Evelyn B. Tribble and Nicholas Keene
COGNITIVE ECOLOGIES AND THE HISTORY OF REMEMBERING
Religion, Education and Memory in Early Modern England

Forthcoming titles:

Anne Fuchs
ICON DRESDEN
A Cultural Impact Study from 1945 to the Present

Owaln Jones and Joanne Garde-Hansen (editors)
GEOGRAPHY AND MEMORY
Exploring Identity, Place and Becoming

Emily Keightley and Michael Pickering
CREATIVE MEMORY

J.Olaf Kleist and Irial Glynn {editors)
HISTORY, MEMORY AND MIGRATION
Perceptions of the Past and the Politics of Incorporation

Palgrave Macmillan Memory Studies

Series Standing Order ISBN 978-0-230-23851-0 (hardback)
978-0-230-23852-7 (paperback)

{outside North America only)

You can receive future titles in this series as they are published by placing a
standing order. Please contact your bookseller or, in case of difficulty, write to us
at the address below with your name and address, the title of the series and the
ISBN quoted above.,

Customer Services Department, Macmillan Distribution Ltd, Houndmills,
Basingstoke, Hampshire RG21 6XS, England

Caci i W

T e

Memory in Culture

Astrid Erll g

Translated by Sara B. Young

Original German language edition: Astrid Erll: Kollektives Gedichtnis
und Erinnerungskulturen. Eine Einfithrung. (ISBN: 978-3-476-01893-9)
published by J.B Metzlersche Verlagsbuchhandlung und Carl Ernst
Poeschel Verlag GmbH Stuttgart, Germany. Copyright © 2005

palgrave
macmillan

o

MS5ONc LIPS




112 Memory in Culture

but w‘hich can also be modified by them; about the temporal structy

experience, that is, about processes of consolidation or the recoml;ie g
nlclm of cu{tural semantics; about specifics of (mass-)mediations wh?;,‘
fdgr; nf:; ;fecond-pand"expeTignces; and, finally, about the practica)
o 2000, experience in guiding future action (see Buschmann and

Research on cultural experience is closely tied up with memory stud

where. the possibilities and limits of ‘bearing witness’ in an a r::,of 3
gen’oade, and terror are addressed. Trauma and the ‘crises o? wit o
ing’ (Laub and Felman, see chapter 111.1.2), which the viclent hl?tess-
of the twentieth century has brought to the fore, raise the questio ¥
how extreme experience can (or cannot) be narrated and framed In I:hc’f
context, Ernst van Alphen has forcefully argued that experienc;a is nc::

direct and unmediated, but ‘de
' ends of fac
discursive: P tors that are fundamentally

Experience and memory are enabled, shaped and structured accord
Ing to the parameters of available discourses ... Experiences are ;
only collectively shared because they are grounded on cultural 310 ;
fourses; this shared background also makes experience and memao 3
sharab!e.' The discourse that made them possibie is also the dirsy
course in which we can convey them to other humans. Our ex eri-
ences and memories are therefore not isolating us from others; It)h g
enable interrelatedness - culture. (van Alphen 1999, 36f.) '

In the model proposed here, cultural memory provides the mental
material and social structures within which experience is embedd z:i'
constructed, interpreted and passed on. Memory is a kind of switsh'
I:!oard which organizes experience both prospectively and retros :
tively: Prospectively, cultural memory is the source of schemata wtllj::(l:;
already pre-form experience, that is, which decide what will even ent

the individual’s consciousness and how this information will be fut::
t?ler Processed. Memory as an apparatus of selection and schematiza-
tion is tl}us the very condition for gaining expetiences. But it is onl

retrospectively, through cultural remembering, that we create experisf

ence as an interpretation of events that gui ;
; Ides future a
Middleton and Brown 2005). & ction (see alsg

\%

Media and Memory

v.1 Media and the construction of memory

Cultural memory is unthinkable without media. It would be inconceiv-
able without the role that media play on both levels - the individual
and the collective. On the individual level, the sociocultural shaping of
organic memories rests to a significant extent on mediation: memory
talk between a mather and her child, oral communication within a
family, the significance of photographs for media-based (re-)construc-
tions of our childhoods, the influence of mass media and its schemata
on way we code life experience. Even more so, memory on the collec-
tive level - that is, the construction and circulation of knowledge and
versions of a common past in sociocultural contexts - is only possible
with the aid of media: through orality and literacy as age-old media for
the storing of foundational myths for later generations; through print,
radio, television and the Internet for the diffusion of versions of a com-
mon past in wide circles of society; and, finally, through symbolically
charged media such as monuments which serve as occasions for collec-
tive, often ritualized remembering.

