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[bookmark: _GoBack]Discuss the role of memory in Teju Cole’s Blind Spot. In what ways does remembering change via mediation?
	In the postscript of Blind Spot Cole reveals an intention, through his photography, to supplement his memory of the places to which he has traveled: ‘In each place I have traveled, I have used my camera as an extension of my memory’ (324). The photographs are therefore the products of his deliberate attempts to remember, and, with the use of text alongside each photograph, in which Cole often remembers his experiences linguistically, somewhat dramatise the human compulsion to enhance memory through creation of external memory aids. Further, the addition of text suggests an inadequacy of photography in isolation, which, being a visual medium, is emphasised by the composition’s thematic exploration of the limits of visual perception, and consequently the capacity of different mediums in their function as memory supports or devices is evaluated within the work. The following will examine the way in which memory is transformed when mediated, whereby the process of mediation is conceptualised as experiencing through a medium, namely those of printed text and photography with regard to Blind Spot, as opposed to an individual’s purely internalised appropriation of past experiences. This opposition between mediated and unmediated memory, however, will ultimately prove problematic and the definition of mediation will require further consideration as investigation of the memory techniques in Cole’s work proceeds.
	The relation between the texts and the photographs is somewhat unstable and elusive throughout, as the text varies in its referentiality to the photograph and to the geographical location under which it appears, as well as in its continuities with and divergences from other texts and photographs within the work. The content of the text appears to be somewhat dictated by Cole’s subjective presence as a possessor of individual experiences and memories, an authorial identity of which the reader is perpetually reminded. An example of this is found in the text accompanying the photograph of Tivoli, in which Cole writes: ‘I remember the lines from Sans Soleil’ (2). This is the first entry in the work, and thus establishes from the onset the significant role of the author’s own memory in determining the textual content of the work through overt narration of his own process of remembering; memory is explicitly shown to have intervened in the author’s creation of the composition.
	This is implicit in the pervasive inclusion throughout the textual content of historical accounts, biblical and mythological allusions and citations, and reference to contemporary and ancient cultural artefacts, in conjunction with narration of Cole’s personal memories, demonstrating the way in which Cole’s present experiences are in constant interaction with his memories of existing objects of culture. The documentary film Sans Soleil is an example of this, the lines of which Cole remembers and directly quotes; the contents of his memory of another experience, being linguistic in this case, are directly appropriated within the text, and thus obfuscate the separation of his remembered past experiences from his present experiences. 
	Bolter and Grusin define the appropriation of antecedent media within new media forms as ‘remediation’, and assert it as an intrinsic part of media creation in stating that every ‘act of mediation is dependent on another, indeed many other, acts of mediation and is therefore remediation’ (56); Cole remediates overtly in his writing, complicating its functions as a repository for his memory through a consequent proliferation of meaning. Furthermore, through demonstrating the way in which media persistently remediate, Cole seems to offer an analogous model for memory; as the text explicitly communicates the memory traces of preceding media objects, such as the lines from Sans Soleil, so his narration of memories becomes permeated by his earlier memories. This analogy thus suggests that memory is the remediation of existing memories, and therefore inextricable from them in any act of remembering. Nonetheless, the remediations become multiplied when memory is mediated in photography or text, as the remediations of memory intertwine with the inherent remediations of the media form, thus supposing unmediated, internal memory to be somewhat less composite. 
	Furthermore, Cole’s remediations may implicate the reader’s own memory depending upon their familiarity with the historical narratives, biblical stories, films and artwork referenced or directly quoted or in the work, as the degree to which they are acquainted with these cultural objects in their memories will transform the way in which they interpret the meaning of the text and adjoining photograph. Cole therefore relies upon the reader’s personal memory in order to establish the meaning of his work. Consequently, personal memories, the shared memories of the history of humanity, and the collective memories of cultural objects with which many people have experience, infiltrate the text and depict the involvement of existing memories in attempts to remember through mediation. Cole’s photography, as an extension of his memory, is influenced by the personal and social memories that infiltrate the adjacent text. This suggests that the text impairs the mediation of memory in photography. 
	Cole illustrates, however, the way in which the photograph, as a memory aid, would be permeated and hence hindered by the viewer’s possession of memories even in the absence of the adjoining text. In the lines preceding the narration of his memory process, Cole employs the metaphor of ‘Spring, even in America, is Japanese’. As observed by Hustvedt in the work’s foreward, in the photograph, ‘the tree’s shadow evokes the countless images of branches in Japanese art, usually in full spring flower’ (xi). Cole insinuates the way in which the visual perception of the shadows of branches contained in the photograph aroused his memories of Japanese art, and depicts the way in which visual perception is equally influenced by memory, indicating the limits of photography as a visual memory aid. This is elaborated through description of the growth of Spring as ‘proliferating like neural patterns’ (2), underlining an increase in cognitive activity as the objects of sight are multiplied by the increase of light. The reader is reminded of the influence of these internal processes on what they visually observe, in adherence to the theme of the limits of sight throughout. Cole accompanies his photography with text in order to exemplify the way in which memory comes to bear upon present experience.
