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Introduction
Time and memory are important components of the human experience of the lifeworld. As such, they are commonly the subject of inquisition for artists and philosophers alike. Throughout this essay I shall explore the relationship between art and philosophy and explore the ways in which they may relate the works of artists Angela Deane and Christian Boltanski. I shall provide an in-depth analysis of Angela Deane’s work in particular, before reaching an informed conclusion on the subject matter.

Theoretical Background
In our current socio-cultural climate, we are collectively experiencing an artistic and critical obsession with memory, arguably born of crisis (Martinez Rosario, 2015). Cultural critic Andreas Huyssen has termed this as a “deepening sense of crisis often articulated in the reproach that our culture is terminally ill with amnesia” (Huyssen, 2012). Huyssen argues that the rapid growth of technology, with the subsequent changes to modern lifestyle, and the rise of image-led mass communication, is the source of the dangers which are posed to memory (Huyssen, 2012).

Philosopher Byung-Chul Han draws parallels between modern life and Yoko Ogawa’s novel ‘The Memory Police’ (Ogawa, 1994; Borcherdt & Han, 2021). Han argues that much like how the totalitarian regime in the novel seeks to purge society of ‘things’, modern reliance on technology throughout our daily lives is also causing ‘things’ to disappear, without people even realising (Borcherdt & Han, 2021). Furthermore, in Ogawa’s novel, those who keep hold of the forbidden ‘things’ are persecuted, e.g. the protagonist’s mother is executed for harbouring a collection of forbidden ‘things’ (Ogawa, 1994).
Similarly, people who refuse to incorporate modern technology into their daily lives are at a disadvantage compared to those who do (Baker, Warburton, Hodgkin, and Pascal, 2017). For example, the ability to use a computer has become a component of accessing healthcare (Baker, Warburton, Hodgkin, and Pascal, 2017). Therefore, the refusal or inability to incorporate digital elements and a lack of ‘things’ (e.g. a digital library instead of physical books) is arguably a contributing factor to a lower quality of life (Baker, Warburton, Hodgkin, and Pascal, 2017). Furthermore, those who are living in poverty, therefore those who have less access to modern technology due to a lack of expendable income, are at more of a disadvantage than their peers (Rodriguez and Wilson 2000; Pigato, 2001; Baker, Warburton, Hodgkin, and Pascal, 2017). Thus, maintaining a perpetual cycle of poverty.
Furthermore, similar to Yoko Ogawa’s novel ‘The Memory Police’, another consequence of digital media can be violence, e.g. suicide and self-harm (Memon et al., 2018; Ogawa, 1994).

Similarly, I argue that Capitalism is driving this reliance on digital technologies and a movement away from ‘things’. I argue that the notion of ‘things’ can be equated with physical belongings. If one’s belongings are now digital and not physical, despite using earnt currency to pay for them, does a person truly have possession of their own belongings? I argue that encouraging a perpetual reliance on digital technologies as a necessity required in order to access a one’s own belongings, ensures, on the part of the general public, a continued and unwavering reliance on Capitalism. For example, if a person’s library is digital, they must always pay money for digital devices that can access it (e.g. a ‘Kindle’ by the ‘Amazon’ brand). Thus, they are arguably reliant on and, therefore, unable to escape from or deviate from Capitalism and Capitalist comsumerist culture.

Theorist Vilem Flusser described this as a phenomenon of ‘non-things’ (Flusser, 1999). Flusser warned that “non-things are currently entering our environment from all directions and pushing away the things” (Flusser, 1999).  Flusser termed these ‘non-things’ as ‘information’ (Flusser, 1999). Han believes that we are currently living through a transition from a lifeworld of ‘things’ to ‘non-things’ (Borcherdt & Han, 2021). Han argues that ‘information’ now determines the lifeworld, instead of ‘things’ (Borcherdt & Han, 2021). Therefore, the world is becoming increasingly intangible (Borcherdt & Han, 2021).
Arguably, we are unwittingly, therefore, non-consensually, living in a world which is ruled by ‘non-things’ in the guise of freedom. ‘Things’ are constantly and consistently becoming digitalised and disappearing (Borcherdt & Han, 2021). This disembodiment of ‘things’ also abolishes memory as it converts it into data and digital media (Borcherdt & Han, 2021).
Although strikingly similar to how Yoko Ogawa’s ‘Memory Police’ seeks to destroy all memories, digital media accomplishes the abolishment of memory with minimal effort (Ogawa, 1994).