Thus not only do media have a constitutive relevance for both lev-
els of memory; they also represent an interface connecting the two
areas. Since Halbwachs and Warburg, a basic assumption of cultural
memory studies has been that memory is neither an entity abstracted
from the individual nor a result of biological mechanisms such as
heredity (see chapter 11). It is for precisely the reason that we must
understand media and mediation as a kind of switchboard at work
between the individual and the collective dimension of remembering.
Personal memories can only gain social relevance through media rep-
resentation and distribution. This is particularly obvious in the case of
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114 Memory in Culture

eyewitnesses: Only through interviews or the publication of letters g
their experiences become an element of cultural memory (‘externalizy.
tion). Conversely, the individual only gains access to socially shareq
knowledge and images of the past through communication and media
reception (‘internalization’).

In light of this inherent mediality of memory, it is no surprise that
cultural memory research is often simultaneously media research,
However, just like memory, media do not simply reflect reality, byt
instead offer constructions of the past. Media are not simply neutra
carriers of information about the past. What they appear to encode -
versions of past events and persons, cultural values and norms, con.
cepts of collective identity - they are in fact first creating. In addition,
specific modes of remembering are closely linked to available media
technologies. For example, the detailed histories of nineteenth-century
historiographers had no counterpart outside the medium of the book.
The elaborate national histories of authors such as Jules Michelet of
Leopold von Ranke are not to be found in the oral tradition, nor in
historical paintings or rituals. History in this form simply did not exist
in other media or indeed at all in a reality outside the media. Solely
the medium of the book exhibited the capacity to present an enor-
mous muititude of memory-relevant information in a temporal-causal
order - and thus to construct national history in the detailed form that
the scholarly historiographical method developed in the nineteenth
century required.

This power of media to create realities has been emphasized in media
theory from its very beginnings. Sybille Krimer (1998, 14f.) offers a
remarkably clear summary of the cultural significance of media:

Media do not simply convey messages, but instead develop a force
which shapes the modalities of our thinking, perceiving, remember-
ing, and communicating. ... ‘Mediality’ expresses the idea that our
relationship to the world (and with this all of our activities and expe-
riences) is shaped by (and the world is made accessible through) the
possibilities for distinction which media open up, and the limitations
which they thereby impose.

Whatever we know about the world, we know through media and in
dependence on media. The images of the past which circulate in mem-
ory culture are thus not extrinsic to media. They ate media constructs.
This does not make them counterfeit or unreal; mediality represents
instead the very condition for the emergence of cultural memory.
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The implications of such a constructionist insigh.t into the ineltuct:l;:z
mediality of our reality have been formulated within differen thizes
theories. The communications theorist Jamt?s W. ;arey em;; ]a s
that ‘Technology, the hardest of material artifacts, is thoroug 2; o
tural from the outset: an expression and creation of'the very 109119 2o o
and aspirations we pretend it merely demfmstrates !CareL M;e‘m;
The sociologist Niklas Luhmann writes in his The‘ Reality of Mass e
(2000b, 6): ‘The theory of operational constructllonism does no e
to a “loss of world”, it does not deny that reality exists. .Howeivr:e ;he
assumes that the world is not an object but rather a hf);;z?nAnd e
phenomenological sense. It is, in other wctrds, jnaccess: et. 1o e
philosopher Martin Seel (1998, 255) e?cplams: It‘doe]s~| r:o a.l.i. how
from the internal connection of mediallt)f and reality t all e :}};at o
all intents and purposes a media constmctxgn. It simply fo 0";15 P
media constructions through which reali.ty is given or accesfll ei, el
is not given as media construction, but instead is given solely by
ruction.’
Orlrrr:alill?s; CC:;: classic study Understanding Medi.a (1?64), Mar::a;]‘
McLuhan introduced the famous phrase ’tl.le medlurfl is the me:l af'] g
into the discourse of media theory, emphasizing that the perso:l 2 and
social consequences of any medium result from the' nte:;l scB) ohat
is introduced into our affairs by extension of ourselves' (i id., éssa !
medium transforms social reality; this is, for McLlizhan, 1-ts rrt : fu;-
Media of memory, too, which can be understood as exten;nons Oltura[
organic memories, bring about consequence? in that they shape c;:es -
remembrance in accordance to their specific means and measures.
‘the medium is the memory.’
thi/s\':]e:ns t:.:feu;:tinstcltar the medial construction.of reality, we are :ljlealgg
with two aspects, which Sybille Krimer, referring to. the medifi t g?the
put forward by Luhmann and McLuhan, condenses in the notion
‘medium as trace and apparatus’:

The medium is to the message what the unintended trace (115 to th;
intentionally used sign. ... The meaning-making role of mﬁ :; l::uht
thus be thought of as the trace of somethir}g absent; this she s‘ EOt
on why the role of media usually remains hidden. The mec.lnurg.‘lls1 ot
simply the message; rather the trace of the medium is retained i
message. (Krimer 1998, 81)

Media technology as apparatus ... educes artificial worlds, it opens
up experiences, and makes possible processes which without the
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apparatuses would not be simply attenuated, but which would not
exist at all. .Not improved performance but rather world-creation js
the productive meaning of media technologies. (ibid., 85)

Working from Krdmet’s notion of the medium as trace and apparatuy,

we can distinguish two distinct aspects of the role media play in proz'
esses of cultural remembrance: (1) Media are not neutral carriers 0-
containers of memory. In all media-supported acts of rememberin :
‘trace’ of the specific memory medium that was used will be retaingeda
F)n bath the individual and the collective levels, we are therefore deal.
ing not only with a fundamental media-dependence of rememberin 3
but also with the fact that ‘the medium is the memoiy’ in that it sha eg;
our acts of remembering in ways of which we are often not even awapre
(2)‘ As ‘apparatuses’, media of memory such as monuments books'
p.amtings or the Internet go far beyond the task of expanding t'he indi:
vidual human memory through the externalization of information:
They create media worlds of cultural memory according to their speciflc'

capacities and limitations - worlds that a mem
oIy community wi
not know without them. ’ Sl

V.2 The history of memory as the history of media

Beca}nse of the complex intertwinings of media and cultural memory -
fnedla first create memory culture; the trace of the medium is retained
in the memory - histories of memory are often written as histories of
its changing media. In this chapter, we will introduce three exponents
of m.emory studies who have illuminated the historical depth of the
relationship between medium and memory: the historian Jacques
Le Goff; the interdisciplinary working group ‘Archaeology of Literary
Communication’, led by Aleida and Jan Assmann; and Elena Esposito
who stfldies memory from the perspective of soctal systems theory. :

In History aid Memory (1992; orig.: Storia e memoria 1977ff.) Jacques
Le Goff distinguishes five phases in the history of memory. He ’takes his
cue from the writings of André Leroi-Gourham, who claimed that; ‘The
hi:story of collective memory can be divided into five periods: oral ;rans-
mission, written transmission with tables or indices, simple file cards
mechanical writing, and electronic sequencing’ (Leroi-Gourhan quoteci
in Le Goff, 54). Building on this, Le Goff then analyses: J

1. tpe ‘ethnic memory’ in societies without writing, the so-called primi-
tive societies;

=
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9. the ‘rise of memory, from orality to writing, from prehistory to
antiquity;’

3, medieval memory ‘in equilibrium’ between orality and writing;

4. the ‘progress of written and figured memory from the Renaissance
to the present;’

5. the ‘contemporary revolutions in memory’. (Le Goff 1992, 51-99)

The contents of memory in cultures without writing, which are depend-
ent upon orality as a medium, are, according to Le Goff, first ideologi-
cally charged myths of origin which are evoked in rituals and endow
collective identity, second genealogies of ruling families, and third tech-
nical and practical knowledge. Memory specialists {priests, shamans,
court historians) are trained for the work of remembering. What they
produce at occasions for remembrance as the contents of a community’s
memory, however, is not an exact, verbatim replica of earlier acts of
remembering. Often, they recall only the deep structures of the memory
tales, their narrative patterns. According to Le Goff (who refers to the
studies of Jack Goody), oral societies thus exhibit a greater freedom in
remembering than do literate societies. Their memory is more creative
and dynamic than it is reproductive.

With the development of writing - and thus the medium of literacy -
in the ancient world, two different forms of memory emerged, both
of which were closely tied to the exigencies of urban societies: first
commemoration based on inscriptions (for example, on monuments
or gravestones), and second the document, which brought with it
the ability to store information. In the Christian Middle Ages, oral
and literate memory were in an equilibrium, and were indeed closely
interwoven. The transmission of knowledge was still tightly linked
with oral practices and techniques, and handwritten texts tended to
be memorized.

It was the printing press that revolutionized memory in Europe -
a process which started in the Renaissance. The distribution of printed
books resulted in the slow but steady decline of the mnemotechnics
inherited from ancient rhetorics. The ‘discovery of history’ around 1800
led to the creation of archives, museumns and libraries. The plethora of
media retained in these storehouses of memory required that institu-
tions be created which trained specialists to preserve and study their
inventory.