	If his photography is a deliberate attempt to remember the places to which he has traveled, it can be deduced that Cole intends to store his memories topographically, which is reflected physically in the layout of the work through divisions of the photographs and texts enacted by incorporating place names as titles and discrete categories. In the extract entitled Sasabe (38), however, the photography of the border between the USA and Mexico illustrates an evasion of geographical categorisation, as both geographical entities are united in the photograph and upon the page, superseding the separation established by the fence in the image, and complicating the fragmentation of Cole’s memory project into discrete locations. Similarly, the photograph expands to fill the entire page, in contrast to the distinct demarcation of the borders of many other photographs in the work by surrounding white space. The boundaries are indeterminate and appear to exceed the page and, accordingly, the photograph resists geographical classification, undermining Cole’s ability to organise his memories by location.
	Additionally, the accompanying texts persistently elude the geographical categories within which they are contained, through reference to disparate locations and interaction with other texts in the work contained under different place names. In Sasabe, Cole repeats the line ‘a code made of wounds’ (38), which appears in the previous extract entitled Berlin, thereupon relating the two places and surpassing the dissociation enforced by the physical layout of the text. This demonstrates the way in which Cole’s memories of the two places interact with one another and transcend their confinement within a discrete geographical location. The texts also resist the sense of temporal specificity suggested by their pairing with photographs taken at distinct points in time. In Sasabe, the text consists of the narration of an ancient legend, as Cole appropriates content from the past in his present text. This reflects the way in which Cole’s memories therefore do not possess a chronological temporality or are confined to a discrete spatial border but contain multiple temporalities and localities, or perhaps even space and time are abstracted altogether in remembering by this infinite plurality, as a result of the interaction between memories.  
	Cole indicates in his postscript that combination of his photography with text allowed him to represent the ‘continuity of places’ (324), which he relates to a sense of universal human resemblance on the psychical level. He states that ‘Human experience varies greatly in its externals, but on the emotional and psychological level, we have a great deal of similarity with one another’ (324). Memory, as a psychological function, is universal and thus his overt inclusion of personal and collective memories within his work demonstrates the shared human experience that is memory, and enacts the ‘continuity of places’ through the affinity of humans. Cole relies upon memory to demonstrate human psychological interconnectedness that transcends physical location when experiencing the external world. He requires language to establish this, for the photograph is located in a physical place, as Cole’s body was, but the text represents his immaterial collection of memories that surpass space and time and influence his experience of the physical places which he then internalises as a memory abundant with remediations of previous memories. This would suggest that the text, due to its ability to directly incorporate text that has preceded it, has a greater affinity than photography with the workings and remediations of internal memory, and therefore serves a more appropriate memory aid.	
	Cole reflects upon the nature of photography in relation to the ‘flickering series of scenes’ and ‘multidimensional movement’ of lived experience that he describes in the text entitled Brooklyn (166). The text highlights the role of human agency in photography, as Cole considers the act of decision implicit in the photographic process: ‘you must decide when to press the shutter, decide which of these rapidly refreshing instants is more interesting than the others around it (166)’. Photography is often considered a somewhat objective reproduction in contrast to other mediums such as narrative or painting, as it captures and reproduces the exact light-wave frequencies of a visual scene, yet the emphasis upon the human agent’s intrinsic act of decision undermines this. Kember and Zylinska conceptualise this act of selection as ‘the cut’, and have equally observed the inevitable creativity of photography; they determine that ‘the cut […] performs the division of the world into entities, but it is also an act of decision with regard to the boundaries of those entities’ (82), and stipulate that ‘It is a creative in-cision that is also a de-cision, because it gives shape to the world’ (88). This element of performance in framing and thus  transforming the world through photography portrays a sense of artifice inextricable from the act of using the camera as an extension of memory.
	The subsequent extract, however, counteracts the limits of the selective photographer through a sense of inclusion imposed by the technology of the camera, and in this way, reasserts the value of the photograph as a memory aid. In reference to the photograph, Cole writes ‘There she is on the right’ (168), directing the attention to the presence of the women who also featured in the previous image, establishing an overt continuity between the places in adherence with his intentions. He implies, however, that the presence of the woman within this particular photograph, upon which the interrelation between the pages is dependent, is an inadvertent result of the inclusive quality of photographic technology, and he admits that he did not notice the subject whilst making the photograph. Cole’s own decisive selection was not informed by his observation of the woman, and in the text he admires the way in which photography can ‘reveal what the photographer did not see at the time’ (168).
	This highlights the way in which sight itself is also selective, and suggests that photography can exceed internal human memory in its exactitude of a remembered visual scene, as a human can only remember what they saw in the present. Hayles attributes the selectivity of sight to a concept of attention, claiming that ‘attention selects from the vast (essentially infinite) repertoire of physical attributes some characteristics for notice’ (14), and therefore limits the quantity of memorable content. This somewhat undermines the criticism of photography as a memory aid hindered by its selective photographer, as Cole exposes the selectivity of sight itself, ergo proposing unmediated human memory to be equally constructed of selection and therefore exclusion, a condition also noted by Stiegler: ‘One memorises only by forgetting, by effacing, by selecting what deserves to be retained from all that could have been retained’ (80). 
