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Project Statement / Abstract 

 
 
The Losses, The Heartbreaks, The Hungers… ​is a photographic body of work in which I 
engage in a conversation with myself on mental health and self-compassion. I am able to 
exist with myself within the same frame through the use of compositing techniques that 
depict a multiplicity of selves. In the work, I dwell in an isolated, psychological space that is 
constructed through a claustrophobic framing of the camera and black and white film 
imagery that accentuates the shadows and the light. The interactions with myself are of 
mixed nature: at times I am abusive to myself, but other times I show care for myself.  
 
Through the exploration of self through the multiples, I’m able to expand on the notion of 
self-portraiture and scrutinize homosocial relationships, as my body begins to become a 
placeholder for an “other.” Through interactions with myself, I complicate the power 
dynamic. In a photograph, two bodies face each other while in bed: one is pinned down by 
the other, but the one on top is being gagged by the camera’s remote control, which is also 
in the one on the bottom’s hand. This body of work rejects the binary notion of heterosocial 
power dynamics that are mapped onto homosocial relationships; i.e. those roles that are 
labeled as dominant and as submissive.  
 
All in all, the work explores agency from a subjugated position of depression and othering 
from within queer communities. I use my self-portraits as a tool for catharsis, as a way of 
dealing with my own mental health issues. Following Ann Cvetkovich's proposal on 
depression as an opportunity for reexamination and change, my work crafts a queer space 
that accounts for depression and shame as an entry into discussions about contemporary 
queer culture and homosexual relationships. Ultimately, through these personal works I 
hope to connect with the viewer, and generate a conversation and sharing of experiences. 
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The Losses, The Heartbreaks, The Hungers… 

 

 

Figure 1. ​Untitled ​(from ​The Losses, The Heartbreaks, The Hungers…​), 2020, digital chromogenic print, 24” x 20” 
 

On multiplicity 

In one photograph, three pairs of legs are seen communing at the edge of a bed, playfully 

hanging and imbuing the scene with a level of intimacy. In a second photograph, two bodies 

are now seen on the bed, both in the nude: one is sleeping, the other grabbing its left 

buttock. In a third photograph, two faces face each other: one is pinned to the bed by the 
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other’s hands; the other hovers over, while being gagged by the remote, photographic 

shutter release. Upon closer inspection, it becomes clear that both faces are of the same 

person, the artist; the struggle occurs between multiple representations of myself. For the 

purpose of this paper I will use the term ​other/myself​ to refer to my image in multiple.  

 

On the artifice 

All of these photographs have been captured using a medium-format, analog film camera 

that brings forth a specific look and feel to the photograph. The blurriness of certain areas 

of the frame caused by the narrow depth of field, as well as the relatively thick grain of the 

emulsion, offers the image a realistic photographic quality in which the viewer​ ​is less likely 

to question the authenticity of these duplicated bodies. The multiple ​other/myselves​ that 

are to interact with each other are both captured in analog film, which is then scanned, and 

composited using digital tools; but for the viewer, this interaction seems real, as if two 

living, breathing versions of the artist’s ​other/myself​ were in the frame together. These 

photographic characteristics and artifices offer these fictional images the quality of 

authenticity, as if more than one ​other/myselves​ existed in real life.  

 

On photographic genre 

It is important to point out the presence in many of the photographs of the remote, 

photographic shutter release. A cable can be seen coming out from the body trailing 

towards the bottom edge of the frame. At other times, the ​other/myself​ holds the bulb 

release at the end of the cable becoming a focal point within the frame. The presence of the 

shutter release, as well as the holding of it by the body within the frame, signifies that a 
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self-portrait is being captured: the body, or the multitude of bodies of the artist, within the 

image, is controlling the capture of this photograph. ​In ​The Losses, The Heartbreaks, The 

Hungers…​ I engage in a conversation with a multiplicity of selves, though at times these 

identities are unclear and therefore the nature of the interaction is further confused.  

 

 

Figure 2. ​Untitled ​(from ​The Losses, The Heartbreaks, The Hungers…​), 2020, digital chromogenic print, 24” x 20” 
 
 