At the end of the nineteenth century, photography emerged as a
further central medium of memory, one that suggested authenticity
and - as it provided a portrait gallery in the family album - also
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‘democratized’ memory. With the invention of the computer and the
advent of ‘electronic memory’, the current ‘revolution of memory’ js
finally reached. The electronic media have also had, as is pointed out
by Le Goff, an important ‘metaphorical’ impact on memory culture, as
organic and social remembering is now thought of in terms of computer
analogies. (For a comprehensive history of memory written along the
lines of media evolution and the different metaphors of memory that
new media engendered, see Draaisma 2000.)

A more rigorous media theory perspective on the history of mem-
ory was provided by the German interdisciplinary working group
‘Archaeology of Literary Communication’, founded in the mid-1970s,
The shared goal of its members (which included Aleida and Jan Assmann,
Konrad Ehlich, Burkhard Gladigow, Christof Hardmeier, Dietrich Harth,
Tonio Hélscher and Uvo Hélscher) was the historicization of media
theories such as had been developed by the Toronto School (Harold
Innis and Marshall McLuhan) and (in the German-speaking world) by
FA. Kittler, as well as of the poststructuralist ‘philosophies of writing’ of
Michel Foucault, Jacques Lacan and Jacques Derrida. The working group
defined ‘literature’ as written transmission, and thus exhibited a very
broad understanding of the term. In a critical dialogue with the research
done in the fields of philology and cultural anthropology on the rela-
tionship of orality and literacy (Milman Parry, Eric A. Havelock, Walter
Ong, Jack Goody and Jan Vansina), the group considered what various
media could contribute in the framework of a ‘temporal extension’: in
cases in which the sender and the receiver of a message are many years,
perhaps centuries apart. This is what Konrad Ehlich, in the first publi-
cation of the working group, Schrift und Geddichitnis (1983; ‘Writing and
Memory'), called ‘expanded communication’;

The expansion of communication necessitates facilities for interme-
diate storage. The system of communication must develop a form of
external storage, intc which messages can be transferred, as well as
forms of transfer (coding), storage and retrieval. This calls for institu-
tional frameworks, specialists and normally also systems of notation
external to the body, such as knotted strings, tchuringas, counting
stones and finally writing. (Ehlich 1983, 203)

A central thesis of the Assmanns’ theory is that orality and literacy are
associated with two fundamentally different organizational forms of
such expanded communication, which they called the Cultural Memory
(see chapter 11.4). In other words, the form of the Cultural Memory is
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due in significant measure to the available media in a society. In oral
socleties, the functional memory and the stored memory necessarily
concur, in the absence of external, material carriers of memory. Media
and remembering’subiects are not divorced from each other. Oral mem-
ory is characterized by what ].A. Barnes has called a ‘structural amnesia”:
everything not immediately needed must be forgotten. In literate sacie-
ties, on the other hand, a stored memory may develop, since through
the outsourcing of information to media more and different things can
be retained than are actualized at any given moment.

Elena Esposito’s outline of the history of memory in Soziales Vergessen
(2002, ‘Social Forgetting’) distinguishes itself from the examples above
as it was not developed on the basis of hermeneutic-semiotic theories
of culture, but is instead based on the premises of Niklas Luhmann’s
systems theory. According to Esposito, the memory of a society comes
by its specific form as a result of dynamic interactions between: (1) the
forms of differentiation of society (according to Luhmann these can be
segmentatry, stratified, or functional); and (2) the available technologies
of communication. Esposito distinguishes between four phases of the
history of memory:

1. Prophetic memory: ancient civilizations; main metaphor: memory as
‘wax’;

2. Rhetorical memory: ancient and medieval societies; main metaphor:
memory as ‘storage’;

3. The memory of culture: modern era; main metaphor: memory as
‘archive’ or ‘mirror’;

4. Procedural memory: post-modern period; main metaphor: memory as
‘network’ (see Esposito 2002, 41-3).

Esposito argues that ‘the memory of a society depends on the available
technologies of communication ... of the individual society: these influ-
ence its forms, range, and interpretation’ (ibid., 10). Changes in media
technologies therefore play a decisive role in the transitions from one
form of social memory to another. New technologies of communica-
tion which engendered major memorial transformations are, according
to Esposito, ‘(alphabetical and non-alphabetical) writing, the printing
press ... and finally the computer’ (ibid., 38).

