






 
 
 

 

 

”The term, 

“strips of 

information” 

refers to how I 

would visually 

break down an 

image based 

off of its 

composition, 

expression of the body or areas of interest. In fig 1.6, a 

photograph of my grandparents, shows them in the 

foreground, but the information that I drew from was located in the background. 

The right side of the frame leads the viewer away from the intended focus of the 

photograph (the couple) and into the bedroom where one finds a coat laid out on 

the bed and some small objects on the dresser. My concern with these snapshots 

was the narratives occurring outside of the frame of interest. Those telling objects 

or environments that were not necessarily ever meant to be heard. 

  Some of these photographs were in my possession for a brief period of time 

and were scanned in order to have a reference. Others, mainly those belonging to  
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my father were kept on set as I shot, to reference as not only representational 

material, but as an object in itself.  In other words, how the photographic object 

looked, the worn edges, the texture of the glue on the backside, etc. This also refers 

to a certain type of narrative that occurs outside of the image itself. It has very little 

to do with the people being pictured and more to do with time.  A snapshot builds 

up a certain kind of patina as it ages, drawing attention to its surface’s age and 

deterioration.  This association with the photograph can be seen in the use of the 

dust in this series and how that material emphasizes surface and the passing of 

time.  

 Furthermore, because I am reinterpreting these family photos through a 

highly constructed and performed image the role of the snapshot is not visually 

apparent to the viewer.  Instead, the role of the family photo resides as a trace. This  

notion of trace is implied in Baudrillard’s discussion about “a visible past….to 

reassure us to our own ends”17 previously mentioned in this paper. The snapshots 

are the impetus to this work because they refer back to the trace and the idea of a 

visible past.    

 The napkins within this series function similarly with regard to constructed 

memory.  There is a short narrative embroidered onto the ten napkins, a story that 

is lifted from my mother’s memories and written using her handwriting, my 

grandmother’s and my own.  The act of needlepointing is quite repetitive and has a 

long history within women’s work and the domestic. It is something that I never did 

before this project and although the concepts within the images and the napkins 

                                                        

17 Baudrillard, Jean. The Precession of Simulacra, Trans. Shelia Faria Glaser (University of Michigan 
Press, 1994), 258. 
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are similar, the process was very different. This part of the series began as a 

conversation between my mother and I—my images usually begin with visual or 

literary connections rarely through conversation. Embroidering each napkin was an 

activity I brought with me wherever I went---whether I was at home, school or 

somewhere else making the napkins totally occupied my attention. I could be in 

the middle of a crowded room and the repetitive action of needlepointing would 

make me unaware of my surroundings, it was almost meditative.   

 The process for making both the napkins and the images is closely tied to 

the experience of remembering and the role of memory within photography.  Angle 

of Repose explores what a photograph reveals and what it conceals. As well as the 

function of second hand information—how the photographs and stories of others 

become our own history.  

 

Conclusion 

When I began this series I wanted these images to ask something in 

particular, Can you make present something that is absent?  The ideas of 

absence/presence and trace all relate, for me, back to the family album and 

memory.  Layering the wallpaper onto my apartment walls, filling my space with 

objects and often suffocating dust-material caused me to constantly live within the 

images I created. Making me more and more aware of how the photograph 

transforms—the materials, the subject and even the space the camera is placed in.  

This is certainly not a new finding, but it is telling to the work and speaks to the  
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associations the images attempt to make between narrative, memory, the 

snapshot and identity. Can a photograph and second hand stories of someone you 

never met formulate memories and experiences—or even take the place of the real? 

In other words, does origin even matter when it comes to the defining photographic 

characteristics of an experience--- is it even part of the experience of looking at a 

photograph? This series treats the notion of origin as a trace and it continues the 

conversation of the role of the family album (with all that it excludes from the 

viewer) as it relates to absence and presence.   
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