Han’s and Huyssen’s theories have, however, been criticised for their overt focus on anthropocentrism. Although, with a psychology-based degree myself, I am unapologetically more inclined to adopt a humanist perspective, it is always of value (especially when one finds themselves to be biased) to also pay due consideration to the opposing perspective. In this case; post-humanism. Unfortunately, however, I simply do not have the opportunity to do justice to this perspective within this essay. Therefore, I shall continue, admittedly somewhat contentiously, to address this topic from the aforementioned humanist perspective.


Angela Deane’s Ghost Photographs
[image: ]
(Deane, 2022).
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Angela Deane; a personal favourite artist of mine whose work focusses specifically on the concept of time and memory. Her series of ‘Ghost Photographs’ perfectly encapsulates the bittersweet notion of nostalgia, an inescapable component of time and memory.
Deane focusses on multimedia works of art, created from twentieth century photographs and paint, which she describes as a “series of painting on found materials” (Gotthardt and Deane, 2019).
She is fascinated with exploring the concept of memory, including a specific curiosity into how people hold their memories within photographs (Deane, 2022). Within this interest, she explores the notion of forgotten memories contained within ‘found photographs’, describing them as “not necessarily lost but able to be found. A history held within a snapshot, Unknown” (Deane, 2022).
The simple, almost childlike, nature of her artwork highlights the playfulness that is intended to evoke a deep feeling of bittersweet nostalgia in the perceiver (Deane, 2022). 

After being commissioned to create a ‘Ghost Photograph’ as an album cover for musical artist Phoebe Bridgers, Deane’s artwork became increasingly popular with young adults, arguably because it plays into the increasingly popular cultural and psychological phenomenon of young people experiencing an intense longing for lifestyles of the past (Gotthardt & Deane, 2019; Marples, 2021).
For example, this phenomenon can be seen within the ‘Cottagecore’ trend, which saw a surge of popularity during the first Coronavirus ‘lockdown’ as a way to combat the stresses which were experienced by young people during the pandemic (Marples, 2021; Batcho, 2021). Followers of this sub-culture/lifestyle, through a deep nostalgic longing for times of the past (before the lifeworld became digitalised and intangible), aim to live in the countryside in ways which were common before the industrial revolution and the rise of Capitalism, e.g. maintaining their own small-holding/small farm (Marples, 2021). They reject the notion of replacing ‘things’ with ‘non-things’ and actively seek out ways to replace the latter with the former in their daily lives, e.g. listening to vinyl records instead of streaming music through digital platforms (Marples, 2021). Although not mainstream, the ‘Cottagecore’ sub-culture/lifestyle has been linked with numerous mental health benefits (Hubbard & Gifford, 2021; Marples, 2021).
Deane’s artwork evokes this nostalgia and longing for a time of ‘things’, before ‘non-things made the lifeworld intangible. For example, in the ‘Ghost Photographs’ below, with the subject matter of camping trips. Additionally, Deane also reflects this nostalgic notion of replacing ‘non-things’ with ‘things’ through utilising exclusively analogue resources that have now been widely replaced by digital media, e.g. using twentieth century analogue photographs (Martinez Rosario, 2015).
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After the death of her father when she was a young child, Deane came to view memories as ghosts (Gotthardt and Deane, 2019).  She describes them ‘travelling with her’ as memories of past experiences and moments from her life (Gotthardt and Deane, 2019). Deane’s siblings were a decade older than herself and moved away to university when her father died. She remembers their childhoods feeling as if they had grown up in two different families, with her siblings having had a ‘full family’ and herself having ‘only her mother’ (Gotthardt and Deane, 2019). 
Deane recalls, as a child, spending a lot of time looking through her family’s photo albums, studying the memories she had ‘not been born into’ and attempting to ‘inject’ herself into them (Gotthardt and Deane, 2019). This experience of attempting to place herself within her own family’s memories is what served as her inspiration for the ‘Ghost Photograph’ series (Gotthardt and Deane, 2019). For example, in the ‘Ghost Photograph’ below, with the subject matter of a family with a birthday cake, the perceiver may easily imagine themselves within that scene as they relive their own memories of childhood birthdays:
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(Deane, 2022).
Roland Barthes
Deane’s work around memory utilises a contingent, indexical and iconic trace of the referent (Peirce, 1991). A number of philosophers, within cultural theory, have conflated the indexical with affect and melancholy, in particular; Walter Benjamin, Roland Barthes and Marcel Proust. Furthermore, I theorise that the potentiality involved in the contingency of the referent, inflates the nostalgia involved in Deane’s work (Agamben & Heller-Roazen, 1999). For example, the potentially involved in ‘Ghost Photograph’ below, which involves people in motion, playing with a beachball in the sand:
[image: Let's Play]
(Deane, 2022).