Despite all its internal heterogeneity, cultural memory studies can be
grasped as a field that ‘focuses on the central question of the media of
storage, communication, dissemination, and interpretation. The history
of memory s, in this perspective, the history of its media’ (J. Assmann
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In his afterword to Esposito 2002, 414). Different historiographies of

21;;1-15;_1 ::)1:\:1 :;lt;;al memr:)ry may present different kinds of periodiza.
o, Howes ; e most significant .ruptures in the history of mediateq
pememb g pI.Jea.r to be the transitions from orality to writing, fro
) gﬁ 0 thg pnntlflg press, and from the printing press to the Eligi o
ge. . anges in media technology, society, politics and cultural merm-;tall
:re all very clos§l)f refated. Yet this relationship must not be thought
: ;rﬁgz?cca;?:‘l:;t .1t isnota one:way street. Media revolutions can chan;):
s of ive remembering (as the invention of writing may havy,
ed to the development of a cultural stored memory), but specific ch ;
]enc;ges' to rrfem(')ry culture can also lead to the emer’gence, accept(;nal-
fenc N r?;sl;emlg::;fn of n‘ew media technologies. For example, the necv:
e §1y € printing pr.ess developed fuily over the course of the
g .een century, as the middle classes emerged, with their desi
participate in public memory-making. ' S

V.3 Medium of memory: A compact concept

Itl)lle theories and histories of memory introduced thus far have profit-
Shi; :;I;prlrlleefl itlhrfl con:lcept of ‘media’, yet a closer look at the relation-
restion: oo ei:ctl;n;esm:r‘):n :zfmses ;m unanswered, fundamental
: i um of memory’? What mij
ap;lpear to t?e 1r.1tuitively evident becomes distinc?l,y maore cglnllit::c:i:;
when considering concrete processes of cultural remembrance: Medi
phenomena appear on various levels within culturaj memo ar.ld tfa ia
manifestations and functions are quite diverse. Furthermo?; C 1e :
social processes seem to be involved in the coding of am c'i v s 5
‘medium of memory’, S =
. Understa.nc!ing the logic of media of memory therefore requires look-
::g;t medlallty from many different angles. This is not an easy task, as
1 dlEl studie.s itself proves to be an extremely heterogeneous resea'rch
andscape with a multitude of often apparently incompatible th
;fs' methods and concepts (see Hartley et al. 2002; Wardrip-Fruin ailod-
y rO:ltf.Ol‘t 20'03). Cultural memory studies has a twofold interest in media:
S , it seeks to understand the significance of fundamental forms of
rr;e‘dlality fo‘r mt’amory. This kind of research is based on an understandinog
gr l::‘l(::r fr:ne]f;llum as an e.ntity that, quite literally, ‘mediates’ between two
or more phenomena - in our case, for example, between the individual
c'o ective level of memory. At the same time, what is at stake is th
question about the mnemonic impact of ‘the media’ as systems of socia?

Media and Memory 121

and increasingly global (mass) communication. Studying media from a

cultural memory studies perspective therefore implies a conceptual bal-
ancing act between quite distant areas of current media research.

In an effort to tagkle the problem of defining the term ‘medium’, in
his writings on media culture the German theorist Siegfried J. Schmidt
has proposed suggestions for what he calls an ‘integrative concept’. He
notes that ‘medium’ is indeed a multifarious term, which is used, both
in everyday and in scholarly discourses, in very different ways. In order
to disentangle the major denotations of the term, he distinguishes

among four components:

| conceive of the ‘medium’ ... as a compact concept which integrates
four dimensions and areas of effect: 1. communication instruments
(such as language and pictures); 2. technological devices (such as
Internet technology on the side of receivers and producers); 3. the
social dimensions of such devices (such as publishing houses or
television stations); and 4. media offers which result from the coales-
cence of these components and can only be interpreted in relation
to this context of production. (Schmidt 2008, 198f.)

Such a multi-level or multi-component model is even more important
for an understanding of ‘media of memory’. Studying media from a
mnemohistorical perspective usually means considering rather different
factors — such as instruments of communication (for example, writing),
media technologies (for example, printing), the institutionalization
within social systems (for example, canonization), and specific media
offers (for example, a new edition of Homer's Odyssey). It is only in the
interplay of such a range of distinct media and social phenomena that
a ‘medium of memory’ is constituted.
What follows is an attempt to understand the ‘medium of memory' as
a compact concept. This involves both an adoption of Schmidt’s model
as well as its modification to speak to the concerns of cultural memory
studies. Which factors are actually involved in the creation of a medium
of memory? And on what levels are these factors located? Media of
memory have a material as well as a social dimension (for mental fac-
tors see ch V.4.2). In a first step, therefore, | will define ‘communication
instruments’, ‘media technologies’ and ‘objectivations’ as the principal
material components of memory media. In a second step 1 will consider
the social dimension, namely the different uses that memory media are

put to by social communities.
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V.3.1 Material dimension