On the psychology of the space 

The gestures observed in this body of work occur in a narrow space that contains 

emotionally charged energies. It is a space someone has retired to and locked themselves in 
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to, keeping themselves safe from the real world. The space is constructed by the 

close-framing of the camera, which only lets a few background details pass through to the 

viewer. Trapped within this tight space, a recurrence of the presence of a mirror can be 

seen, serving as an invitation for the ​other/myself​ to constantly gaze at themselves. In one 

photo, sunset lighting hits a mirror against a wall. On the wall, the silhouettes of plants can 

be seen, but within the mirror another silhouette, this time of a person, can be seen. Hardly 

any details of the person can be seen, but one would assume that it is the ​other/myself​ that 

is lurking. Out of all the photographs in this body of work, this one works as an anchor, as it 

binds together the multitude of ​other/myselves​ into one, and through the act of staring at 

the mirror it hints at the idea that all of these images are about the artist’s self. And yes, as 

we will discuss later, all of these images are about the self, but the mirror works in multiple 

ways. The image of the ​other/myself​ in the mirror is an observation on the “self,” but also a 

reflection of the “self;” not just a literal representation, but one where the artist is self 

reflexive. As the ​other/myself​ further interacts with the image on the mirror, this 

rumination takes on a different course as the reflection becomes a metaphor for an “other.” 
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Figure 10. ​Untitled ​(from ​The Losses, The Heartbreaks, The Hungers…​), 2020, digital chromogenic print, 20” x 24” 

 

On the master-slave 

There is a power play in many of these images and, as per the Hegelian master-slave 

dialectic, there is a confusion, as it is unclear which ​other/myself​ in the image is the wielder 

of power. In queer communities, the role of the wielder of power is constantly being 

assumed as heterosocial dynamics are mapped onto homosocial relationships. In the 

archetypal representation of heterosocial dynamics dominated by a male, phallocratic 

dialectic, the male/penetrator plays the role of the master, and the female/penetrated 

plays the role of the slave. As this power dynamic gets mapped onto homosocial 

relationships, we see the emergence of the top/penetrator versus bottom/penetrated, 

which continue to be emulated in multiple forms like butches/femmes, jocks/twinks, 

thin/fat, whites/other races, doms/subs. In ​Screwball Asses​, Guy Hocqueghem writes 
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extensively about this recoding of heterosocial dynamics onto homosocial relationships as 

the power structure simply recodes itself into a male-on-male or female-on-female binary.  

 

In ​The Heartbreaks, the Losses, the Hungers…​ these power relationships are askew, as we 

see an ​other/myself​ in the top position being gagged by the remote shutter release, while 

the ​other/myself​ in the bottom position is also in charge of capturing the photograph by 

holding the remote shutter release in his hand. Who is in control is also unclear in the 

image where the three ​other/myselves​ are directing each other while exchanging fluids. By 

confusing this power dynamic and not following the established norm, I am able to see 

myself in relation to others in homosocial relationships and I can determine and establish 

my position within queer spaces as that of othered. I am labeling these heterosocial 

mappings as an oppressive system that is imposed on homosocial relationships and 

dictates how one is to interact with the same sex.  

 

On BDSM 

It is important to speak about the sado-masochistic moments in the work, like the pissing 

scene in the bathtub, the face slapping of the bottom, or the gagging with the remote, 

photographic shutter release. In order to speak about BDSM, I would like to reference Leo 

Bersani’s ​Homos​. BDSM helps us imagine relations of power structured differently from 

reality; a male sodomized by a woman, a top chastised by a bottom, or a person of color 

overpowering a white person. Its practice depends on a mutual respect generally absent 

from the relations between the powerful and the weak, underprivileged, or enslaved in 

society. The reversibility of roles in BDSM, from dominant to submissive, and back, allows 
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anyone to get their moment in the exalted position of the dominant position, but also its 

opposite by taking pleasure in letting go of control in the subordinate position. This can be 

seen as a challenge to archetypal hierarchies of power in relationships as it unlinks power 

from privilege. BDSM imagines relations of power structured differently as roles are 

reversible and subjugation within role-playing is consensual. The incorporation of BDSM 

interactions to this body of work allows for the power dynamics between the 

other/myselves​ to be fluid, as power and powerlessness are reciprocal between the bodies.  

 

 

Figure 11. ​Untitled ​(from ​The Losses, The Heartbreaks, The Hungers…​), 2020, digital chromogenic print, 20” x 24” 

 

On self-portraiture and catharsis 

I capture self-portraits as a tool for catharsis, as a way of dealing with my mental health 

issues; in this case, engaging an ​other/myself​ in a conversation about depression and 

hopelessness, longing for another, longing to love myself, dealing with trauma, and 
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breaking from prescribed heteronormative and homonormative ways of being. How does 

this relationship that I have with myself present itself?  How does the internal dialogue 

proceed and how much damage does it create? This becomes more complicated when the 

other/myself​ represents external relationships from a complicated homosocial landscape. 