After the death of his mother, Henriette, in nineteen-seventy-seven, Barthes abandoned his earlier works of semiotic analysis in favour of an exploration of the phenomenological properties of photographs (Barthes, 1980). Driven by grief, he became enthralled with the idea that the essence of his mother could be found within photographs of her (Barthes, 1980). In the pursuit of this, Barthes eventually discovered the ‘object of remembrance’ he sought; a revelatory single image of his mother titled the ‘Winter Garden Photograph’ (Barthes, 1980). Throughout his final book ‘Camera Lucida’, Barthes discusses this image at length, yet never shows it to the reader (Barthes, 1980). Notably, despite having access to numerous photographs of his mother, the image he chose is of his mother as a young girl, far beyond his own experience of her lifetime as it was long before his birth (Barthes, 1980).

Furthermore, in his book ‘Camera Lucida’, Barthes constructs two key concepts; the studium and the punctum (Barthes, 1980). The studium refers to the appeal of and/or interest in a photograph and/or artwork (Barthes, 1980). Barthes describes it as something which evokes an “unconcerned desire”, “of the order of liking, not of loving” and “a vague, slippery, irresponsible interest” (Barthes, 1980). On the contrary, the punctum refers to a component which has been added to the studium, that pierces and/or punctuates it (Barthes, 1980). Barthes describes this as the “element which rises from the scene, shoots out of it like an arrow, and pierces me” (Barthes, 1980). In regard to photographs, Barthes identified the punctum as an element that both repels and attracts; “a photograph’s punctum is that accident which pricks me (but also bruises me, is poignant to me)” (Barthes, 1980).

I propose that Angela Deane’s ‘Ghost Photographs’ utilise these concepts. The vintage photographs being the studium and the addition of painted ghosts being the punctum. For example, in the ‘Ghost Photograph’ below, the subject matter is the ‘top table’ at a wedding; the studium. The punctum is the evocation of the memory of the perceiver’s own wedding (or a wedding of their loved ones), likely involving loved ones who have died since the event. Therefore, the punctum can be considered to be ‘memento mori’, the confrontation of the death of the people in the photograph and the inevitable death of the perceiver (Martinez Rosario, 2015). Thus, evoking feelings of melancholy in the perceiver and leading them to reconsider the importance of their life and destiny (Martinez Rosario, 2015). Deane describes this phenomenon as “we become the ghosts of our everyday” (Deane, 2022). 
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Similarly, philosopher Walter Benjamin, famed for his concept of ‘AURA’, also had an obsession with index and representation. He related ‘AURA’ directly to its indexicality; “what is AURA? A peculiar web of space and time: the unique manifestation of a distance, however near it may be” (Benjamin, 1935). Furthermore, similar to Barthes concept of the punctum, Benjamin postulated that photographs invite the perceiver to seek out “the tiny spark of an accident” (Benjamin, 1935; Barthes, 1980). I postulate that within Angela Deane’s work, this could be considered to be the potentiality involved in the contingency of the referent.

Marcel Proust
Likely influenced by his cousin-in-law, philosopher Henri Bergson, Marcel Proust’s seminal novel, ‘In Search of Lost Time’, as the name may suggest, explored the concepts of time and memory (Proust, 1913). For example, the novels main character, Marcel, experiences a profound recollection of a childhood memory when he brings a madeleine dipped in tea to his mouth (Proust, 1913). Marcel entitles this phenomenon ‘memoire involontaire’, which translates to ‘involuntary memory’ (Proust, 1913).