	Cole demonstrates the way in which, in the second Brooklyn image (168), the photograph provides a renewed opportunity for the selective attention through the arrested temporality of the visual scene. This enables him to notice the woman due to her identity as a photographed woman who now exists in his memory at this temporally deferred interaction with the visual scene in the photograph. The way in which Cole’s newly acquired memories redirect and influence his selective attention is here illuminated. It follows, then, that even his original experience, the object of his memory processes, can be considered a mediated one, as what he notices and then remembers is altered by his existing memories, whether internal or externalised in a mediated form, such as the Brooklyn photographs. 
	This adheres to what Hayles conceptualises as a ‘feedback loop’; attention ‘is engaged in a feedback loop with the technological environment within which it operates through unconscious and nonconscious processes that affect not only the background from which attention selects but also the mechanisms of selection themselves’ (104). Cole’s first Brooklyn photograph (166), an external memory which therefore belongs to the technological environment, redirects his ‘mechanisms of selection’, of attention, in the present, which itself constitutes the object of memory. Hayles thus entwines the mediated and unmediated processes of memory, obscuring the distinction between them as they inform one another. Stiegler’s work equally dismantles the opposition between mediated and unmediated memory, through claiming that ‘Human memory is originally exteriorised’ (67) and ascribing the progress and evolution of the human race to this process. Stiegler then believes that mediation comprises the very mechanism of remembering, rather than externally acting upon it and transforming it. Cole’s focus upon the selectivity of photography, which he extends to the selectivity of direct sight in conjunction with his exploration of the limits of vision, equally works to invalidate the opposition between mediated and unmediated memory. Through exhibiting the selectivity of internal memory, in that its object is already the result of selective attention, Cole’s work undermines the conventional hierarchy of internal and mediated memories in their relation to the real experience as both entail selection and exclusion. 
	The reader comprehends the way in which memory bears upon present experience as the repetition of the Brazzaville photograph at the beginning and end of the work implicates their own memory. If encountering the content in the order invoked by the work’s physical form, upon reaching the second Brazzaville extract (322), this photograph already belongs within the reader’s own memory, thus engendering the dual-nature of the photograph experienced as both a memory and a present-experience, allowing Cole to explicitly represent the entanglement of memory and perception to which he has alluded throughout the work. Moreover, the alteration of exposure now makes the subject’s eyes visible in the second photograph. This is the first and only time that human eyes have been photographed in the work, an absence that insinuates an intention for objectivity in Cole’s photography through focus upon the object world and the evasion of human faces whenever a human subject appeared. The exclusive fixation upon the material world renders the photography an objective of exact representation, through divorcing the subject matter of explicit realms of immateriality such as emotion and communication in the absence of expressive human faces and thus refusal to depict subjectivity. 
	The revelation of human eyes in the final photograph, however, offers a sense of narrative conclusion, as restored sight coincides with restored subjectivity in the presence of the eyes and imaging of an act of sight. This suggests a victory in relation to the limits of vision communicated throughout the work, and the simultaneous representation of subjectivity through portrayal of visual activity and the multiplicity of perceptions denounces the intention for objective reproduction and memory conservation as responsible for the visual or conceptual blindness; the photography of human subjectivity remedies the blind spots and is indicated to have pervaded the images all along, despite the photographer’s refusal to capture it. Cole intimates this as he writes ‘Darkness is not empty. It is information at rest’ (322). Hayles would argue that this ‘information at rest’ requires the illuminative work of attention, and proclaims that ‘Materiality, […] is not a pre-given entity but rather a dynamic process that changes as the focus of attention shifts’ (14). The implication that our attention co-produces its external objects problematises the distinction between subjects and objects, in alignment with Cole through his revelation that the subject of Brazzaville was not only the object of his photography but himself also engaged in an act of sight and therefore subjectivity. In adherence to the overriding theme of an inability to experience the world objectively, a sense in which humans and the exterior world are mutually and perpetually co-constituted arises. This renders memory, the substance of human subjectivity, a constitutive role in relation to the world, suggesting that there exists no world external to the forces and impressions of our memories.
	To conclude, memory in Blind Spot assumes both a passive role as a subject matter of the photographs and texts, and equally an active role as a determining agent influencing the author’s creation of his photographs and texts. The reader is also alerted to their own memory functions through the repetition of the Brazzaville photograph and the prevalence of allusion to other cultural objects and historical narratives of which they may hold in memory. Consequently, the inextricability of memory from experience is revealed within the work, and accordingly dismantles the opposition between mediated and unmediated memory, ultimately undermining the antithesis of subject and object, a subversion reflected in the simultaneous restoration of human eyes and depicted subjectivity in the final extract, demonstrating the multitude of perceptions present among humanity and within an individual. Cole enacts the ‘continuity of places’ that connects humanity through demonstrating the shared quality of experiencing the world subjectively, and memory, as the substance of human subjectivity, is shown to constitute the external world. 
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