide a space to “grapple with the nature of identity.”
1

As the given author, in that I have the authority to decide what is shared, I felt

a responsibility to provide the archive with a sense of continuity. I wanted to honor

my family’s ancestry without directly pointing to the lives lost. In taking on this

commitment and reconfiguring my archive, I elevate the family photograph into fine

art and critique.

1 Art South Africa, “Fantasy and Memory: Reimagining the Family Archive / Lebohang

Kganye / Bright Young Thing - Art Africa,” Art Africa Magazine (Art South Africa

https://artafricamagazine.org/wp-content/uploads/2018/02/ART-AFRICA-LOGO-300x6

2.png, April 5, 2018), https://artafricamagazine.org/march-2016-lebohang-kganye/.
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What I see in these images is a partial ‘sense of knowing’ of my family that

contributes to the narrative of our core family history. Family identity has a particular

relationship with memory because one can observe it as macro: the network of

memories regarded as the whole, or the micro: the intense individualistic experience.

For example, the Morse side of my family would spend every Christmas at Great

Grandma MaryLou’s house in Birch Run, MI-- my parents’ hometown. Anyone in my

family can recall the Christmas tree, the smell of cookies baking, and the absurd

amount of decorated plates and miniatures that lined the walls. However, the bean

bag I sat in every year, my joy to explore the attic, and the fragile yet surprisingly

forceful way grandma pinched my cheek are all my memories. These small, intimate

details are the ones I find so precious. The personal tidbits of memory that I attach to

images in the archive are a reflection of the people in them and an impression of the

qualities they left behind in me; it is a way to celebrate life-had and the life to come

through storytelling and fantasy.

My work leans into the subjective fragments of memory, such as sensation or

emotional state, and embraces the happenings of the present through tactile,

alternative process photography. I took up cyanotype in the pandemic since it was so

accessible to do at home. As I consider what it means to share blood, I draw a

connection between oxidation and coloring that occurs with both blood and

cyanotype. Blue is also a color that doesn’t seem bodily.
2

It is poetic in that it can be

associated with a spectrum of emotions. The poetic rationale for blue is supported by

2 Brinda Kumar, “Like Life: Sculpture, Color, and the Body; and like Life: Sculpture,

Color, and the Body, by Luke Syson, Sheena Wagstaff, Emerson Bowyer, and Brinda

Kumar,” The Art Bulletin 101, no. 3 (March 2019): pp. 173-176,

https://doi.org/10.1080/00043079.2019.1607669.

7



the Harlem Renaissance Blues and the poetic nature of jazz. Whereas red, for

example, is directly associated with anger or passion, blue is much harder to

compartmentalize and therefore is a more subjective color and a bundle of qualities.

You pick out the quality which relates to your emotions.

Fragments of Me is an installation of 19 cyanotypes sourced from my family

archive. After many grueling attempts, I designed a solution to allow cyanotype to

adhere to smooth surfaces rather than absorbent material. The prints are on 4X5”

plexiglass plates-- 8 mirrored and 11 translucent. The 4X5 aspect ratio has a

sentimental place in family photo albums. Small objects are especially effective at

containing preciousness because we read them with fragility. The installation’s formal

layout was determined by personal elements meeting the white cube [Figure 3]. Some

of the plates are displayed individually on podiums; others are collaged on the wall in

a similar fashion one would find pictures hanging on the wall at home [Figure 4].

There was a personal motive to keep certain images together, like my grandmother

and the flowers she received when my father was born-- or facing the picture of my

Aunt Donna at a picture of the Lake because I know it was her favorite place. Four

plates are displayed on large, clear archive cubes that refract light to the adjacent

walls. In general, my approach was to keep reconfiguring the photographs and force

spectators to ‘search for the light,’ now that they were in a three-dimensional space.

I wanted to consider the elements of presence and absence, so it was

important to know what is missing from the archive and question how I relate to it.
3

This inquiry led me to understand the images not as documents but as an act in which

3 Ines Schaber, Ines Schaber: Obtuse, Flitting by, and in Spite of All - Image Archives

in Practice (Berlin: Archive Books, 2018), 150.