1 . . . ] . ]
’ a"d ar il

Mea.ns of communication such as oral speech, writing, images or sg

are instruments which make externalizations from individual mindund
media possible in the first place, and thus create the very conclitic:-nsfto
the creation of cultural memory. Because communication instrum -
can be used in many different media technologies, this opens u )
bilities for comparative research - for example, the study of howpcgrct)SSI-
t}'ansmedial ‘memory images’ circulate among painting, photogra ;ln
film, television, and the Internet; or of the intermedial;ty of mgeml:)g;

for example, the interplay of text and i i
: s nd image (this has been st
extensively in relation to W.G. Sebald’s novels). T

2 Media technologies: Storage and dissentination of memory

Media technologies allow for the dissemination, from a spatial point of
view, and the storage, from a temporal point of view, of the conten(t)
of cultural memory. Instruments of communication such as writin, ¥
whether carved in stone, printed on paper, or published on the Interne%
reach smaller or larger memory communities and prove to be storabl’
fon: different lengths of time. Media technologies, however, are far fron:
?eu:i;] l?eutral c?ntainers for memory semioses. Their spec’ific matetial-
(?é'e ! lf:;) 1:::31;1;115 and limits contribute to the character of the message
Today, memory research is interested in the impact on cultural
remembrance of significant changes in media technology. The Vietnam
Veterans Memorial in Washington, DC (“The Wall’), for example, a
stone_monument commemorating the Americans who were killed’ln
tl?e Vietnam War, found a place on the Internet in the form of ™M
Virtual Wall'. This change of medium and the novel possibilities offereg
by the technology of the World Wide Web also changed the practice
of memory. For example, since every user of the Virtual Wall has the
opportunity to customize his or her own homepage, this results in

a strongly personalized mode of rememberin
g (see the case
Angela Sumner in Erll/Niinning 2004), study by

3 A.r!edr'a offers: Material objectivations and aesthetic forms of
mediated memory

Homer’s Iliad, medieval manuscripts, the British Museum, soldiers’ let-
ters from the trenches of the First World War, Picasso's Guernica (1937)
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and pictures in a family album are cultural objectivations which can
wrn into media of memory. They can, for example, serve as canonized
media of national memory; as components of the stored memory they
may await actualizgtion in an archive; in the framework of the commu-
nicative memories they can transmit the specific everyday experience
of a recent past and prompt communication between generations. But
no matter what their specific role may be, media products must always
pe understood as no more than an ‘offer’ to a mnemonic community.
This offer can be accepted, but the media product can also be ignored
or used in other than memorial ways.

It is in particular art and literary studies which scrutinize specific
objectivations of cultural memory. At the same time, these are the dis-
ciplines which emphasize what Fredric Jameson (1981) has called the
‘content of form’. In fact, as Stuart Hall maintains, ‘a “raw” historical
event cannot, in that form, be transmitted’ (1980, 129). Incorporating
genres, metaphors and narrative structures would therefore seem to be
indispensable especially for a conception of media of memory. To give
just one example: There are certain forms which are preferred in cod-
ing contents of the Cultural Memory. In western cultures, the forms
of ‘tragedy’ and ‘epic’ have mediated foundational memory for many
centuries. In the case of John Milton’s Paradise Lost (1667/74), the mes-
sage is therefore not solely the media components ‘writing’ and ‘printed
book’, the canonization process in English society, and the concrete
work itself, but first and foremost its form, its epic structure. Forms
are generally transmedial phenomena; as such they can migrate across
media. However, forms are always tied to concrete media offers; they
can only be materialized in cultural objectivations.

