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I am the Organizer of My Own Archive
↘ Opening on February 2 at 7 pm

↘ The gallery is open from Tuesday to Saturday, fromm noon to 5 pm and until 7 pm on Thursdays

Stephanie Comilang, Sara Cwynar, Maria 

Lassnig, Dylan Mira, Krista Belle Stewart 

and Martine Syms

Curator: cheyanne turions

Our memories fool us when they seem to 

play as movies in our minds. What is 

left of our living is something more 

akin to a box of photographs — ruffled 

through, their order lost or barely 

held together. What we take for these 

movies are re-compositions of these 

still images into the narratives of our 

lives, a process of sense making that 

is self-making too. Quoting a line of 

dialogue from the program,1 I am the 

Organizer of My Own Archive presents 

a range of tactics for coming into 

relation with the remnants of personal 

and social histories, emphasizing 

the interpretive liberty at play in 

any project that aims to coax sense 

from isolated objects or recollected 

experiences.

To tell the story of oneself is to 

map the ways that desire has been 

supported or thwarted by social mores. 

Maria Lassnig’s Maria Lassnig Kantate 

(1992) shows a vivacious 73-year-old 

woman making sense of her artistic 

ambition through a reflection on the 

struggles that produced her career. A 

highly accomplished painter (though 

not generally recognized as such until 

even later in her life), Lassnig here 

turns to animation and song as a way of 

exercising self-determined revisions 

to the biographical stories that are 

told about women, and women artists in 

particular.

The artifacts produced for living 

— the goods constructed, consumed 

and eventually discarded — circulate 

according to overlapping and sometimes 
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opposing systems of value. Sara 

Cwynar’s Soft Film (2016) follows the 

trajectories that these competing 

forces produce for specific kinds of 

second-hand merchandise, mapping how 

a single thing can be drastically 

reconsidered dependent upon the 

power relations that structure its 

resting context. Working primarily as 

a photographer, this media work of 

Cwynar’s literally sets her practice 

in motion, asking what difference 

circulation and collection make to the 

meaning we derive from objects.

Sometimes we take narratives we have 

been given and we reinvent them for 

our own purposes, knowing that stories 

shape us, whether we write them or 

not. Krista Belle Stewart’s Where the 

Water Boils (2017), in its premiere 

at Dazibao, appropriates images 

from paper encyclopedias, cutting 

them into countless small pieces and 

recomposing them as counter-narratives 

to the stories they were intended to 

illustrate. Stewart is responding to a 

history of ethnographic research being 

used against its subjects: instead, she 

puts these documents of record into the 

service of revisionist imperatives, 

authoring social histories to her own 

intimate devices.



All this to say: archives are not 

passive receptacles of what traces 

remain after emotional and physical 

deterioration have taken their toll. 

Through these collections, stories both 

personal and political take shape, each 

tale indexed to power and privilege. 

I am the Organizer of My Own Archive 

foregrounds the recuperative force of 

articulating experience from a felt 

position within the social forces 

that hold our personal lives. These 

artists, in utilizing various kinds of 

collage practices, reconfigure their 

photographic troves of memory and 

inheritance in order to refute hard 

and soft misogyny, to claim radical 

traditions as their own, to conjure 

futures otherwise. What better than to 

speak for oneself — and to have that 

be the record of what has been and the 

ground for what will come.

 

cheyanne turions

1 The title of the program is taken from Sara 

Cwynar’s Soft Film (2016).

Dazibao thanks the curator and the artists 
for their generous collaboration. Dazibao 
receives financial support from the Conseil 
des arts et des lettres du Québec, the Canada 
Council for the Arts, the Conseil des arts de 
Montréal and the Ministère de la Culture et 
des Communications. 

And yet, exercises in arranging 

experience do not always produce 

narrative clarity. Dylan Mira’s A Woman 

is Not a Woman (2015) acknowledges 

that sometimes the sense that comes 

from organizing an archive resists 

chronology and coherence. In Mira’s 

case, what rises from her collecting 

of seemingly disparate threads is what 

she calls a diffracted representation 

of history that coalesces into a 

decolonial research project. When 

systems are undone, old ways of knowing 

no longer produce reliable results, 

and in this rupture, new ways of being 

seep through.

One reliable way of making space is 

by bringing together, by manifesting 

a critical mass that pushes away or 

simply disregards what had been there 

before. Using found footage, clips from 

her family’s home movies and original 

material, Martine Syms’s Lessons 

(2014—) is a visual poem in progress 

— intended to reach 180 sections when 

complete, but presented here in its 

first 60 parts — composed of 30-second 

video clips that each articulate a life 

lesson. Syms demonstrates inheritance 

as a material and philosophical concept 

that reaches across personal and 

civil frameworks. In her collecting 

together and making public of these 

lessons, she experiments with gravity: 

in their proximity, these lessons, as 

representations, make a way of being 

possible, as reality.

Although the materials that make an 

archive carries traces of past lives, 

it is also possible that they can 

anticipate things to come. Stephanie 

Comilang’s science fiction documentary 

Lumapit Sa Akin, Paraiso (Come to Me, 

Paradise) (2016) presents the care and 

creativity of Filipina migrant workers 

in Hong Kong as a way of envisioning 

a future-tense alien civilization 

where collectivity is its own kind 

of technology. Under this regime, 

the urban and digital aspects of 

public space align, positioning care 

and communication as the materials 

of archives, organized in order to 

sustain.