8



the researcher enters into a relation.
4

If we understand photography as a medium, we

can see that the archive has a different role and function. No longer is the archive

merely a collection of images; instead, it is an in-between space and a process in

which single mediators (or images) intermediate between individuals and institutions,

social structures and subjects, and between history and biography.
5

Moreover, the

relationship I developed with the archive is perhaps its most informative element;

therefore, I choose to expand upon this.

I have invested a lot of time into crafting the right solution for the prints. I will

be sharing my recipe and process at the end of this text, but for the sake of context,

my coating solution was a standard cyanotype mix, gelatin, and a gelatin firmer called

glyoxal. It is primarily based on an essay in The Book of Alternative Process

Photography by Christopher James, but with a few extra tips for the workflow that I

applied to plexiglass. I went through three months of crafting and testing ways to

achieve my idea.

Troubleshooting took some time because it takes five days to see a print

through from start to finish. Between my two jobs: as a barista and the Photography

Technician here at PNCA, and the near-constant coating of gelatin plates, my life was

consumed with ratios and recipes. There were many things to consider: how many

coats to apply, the best way to spread the solution, the angle at which to dry the

plates, and the perfect timeline to seal the print before it cracked or bubbled.

5 Ines Schaber, Ines Schaber: Obtuse, Flitting by, and in Spite of All - Image Archives

in Practice (Berlin: Archive Books, 2018), 129-30.

4 Ines Schaber, Ines Schaber: Obtuse, Flitting by, and in Spite of All - Image Archives

in Practice (Berlin: Archive Books, 2018), 122.
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At one point, I pulled my prints out of the cabinet, and the light or oxygen

shocked the emulsion into peeling off of the plates. My mentor, Rachel Wolf, and I sat

there stunned and listened as my latest prints cracked apart. The puzzle pieces

eventually fell into place and landed on the exact results that I first imagined. The

photographic objects that made it into my thesis exhibition came from a labor of love

from the two weeks preceding its installation.

Going back even further, I initially proposed a hand-bound book of cyanotypes.

By the time I proposed it, I was already sick of it and brainstorming something new. I

had this vision of a collage of mirrors that offered fragmented views of oneself. At the

same time, my cyanotypes started to take a different style. I was considering ways

other artists use relief etching. The archive arrived in this great leather handbag. It

was black with a broken zipper and a long arching handle. I would lather it in

cyanotype solution and apply it like a stamp to water-color paper. The results left

behind were these partial imprints of the bag that seemed to provide a new form of

information-- one that investigated the ethos of the archive. Once my original

fascination with mirrors and fragmentation merged with my unique approach to

cyanotypes, I began to work toward the body of work, Fragments of Me.

Printing on reflective and translucent plexiglass gives more options to create an

immersive installation. The mirrored plates allow the spectator to exist in the archive

alongside its many characters. Translucent plates allow for cast shadows that can take

on a new form of reconfiguration in their enlargement. Projection of the prints offers

a juxtaposition of sorts; the viewer can see the mood shift between plates and
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projection. That shift takes us further from the original and points more toward my

role as the narrator-- foreshadowing my projected feelings.

To narrow down my images, I decided to listen to the archive. The selection

had to be personal and contain punctum. “The punctum has, ‘more or less potentially,

a power of expansion. It is denseness-- time: an experience of the it-was-once-so

which can overtake one while watching any photography.”
6

Images with punctum, for

me, are those with a point of entry for my memory or selfhood. If we consider the

potential for a space of contemplation, these images contain the most space. Many

images in the archive give me a sense of familiarity. At one point, I had my selection

reduced to about 100 photographs. I printed these off and mapped them into ten

categorical punctums on a corkboard. The key word associations were loosely defined

as (1) The Michigan Quality, that felt like home, (2) Birch Run Origins, pictures from

my grandfather’s childhood, (3) Main St. mise-en-scene, which were details of Mary

Lou’s home, (4) Mary Lou, my great grandmother, (5) Grandpa Dorn, my father’s

father, (6) Grandma Nancy, my father’s mother, (7) Donna, a single photo of my

mother’s sister, (8) Masculine Models, the men I learned from, (9) Odd or awkward

poses, and (10) Characters, the people I did not recognize. Once all the images were

out in front of me and relatively organized, I still resisted the need to withhold any.