Vv.3.2 Social dimension

Not only does media communication have a material aspect; it is
also inherently a social process. Stuart Hall emphasizes that while the
"“message form” is the necessary “form of appearance” of the event in
its passage from source to receiver’, it must also ‘be integrated into the
soclal relations of the communication process as a whole, of which
it forms only a part’ (Hall 1980, 129). Social processes are important
in any discussion of media, and even more 50 in the field of cultural
remembrance. The three aforementioned material components (com-
munication instruments, media technologies, media offers) are impor-
tant analytical categories for the study of media and memory. From
their specific constellations we can draw conclusions about possible
‘memory effects’ and mnemonic functions of media. The three material
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compo.nents engender a ‘functional potential’; what we say ab
Poter}tlal remains purely hypothetical. The actual transition Ofut e
medial phenomenon’ to a ‘medium of memory’, howeve o C
comes to pass within the social dimension. This trz;nsltion ?t i
on forms of institutionalization and always on the use theot‘uer:::tl;eSts
t On-

alization of a medium as a med!
edium of memo i
groups, and societies, By Indivkduals S

4 The social use of media

Ever since Maurice Halbwachs, the social dimension of memo h
' cc)ace.n la central conce.irn of memcl.ry studies. Memory is (re-)constmgzed ja:
ial contexts and it is the ‘social frameworks of memory’ {in the li
sense) which decide - consciously or unconsciously - which medit 5
.avai.l themselves of in this constructive process. The social lnstitutioz:n:lci

ization of m‘emory media finds its strongest manifestation in the fr
xa;lc\'ho; national, ideological, ethnic or religious memory. The n?er?i;:
re meant to convey officlal versions of the past requir
in the social dimension in order to e i q ‘e -
zation, the establishment of an:hives,n:}:l;ec:ggi;:a(:{}s:;::;gnéuca?oni-
fmd so .on. This is why, according to Jan Assmann ‘organizationrf cull:'
institutionalization of memory and the specializat;on of its carri o
a constitutive characteristic of the Cultural Memory. " &
na\t/;l::;:]er cin t.he framework of highly institutionalized forms of
and religious remembrance or the less stable and more fl
‘tuatcill?g everyday reference to the past, say, within a family - the telrlg
r?:e Il;nm ‘offmem.ory’ is only appropriate in the case of a corresponding
onic functionalization. The sociohistorical context not only ¢
;rlil;uzse indgn:‘zt measure to the effects of media on cultural mem}c’)r; I:;
even decides on their definition as such in the first place; B ‘
media must be used as media of memory, the memory- king role must
be attributed to them by specific peoplz at a specig?ti'::;kail:% TO::cI:USt
Two fundamental aspects of the mnemonic functionalizationpmus; be

distinguished, which lar
5 gely correspond to St i i
of ‘encoding’ and ‘decoding’: ’ I

. :”roduction-side functionalization: A typical exampie is the Assm !
cultural text’ (see chapter V1.3.1), in which messages for posteri?):1 :rse
tencoded. Egyptian pyramids, national historiography of the nine-
eenth c_entury, the ‘Memorial to the Murdered Jews of Europe’ i
Berlin - in all of these examples, we are dealing with productiog-sidn
(and prospective) functionalizations of media of memory: Architea:ti
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and histarlans who create as well as ruling classes and democratic
societies which commission media of memory intend for these media
to elicit processes of remembering in the future.
Reception-side funcgionalization: A medium of memory exists when
people think it does. As soon as it is perceived and used as such,
a medium turns into a medium of memory - even if it was never
intended to be one. Samuel Pepys’s journal, written in England in the
seventeenth century, in code and (in light of its juicy details) likely
not intended for a broad public, or the relics of everyday life in the
GDR that are presented in the German ‘Ostalgia’ (‘Ost’ [East] and
‘nostalgia’)-shows on television are retrospectively assigned the sta-
tus of ‘medium of memory’. Particularly in this area of the reception-
side (and retrospective) functionalization, a broad understanding of
the mediality of cultural memory must be applied: Here, everything
is a medium of memory which is understood as ‘transmitting some-
thing’ from or about the past. In this way, everyday objects and even
elements of the natural world can become media of memory. This
recipient-side functionalization is not necessarily intentional; often
it is only noticed in retrospect that certain phenomena evidently
served in a certain epoch as media of memory. However, the ques-
tion of what attributes of the phenomenon could suggest such a
functionalization leads back to the first, the material, dimension of
memory media, that is, to the analysis of the functional potential of

their specific materiality.

The ‘compact concept’ shows that a medium of memory is not a given,
but instead comes into being through a complex interplay of various
material and social factors. Furthermore, this interplay takes place in
specific contexts of remembrance; it is therefore historically and cultur-
ally variable. Media of memory always materialize against the backdrop
of existing configurations of memory. Spaces of experience and hori-
zons of expectation, structures of knowledge, memory practices, chal-
lenges and contested memories shape the production, transmission and
reception of memory media. Whenever media are studied as parts of
memory culture, they must be removed from a generalizing, ahistorical
view, and seen in relationship to very specific cultural processes.