 

In one photograph, one ​other/myself​ sits down on a couch while looking straight at the 

camera with a confident gaze. An ​other/myself​ is fully nude on the couch, spreading his legs, 

the body half obscured by shadows. Again, the remote, photographic shutter release is seen 

trailing towards the edge of the frame, signifying that he is in control of this photograph. ​All 

in all, this ​other/myself​, the artist, is ready to have this moment, the conversation about 

mental health and trauma, and is ready for catharsis. But the catharsis can also be seen 

with some gestures signifying self-compassion. In one photograph, while in bed, an 

other/myself​ faces down while another ​other/myself​ attempts to console, or as seen in 

another photograph, a manic ​other/myself​ is sitting on the couch and held down by another 

other/myself​, who places a hand on the chest, close to the heart.  
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Figure 12. ​Untitled ​(from ​The Losses, The Heartbreaks, The Hungers…​), 2020, digital chromogenic print, 24” x 20” 

 

On depression 

Following Ann Cvetkovich's proposal in ​Depression: A Public Feeling​, this body of work 

crafts a queer space that accounts for depression as an entry into discussions about mental 

health and homosociality in cis-gender gay male communities. Although the artist is the 

one being depicted in the work, at times it signifies larger homosocial relationships. The 

body of work also delves into an exploration of trauma and shame lodged within the body, 

as well as body image politics and homosexual desire of white, physically fit, cis-gender 

male bodies. ​Per Cvetkovich’s proposal, the goal of this body of work is to depathologize 
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negative feelings so that they can be seen as a possible resource for political action rather 

than as its antithesis. Cvetkovich does not suggest that depression is thereby converted 

into a positive experience. For her, it retains its associations with inertia and despair, if not 

apathy and indifference, but these feelings, moods, and sensibilities become sites of 

publicity and community formation. It's a search for an idealized space that doesn't make a 

simple distinction between good and bad feelings or assume that good politics can only 

emerge from good feelings; feeling bad might be the ground for transformation. 

Cvetkovich’s proposal is also about hope and even happiness, about how to live a better life 

by embracing rather than glossing over bad feelings; asking how it might be possible to 

linger with the negative as part of a daily practice, cultural production, and political 

activism. It engages with the feminist mantra that “the personal is the political.” 

 

On the intersection of depression and power dynamics 

According to Hegel, only by seeing ourselves in relation to other humans in society can we 

determine our sense of self-consciousness and establish our place in the world. In his 

master-slave dialectic, a struggle to the death emerges between master and slave. The 

master emerges as master because he does not fear death and his identity is not dependent 

on life. The slave, however, consents to the subservience out of fear, and this becomes 

crucial at a later moment of the dialectic. The slave further develops and is the first in 

achieving self-consciousness as their lives depend on it; the significance of their existence 

is fully realized by the slave, as they have recognized their limitedness and dependence on 

the master. Ultimately, the master discovers that they are in fact dependent on the slave for 

determining his place in the universe and constantly affirm their position as master.  
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For Cvetkovich, depression is a cultural and social phenomenon rather than a medical 

disease. She suggests that depression can be seen as a category that medicalizes the 

emotions associated with keeping up with corporate culture and the market economy, or 

with being completely neglected by it. Those who fail to be producing agents of society are 

then pathologized as depressed. The depressed and the slave are forced to achieve 

self-consciousness as their lives depend on it. For this reason, Cvetkovich proposes that the 

depressed are in a position to tarry with the negative as part of daily practice, cultural 

production, and political activism.  

 

I am positioning the state of depression as one of subjugation, and speaking from 

oppressive structures, like phallocratic structures, master-slave dialectics, or as simple as a 

top-bottom dynamic does not lead to enacting change. I reposition this state of depression 

and step outside of oppressive structures to a position of agency. 
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Figure 13. ​Untitled ​(from ​The Losses, The Heartbreaks, The Hungers…​), 2020, digital chromogenic print, 24” x 20” 

 

On purpose 

The Losses, The Heartbreaks, The Hungers…​ is a photographic body of work in which I 

engage in a conversation with myself on mental health and self-compassion, in order to 

reposition these as a space for agency. Through the exploration of “self” through the 

multiple ​other/myselves​, I’m able to expand the notion of self-portraiture and scrutinize 

homosocial relationships, as my body begins to become a placeholder for an “other.” This 

body of work rejects the binary notion of heterosocial power dynamics that are mapped 

onto homosocial relationships - those roles that are labeled as dominant and those roles 
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that are labeled as submissive - which become an oppressive system that one must follow. I 

position myself not just as “othered” within heterosocial normativity, but also as “othered” 

within queer communities, as one that does not play along with imposed schemas and 

desires.  

 

I use my self-portraits as a tool for catharsis, as a way of dealing with my own mental 

health issues, but also to create a liberatory image that counters the prescribed narratives. 

This functions as a form of self-assertion and self-care. Following Cvetkovich’s proposal of 

depression as an opportunity for reexamination and change, my work crafts a queer space 

that accounts for depression,  shame, and loneliness, as an entry into discussions about 

contemporary queer culture and homosocial relationships. Ultimately, these personal 

works hope to connect with the viewer and generate a conversation and sharing of 

experiences.  
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