At that stage, I decided to lean into my resistance and start by choosing the images I

could not lose-- the ones I was tethered to the most. Some pictures remind me of

aspects of my childhood, like growing up around lakes, farms, or houses with

excessive wood paneling [Figure 1]. Others are photos that I have developed a

6 Ines Schaber, Ines Schaber: Obtuse, Flitting by, and in Spite of All - Image Archives

in Practice (Berlin: Archive Books, 2018), 125.
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relationship with through multiple reconfigurations of the archive. In Figure 2, family

members sit in the front yard of Mary Lou’s home on Main St. and watch a parade. The

more time I have spent with this photograph, the more I respond to the

confrontational nature of the eye contact and warm invitation you receive as the

viewer. My interests in this tension are difficult to elaborate on, but I still sense their

importance and gravitate to their charm.

My desire to continue the life of the archive has been shared by many artists

before who refer to their work as ‘active archives.’ Joachim Schmid collects found

photographs and curates them. He’s interested in the images people don’t care to

preserve. Ryan Patrick Krueger’s work emphasizes the ‘present-tense gaze’ and how

archives’ meanings can change over time or with context. He searches for ‘documents

from the closet’ in which he finds moments of queer kinship in images pre-dating

Stonewall. Lebohang Kganye will dress as her lost family members and create a

double exposure in which she is in the image herself. In this manner, Kganye expands

on the fantasy of memory and investigates ‘false’ truths in photography. For example,

her mother was always photographed in fashionable clothing, but worked in a factory.

So if someone were to look through her family album, her mother would present much

differently than Kganye’s experience with her. There’s an element of getting to know

someone and imagining a fantasy in place of the details she may not know about the

person pictured. I have adopted a similar approach to my archive, where the life I

imagine happened is rich with creativity.

Christian Boltanski’s work references the holocaust and makes ‘small memory’

archives based on emotion. He uses images as relics and light to indicate life in his
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installations. He alludes to the poignant memory of the holocaust and critiques how

museums’ generalized, objective approach to archiving can be limited. Names, dates,

and facts are parts of archives but do not account for the individual experience or the

generational trauma that followed.

In addition to observing these artists, I turned to a few books to expand on my

knowledge of archives. “The Civil Contract of Photography” by Arielle Azoulay is a

critical analysis of archives and spectatorship. Her thoughts surrounding photography

widened the medium by considering it a civil contract. Azoulay proposes replacing the

terms contemplating, observing, seeing, or looking at photographs with the term

“watching them.” For her, watching photographs proposes continuity rather than

instantaneity.
7

She is quoted saying that “the invention of photography added a new

way of regarding the visible, one that previously did not exist or that, at least,

existed in a different manner. The gaze is based on a new attitude toward the visual.

It constitutes an approach toward items, situations, customs, images, or places that,

before photography came into existence, were not held worthy of contemplation in

and of themselves.”
8

“Notes on Archives” by Ines Schaber compares and contrasts the

ways artists use archives—both contemporarily and historically. Schaber examines the

“dialectical image: otherwise concealed or forgotten, connections with the past are

revealed by the juxtaposition of images.”
9

She led me to an understanding of active

archives. She, too, believes that the researcher of an archive must position

9 Ines Schaber, Ines Schaber: Obtuse, Flitting by, and in Spite of All - Image Archives

in Practice (Berlin: Archive Books, 2018), 40.

8 Ariella Azoulay, The Civil Contract of Photography (Zone Books, 2014), 96.

7 Ines Schaber, Ines Schaber: Obtuse, Flitting by, and in Spite of All - Image Archives

in Practice (Berlin: Archive Books, 2018),92.

13



themselves in relation to that archive. My research and artists of interest have come

to emphasize three key concepts-- postmemory, vernacular photography, and the

museum’s duality with archives.