I propose that Angela Deane’s ‘Ghost Photographs’ utilise ‘memoire involontaire’ (Proust, 1913). Through using photographs taken during the twentieth century and removing the identity of the people in the photograph, Deane encourages the perceiver to “jump into the pictures” (Gotthardt and Deane, 2019). Deane wanted her artwork to evoke a sense of familiarity, for the perceiver to feel as if the memory could be their own; for her artwork to invoke an involuntary memory (Gotthardt and Deane, 2019; Proust, 1913). She describes her artwork as “open for another body to jump into these little ghosts and take part in the scenario” (Gotthardt and Deane, 2019). For example, the ‘Ghost Photograph’ below, with the subject matter of exchanging gifts with family on Christmas day, is likely to evoke involuntary memories of the perceivers own Christmases with their family:
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(Deane, 2022).

Deane encapsulates this phenomenon in her statement for the ‘Ghost Photographs’ series; “Face becomes ghost. Person becomes vessel. And vessel is open for possession. (You may haunt these ghosts.) Through this manipulation of the material, the ghosts become us and we become the ghosts” (Deane, 2022).
Henri Bergson
Philosopher Henri Bergson was one of the initial philosophers to highlight the need to be aware of and attentive to the varying types of memory (Bergson, 1896). In his 1896 book, ‘Matter and Memory’, Bergson introduced the concepts of ‘pure memory’ and ‘habitual memory’ (Bergson, 1896). Bergson postulated that memory ought to be respected as separate from perception and should not be considered to be a lesser from of it (Martinez Rosario, 2015; Bergson, 1896).
Bergson theorised that time ought to be considered from the perspective of duration (duree) (Bergson, 1896). He termed this as “the preservation or prolongation of the past and entailing the co-existence of past and present” (Bergson, 1896). Similarly, in his 1966 book ‘Bergsonism’, Gilles Deleuze termed duration to be “a becoming that endures” (Deleuze, 1966).

Christian Boltanski
Similar to Angela Deane’s work, commemorative art, melancholy and nostalgia have also been linked together by many other artists, including; Kara Walker, Miroslaw Balka, Jane and Louise Wilson, Krzysztof Wodiczko, Rachel Whiteread, Tacita Dean, Louise Bourgeois, and Christian Boltanski (Martinez Rosario, 2015). These artists all share a wide range of different practices within their works that address the concept of time and memory. These include: the ways in which they represent absence/void; the representation of multiple temporalities within their art; and their practices of appropriating found, lost and/or discarded photographs and/or objects (Martinez Rosario, 2015). Just as Angela Deane, their various artworks are also designed to evoke deeply personal emotions within the perceiver, such as melancholy and nostalgia (Martinez Rosario, 2015). Their studium (being the artwork) engages the perceivers attention, whilst the punctum (being the emotional evocation) encourages the perceiver to participate (Martinez Rosario, 2015).

Christian Boltanski, who I personally discovered through his 1990 ‘The Reserve of Dead Swiss’ exhibition (as seen below), is famous for his fascination with the concepts of death and childhood. He is also well known for his work with memory, with a specific curiosity into how memory may shape an individual’s perception of reality and with the significance of ‘small memories’ (those which are extremely personal and seemingly inconsequential from the perspective of others) (Boltanski, 1996). In order to demonstrate that memory lies in the twilight between the times of the present and the past, Boltanski’s work utilises shadow and light (Kewenig, 2022). Furthermore, Boltanski’s artwork tends to be based upon photographs, often highlighting the fickle nature of memory and self-identification (Kewenig, 2022; Solway, 2022). His work with photographs is designed to highlight the contradictions possible within the photograph, in order to emphasise the contradictions possible within representation and memory (Kewenig, 2022).
[image: The Reserve of Dead Swiss', Christian Boltanski, 1990 | Tate]
(Tate, 2022).

Monument (Odessa)
Christian Boltanski’s 1990 exhibition entitled ‘Monument (Odessa)’ was designed so that, through an exploration of the interconnection between the concepts of memory and death, he could mirror his own longing to obscure the lines between the concepts of art and life (Berger et al., 2005; The Jewish Museum, 2022).

[image: Christian Boltanski, Monument (Odessa), Gelatin silver prints, tin biscuit boxes, lights, and wire, 1989-2003]
(The Jewish Museum, 2022).