Postmemory is distinguished from memory by generational distance and history

by a deep personal connection. It is a powerful and very particular form of memory

precisely because its association to its object or source is mediated not through

recollection but an imaginative investment and creation. This is not to say that

memory itself is unmediated but that it is more directly connected to the past.

Postmemory characterizes the experience of those who grow up dominated by

narratives that preceded their birth.
10

This distinction is vital to acknowledging the

present effect that my archive has.

Active archives often seem to resist the idea of ‘pure’ storage, accumulation,

and objectivity and instead search for a mode of production emerging from or through

the archive itself;
11

this is where artists listen to an archive.. ‘Active’ archives find

themselves accused of being unscientific, tainted with both subjectivity in their

dealings with historical documents, and with particularism. They are often charged

with the reckless treatment of images or even the production of untruths.
12

I think

these feelings arise from a misunderstanding of the nature of photography. It is

precisely the indexical nature of the photo, its status as a relic or trace of ‘that

happened’ that we, as viewers, can connect with.

12 Ines Schaber, Ines Schaber: Obtuse, Flitting by, and in Spite of All - Image Archives

in Practice (Berlin: Archive Books, 2018), 181.

11 Ines Schaber, Ines Schaber: Obtuse, Flitting by, and in Spite of All - Image Archives

in Practice (Berlin: Archive Books, 2018),162-63.

10 Marianne Hirsch, Family Frames: Photography Narrative and Postmemory

(Cambridge, MA: Harvard University Press, 2016), 22.
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Family photography falls into the wheelhouse of vernacular images, which are

images of the ‘every day.’ Advertisements, family photographs, and Instagram selfies

are considered vernacular images. Another shared quality of these images is their

tendency not to be preserved. They rarely find themselves in museums or institutional

archives yet account for most images being produced. “The absence of outstanding

features... has proven disorienting for art history practices unaccustomed to dealing

with ordinary and unexceptional images, and has therefore been responsible for the

unexamined and invisible condition that such photographs have occupied in academic

art studies.
13

So, academia has vastly neglected the potential to learn from images

that were not meant for the museum. Fragments of Me critiques that negligence by:

1.) elevating family photographs into an academic conversation, and 2.)

deconstructing the institutional notion of what should be preserved and how it should

be remembered.

How archives are organized and what kind of knowledge they collect is then a

question that is deeply connected to power.
14

The museum’s contingent control of the

artwork it chooses to display or archive can be regarded as the ‘museum effect.’

Andre Malraux coined this effect to highlight how the mere placing of an object in a

museum gives it importance and value. In this context, ‘museum’ refers to any

establishment dedicated to collecting art-- museums, galleries, etc. The term was

later recovered by Svetlana Alpers. She emphasized how this ‘effect’ was mainly

14 Ines Schaber, Ines Schaber: Obtuse, Flitting by, and in Spite of All - Image Archives

in Practice (Berlin: Archive Books, 2018), 150.

13 Susana S. Martins, “Photography as Anti-Museum? Conflicting Museological Concepts

in the Work of Joachim Schmid,” Photographies 7, no. 2 (March 2014): pp. 131-148,

https://doi.org/10.1080/17540763.2014.930923, 141.
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related to a specific way of seeing, a particular kind of attentive observation that

objects in museums seem to claim for while being looked upon.
15

By embracing or

resisting exhibition rhetoric, the museum is destabilized, and the hand of the artist,

and their choices, become fundamental to the artwork. Joachim Schmid enjoys

putting their work in tension with the museum. As he deprived the museum of its

institutional authority, such authority was reallocated into the artistic gesture.
16

In

Schmid’s recent work, like Other People’s Photographs. He appropriates images into

new collections with new meanings and sells them and this shift is even more evident.

The museum’s role is absent, whereas Schmid’s artistic authority and organization of

images seem to be ever more present. I employ the heightened spectatorship of

museums to be more contemplative but subvert its authority by using my privilege as

a BFA student to bolster photographs that have historically been overlooked.

Photography has been a critical element in altering the interaction of artworks

and museums, especially because photography appears to have triggered many of the

most essential postmodern concerns, touching upon the notion of originality,

authenticity, and presence-- which have ultimately made the role of the museum less

stable.
17

Although I am not taking photographs in the traditional sense, I am a

photographer who works with archival reconfiguration because it is a particular mode

17 Susana S. Martins, “Photography as Anti-Museum? Conflicting Museological Concepts

in the Work of Joachim Schmid,” Photographies 7, no. 2 (March 2014): pp. 131-148,

https://doi.org/10.1080/17540763.2014.930923, 133.

16 Susana S. Martins, “Photography as Anti-Museum? Conflicting Museological Concepts

in the Work of Joachim Schmid,” Photographies 7, no. 2 (March 2014): pp. 131-148,

https://doi.org/10.1080/17540763.2014.930923, 146.

15 Susana S. Martins, “Photography as Anti-Museum? Conflicting Museological Concepts

in the Work of Joachim Schmid,” Photographies 7, no. 2 (March 2014): pp. 131-148,

https://doi.org/10.1080/17540763.2014.930923, 132.
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of connecting the discourse of the image with that of the archive. This project is

deeply photographic in terms to its language, research inquiry, and historical

cameraless process. Photography’s fluidity as an artistic medium aligns well with my

concepts. One can activate photographs through a series of intervening actions--

sorting, rephotographing, emphasizing detail, enlarging, etc. As a result, the pictures

invite reexamination.

This project was originally not about me. It was supposed to be about families

and archives from a very zoomed-out perspective. However, in wanting to create a

space for others to be self-reflective, I forgot how much unpacking I would have to do

myself. This project turned out to be much more for me than I anticipated. I was

investigating these heartstring concepts and relating them to myself; it was

emotionally exhausting.

My target audience is anyone with strong family ties or a relationship with

family photos-- particularly those in rural areas or the midwest. Ideally, Fragments of

Me can be understood by anyone, but an exclusive affinity or unique visual language

stands out to those from the midwest. Perhaps it is the familiar folk or quaintness,

but it feels like home. My audience should also be aware that we are the first

generation of artists tasked with this sort of archival duty. Our grandparent’s

generation democratized the camera, and we now see the effects as negatives make

their way out of the attics. The first thing I did with my archive was scan and digitize

it. It was nice to share the pictures with my relatives, but I knew there was a treasure

in the real, tangible objects-- an essence beyond their permanence.
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The hardest aspect of making this project was narrowing down my images.

Initially, I felt as though the archive, as a collective whole, was more important than

the images themselves. I pushed it back as long as I could, and the day I had to ‘let

images go’ was painful. I was left sad and shocked at the photographs that did not

make it. What changed was how I received the archive. It became less about family

and more about myself and the pictures I needed to see through to the end. As the

project grew, it became a greater reflection of my identity.

Although this project observes my father’s core family history, my mother has

greatly influenced its outcome. First of all, I accomplished a complex alternative

printing process not because I understand chemistry but because I know how to

re-work a recipe until it's perfect. For that, I have my mom to thank. My mother is

also the kind of person who will be there no matter what. She had lost both of her

parents by the time I was three and more recently lost her sister. Her tremendous

dedication to family and commitment to be there until the end has made her very

wise. The way I was raised contributed to my urge to care for our most precious

memories. Had I not been in the kitchen cooking alongside her and absorbing the

stories of my grandparents and imagining what they were like, I may not have the

capacity that I do now to celebrate memory; this is my most special skill as an artist.

My work with this archive has no end, and its magnetic condition has much

more to expand upon. Technically I would like to see how I can improve my

craftsmanship to make larger cyanotypes on glass or plexi; conceptually, I am

interested in expanding the role of family photographs in peoples’ lives or seeing how

images could become memorials. I could spend the rest of my life and artistic

18



practice trying to answer “How does memory play a role in my present sense of self?

However, I now know that my memories reconfigure as I do, and in the same spirit, so

does this archive. Despite their tendency to fade, memories-- and the images that

contain them-- can grow alongside an individual. The best way to activate my archive

is to carry on interpreting the impression left on me by my family. I trust that I can

offer this archive continuity and an enduring survival. After seeing this body of work, I

want people to leave with an urgency to preserve the small memories, go home, look

at their family albums, and tell stories. Will they see something new, as I did?