Much like the unknown and anonymous figures within Angela Deane’s work, the figures within Boltanski’s work are anonymous children from Dijon (Gotthardt and Deane, 2019; Berger et al., 2005; The Jewish Museum, 2022). Similar to Barthes’ postulations on the phenomenological properties of photographs, Boltanski chose to use photographs of children as his subjects because he believed them to convey the transient nature of life and felt as if they appeared to represent a ‘collective consciousness of the dead’ (Barthes, 1980; Berger et al., 2005; The Jewish Museum, 2022). The children’s portraits are in a black and white colour palate and have been reshot and manipulated, e.g. being closely cropped and blurred (Berger et al., 2005; The Jewish Museum, 2022).
Boltanski also uses numerous lights in his work in order to create a glare on the glass which covers the photographs, whilst allowing the consequent electrical cords to dangle over the artwork in large tangle (Berger et al., 2005; The Jewish Museum, 2022). These components serve to further obscure the identity of the figures (Berger et al., 2005; The Jewish Museum, 2022).

The nature of Boltanski’s artwork has a quasi-religious tone, having been designed to emulate the altars and shrines which are common components of and practices within a variety of different religions, e.g. Hinduism and Christianity (Berger et al., 2005; The Jewish Museum, 2022). Shrines also have a historical and anthropological significance, with archaeologists having found evidence of them in many ancient cultures. For example, within the Romans and Egyptians (Orr, 1978; Kemp, 1995; Harrington, 2012; Smith and Simpson, 1998).
The usage of lightbulbs can be interpreted as an emulation of the votive candles which are commonly used in churches (Berger et al., 2005; The Jewish Museum, 2022). These lights can also be interpreted as Yahrzeit candles, which are used by members of the Jewish faith in order to honour and to remember the dead (Berger et al., 2005; The Jewish Museum, 2022). This is an especially meaningful detail because the figures in ‘Monument (Odessa)’ have been identified, from a group photograph, as Jewish students who were celebrating Purim in France in 1939 (Berger et al., 2005; The Jewish Museum, 2022). This indicates that the children are extremely likely to have been victims of the Holocaust, thus evoking, from the perceiver, concern and curiosity into the nature of their unknowable fate (Berger et al., 2005; The Jewish Museum, 2022).

Although more about ‘the fact of dying’ and not explicitly about ‘the Holocaust itself’, Boltanski’s work is a poignant nod to his own cultural identity and Jewish heritage (Berger et al., 2005; The Jewish Museum, 2022). Having grown up in France hearing stories about his father hiding during the occupation of his country, the holocaust had a very tangible and real presence in his life which is reflected strikingly within ‘Monument (Odessa)’ (Berger et al., 2005; The Jewish Museum, 2022). For example, the six children included within the ‘shrine’ offer a meaningful “silent elegy for the six million that they suggest” (Berger et al., 2005; The Jewish Museum, 2022).


Conclusion
[bookmark: _GoBack]Both Angela Deane and Christian Boltanski utilise a wide range of varying philosophical concepts in order to add real depth to their work. Both artists seek to evoke a deeply emotional response in the perceiver, however, the evocative meaning within Boltanski’s work is predetermined, whereas Deane’s work encourages an open interpretation on the part of the perceiver. To both artists, the meaning contained within old photographs is significantly important. Furthermore, both Deane and Boltanski utilise anonymous figures within their work in order to demonstrate their poignant ideas. In addition, Deane’s work seeks to evoke personal memories in the perceiver, meanwhile, Boltanski’s work demonstrates the collective memories of those who suffered and died during the Holocaust.

Deane’s work in particular, on the concept of time and memory, speaks to me personally. The ghostly figures contained within her photographs truly evoke memoire involuntaire with treasured memories for me. Meanwhile, also triggering memento mori, a brief confrontation with the fleeting nature of my own life and the lives of my loved ones. Her work truly makes oneself stop for a moment to reconsider the course of their own life and to evaluate if what is truly important within their life, is viewed and treated with the prominent significance it deserves.
Angela Deane has successfully created something which is both playful and poignant. That simultaneously brings both elation and depression. Something which, if reflected upon carefully, truly has the power to change the course of one’s life for the better.
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