19



Cyanotype Recipe

Ingredients Equipment

Cyanotype Solutions A + B

Gelatin

40% Glyoxal

Oven

Scale

(x2) Beakers, one that fits within the

other

Darkroom tray

Kettle

Plexi or glass plate

Gloves

Mask

Goggles

Fan

Clear coat spray

PHASE 1

1. Pour 600g of water into the small beaker

2. Bloom 18g of gelatin into the water and let stand for 15 minutes.

3. Meanwhile, heat up water in the kettle.

4. Once bloomed, pour the hot water into the large beaker.

5. Submerge the small beaker of gelatin into the hot water.

6. Leave submerged for at least 3 minutes, occasionally stirring to dissolve the

gelatin.

7. Remove from heat and let stand for 10 minutes.

8. Meanwhile, measure 18g of glyoxal and preheat the oven to its warm setting.

9. Wash the printing plates

10. After 10 minutes, use a hairdryer to get rid of bubbles in the gelatin solution.

11. Add glyoxal, stir gently, and once again remove any bubbles with the

hairdryer.

12. Warm plates individually for 1 minute

13. Coat the plate and dry horizontally for 6-24 hours in a dust-free environment.

PHASE 2

1. Repeat steps from Phase 1, except do not wash or warm plates in the oven

this time.
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PHASE 3

1. Repeat steps 1 - 9 at half portions

1.1. 300g water

1.2. 9g gelatin

1.3. 9g 40% glyoxal

2. In a space free of light, combine equal parts cyanotype A : cyanotype b :

gelatin solution into a tray.

3. Dunk your prepared plates into the cyanotype mix, allow excess to run off,

and dry horizontally in a space free of light.

PHASE 4

1. Exposures vary from batch to light intensity, so a test print is wise.

2. Expose the rest of your prints

3. Wash in a tray of cool, flowing water for 5 minutes

4. Dry at an angle for 24 hours

PHASE 5

1. Clear coat the dried plates by following the instructions of your spray.

2. Double coat
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Figure 1 - Cyanotype on mirrored plexi, 4X5”

Figure 2 - Cyanotype on translucent plexi, 4X5
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Figure 3 - Fragments of Me, Pacific Northwest College of Art, 2021

Figure 4 - Fragments of Me, Pacific Northwest College of Art, 2021
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with history.

Kumar, Brinda. “Like Life: Sculpture, Color, and the Body; and like Life: Sculpture,

Color, and the Body, by Luke Syson, Sheena Wagstaff, Emerson Bowyer, and

Brinda Kumar.” The Art Bulletin 101, no. 3 (2019): 173–76.

https://doi.org/10.1080/00043079.2019.1607669.

I used a chapter from this book to elaborate more on color theory-- more specifically the poetic

nature of the color blue.

Martins, Susana S. “Photography as Anti-Museum? Conflicting Museological Concepts in

the Work of Joachim Schmid.” Photographies 7, no. 2 (July 2014): 131–48.

doi:10.1080/17540763.2014.930923.
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This article provided me with a critical analysis of the museum and the effect it has on the art

world. It used Joachim Schmid as a case study, who I relate to greatly.

Rose Jennings in Interviews | 01 MAY 90, R BY Rose Jennings in, R, R, Rose Jennings,

frieze | 07 DEC 21, Rebecca Rose Cuomo | 07 DEC 21, et al. “Christian

Boltanski.” Frieze. Accessed December 9, 2021.

https://www.frieze.com/article/christian-boltanski.

This interview gave me a better understanding of Christian Boltanski where he further

deconstructed the context of the holocaust in his work. He also spoke more on memory and

archives.

Schaber, Ines. Ines Schaber: Obtuse, Flitting by, and in Spite of All - Image Archives in

Practice. Berlin: Archive Books, 2018.

This book was my most valuable resource. It was a wide-scale analysis of the functional ways

archives have been used in history and the contemporary way they have been used in art.

Stewart, Susan. “On Longing.” Baltimore: John Hopkins University Press, 1984.

https://doi.org/10.1515/9780822378563.

This book was a part of my initial line of inquiry. I was connecting my desire to reconfigure the

archive with a sense of longing. This longing is analyzed in photographic terms.
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Artist Statement

My thesis is titled Fragments of Me and developed out of the concern to

organize personal artifacts. My inquiry is in how to invest in my memory,

moreover, how does memory play a role in my present sense of self? Through a

practice of alternative process photography and archival reconfiguration, I

expand upon the gesture of the family photograph and how an archive can

provide a space to grapple with the nature of identity.
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Our ability to remember is complex and heavily influenced by our relationship

to time; it is both problematic and magical. Like photography, it is not necessarily

always true, yet it remains tethered to reality. How we remember significantly affects

a given memory. Looking at an old photograph we have the opportunity to reframe

that time. This requires a critical analysis of self: what do we long for in photography?

Whereas nostalgia indicates a romantic idealism of the past, longing addresses an

unease. This unease, or tension, is a space to navigate selfhood and evaluate the

concept of time.

My case study is my own. Following my great-grandmother’s death, I inherited

an archive of family cameras, photographs, and negatives. Prior to that they were

catching dust in the attic—stored in a black, snakeskin-bag, with a broken zipper.

Through exploring the ethos of this archive, I hope to undertake my own journey

through memory and reflect on why I long to reframe certain images. Inside this

archive is a synapsis of my core family history and a chance to proximate myself to my

bloodline. In order to look at myself abstractly I must resist and embrace the cloak of

family; I am one and I am all—a Morse.

Susan Stewart’s On Longing: Narratives of the Miniature, the Gigantic, the

Souvenir, the Collection and Ines Schaber’s Notes on Archives 1. Obtuse, Flitting By,

and in Spite of All—Image Archives in Practice are guiding me through the critical

inquiry of longing. Their text deconstructs the history and contemporary approaches

of longing and archives. I have also taken note of artists who employ memory,

archiving, and visual studies in their practice. My notetaking led me to Christian
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Boltanski, Joachim Schmid, Paul Mpagi Sepuya, Ryan Patrick Krueger and my professor

here at PNCA, Sarah Meadows. These artists are fostering a contemporary idea of

image interpretation that goes far beyond the medium’s technical history. I

aminspired by their utilization of concepts rooted in vernacular photography—which

according to MoMA, is “

An umbrella term used to distinguish fine art photographs

from those made by non-artists for a huge range of purposes, including commercial,

scientific, forensic, governmental, and personal. Snapshots capturing everyday life

and subjects are a major form of vernacular photography.” What I see as a common

trait amongst these artists is their take on photography’s capacity to simultaneously

collapse and expand time and space.

For my B.F.A. thesis I am proposing to make a book documenting my navigation

and pursuit to understand longing. Images will be sourced from my archive and

selected based on their grasp of my memory—which pictures are, or feel, significant.

The greater the emotional response, the greater the tether to memory. These photos

hold the most information. Each print will be paired with text that guides the viewer

through the narrative I am confronting. My text is bound to change but will almost

certainly be poetic in nature. I do not plan to have answers, but rather shifted
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perspectives and new feelings. The text will respond to those emotive shifts and

ultimately be the “new” material.

The book will be printed through cyanotype methods and bound by hand. It is

essential to make time-based work so that I immerse myself with the images.

Memories are vulnerable and become more fabricated each time we remember.

Cyanotypes have a similar compromise where the prints diminish with exposure. The

book will push back on the reverence of nostalgia and beg the viewer to ask how and

what to preserve. Binding the book myself will emphasize elements of fabrication and

support my highly personal choices. I am unstitching memories so that I may re-stitch

them on my own terms.

I will be making a prototype of the book, without using cyanotypes yet, by the

end of May (2021). This prototype will give me a chance to select which found images

to use, sequence, format, and further flush out my text concept. In addition, book

binding and cyanotypes are fairly new crafts to me so I can dial in my method.
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