To sum up, media of memory construct versions of a past reality. The
materiality of the medium is every bit as much involved in these con-
structions as is the social dimension: The producers and reciplents of a
medium of memory actively perform the work of construction - both
in the decision as to which phenomena will be ascribed the qualities of
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memory media, as well as in the encoding and decoding of that whyj

Is (to be) remembered. Media and their users create and shape memQCh
and they always do so in very specific cultural and historical contexry’
Whether and which versions of past events, persons, values or conc -
of identity are constructed through a medium of memory depends t: o<
small extent on the conditions prevailing within that memory cultu::)

To this point in the analysis, the distinction of two basic functions
that media can fulfil - storage and circulation - foilows the differentia-
tion between ‘time-biased’ and ‘space-biased’ media made by Harold
A. Innis in The Bigs of Cormmunication (1951). However, when dealing
with cultural memory, the dimensions of time and space are not the
only criteria to distinguish the storage from the circulation function.
In addition, especially canonized storage media, such as monuments
or epics, tend to refer not only to the versions of the past which they
encode but also to themselves. Effective storage media, such as the
ible, Shakespeare’s Histories, or the Arc de Triomphe, are usually
simultaneously medium and content of cultural memory - media which

V.4 Functions of media of memory

V.4.1 On the collective level: Storage, circulation, cue

As we have seen, media of memory come to life in the social world
Once they have emerged, which functions can they perform in mne'
monic communities? In what follows, I will differentiate between three-
fgnctiopal aspects of memory media on the collective level: storage
circulation and cue. This is a purely heuristic distinction. In fact or?l :
In rare cases will one single functional aspect characterize a part,icula)rr
medium exclusively. On the contrary, the memory media which are
most effective are usually those which simultaneously exhibit featu
of each of the three functions. 4
The storage function refers to media’s task of storing contents of
rpemory and making them available across time. This is the classic func-
tion of memory media, and also that which has been the subject of the
most research to date (see chapter V.2). As we have seen, the capacity
and temporal range of storage techniques is highly variat;le. But this is
not their only contingency. Since storage media ‘travel’ through time
the danger of the collapse of collective codes is particularly significantj
In respect of memory culture, systems of writing that can no lon e1:
be deciphered, or monuments whose symbolism can no lon gb
decoded, are dead material. e
Fropl the storage function we can distinguish, second, the circulation
function of media of memory. Media enable cultural communication
not orllly across time, but also across space. Circulation media can syn-
chr_omze large memory communities in which face-to-face communi-
cation is no longer possible, and disseminate versions of a common
past. This function has been performed by the printing press since the
early modern period, by newspapers in the eighteenth and nineteenth
cenh'lries, and by television and the Internet in our times. Circulation
nTedla of memory are often part of popular culture (such as movies and
historical novels). And in the era of globalization, they are increasingly

mass r.nedla and new media, disseminating their messages across the
globe in ‘real time’,

semember something’ and are themselves remembered.

This twofold nature of time-blased storage media is less often
observed in the case of space-biased circulation media. On the contrary,
these tend to communicate versions of the past, while maintaining
the illusion of transparency. The images of the past that are conveyed
by pamphlets, newspaper articles, television documentaries, popular
movies and websites are usually more effective the less attention is
drawn to their ‘mediatedness’. Circulation media are moreover closely
tied to the moment in which they appear, to specific ideas, problems
and challenges of a mnemonic community; and they thus often fulfil
additional didactic and ideological functions. Since their effectiveness
is exhausted with the synchronous dissemination of information about
the past and they are quickly replaced with more current media offers,
circulation media seldom develop any further dimension as contents of
cultural memory - or if they do so, then that may be a sign that they
have shifted to the area of memory culture’s storage media. (This seems
the case with certain popular representations of the Holocaust, such as
the 1978 television miniseries of the same name.)

Any discussion of storage and circulation media implies an under-
standing of communication in the tradition of Shannon and Weaver
(1949). In their information theory, they introduced the concepts of
'sender, message, transmission, noise, channel, recelver and reception’
as well as those of ‘encoding and decoding’. The phenomena which
communities avail themselves of as media of memory, however, do not
always necessatily lead back to a ‘sender’ or feature a ‘message’ which
has been ‘encoded’. This hints at a third functional aspect of media of
memory, one which only comes into view when the insights of psycho-
logical research are considered. individual memory processes are set in
motion by cues. These cues can be intrapsychic in nature (for example,
associations, other memories), but they can also belong to the material
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and s;ocial context of remembering (for example, pictures, texts, oth
people and parts of conversation). On the social level, too, m ci g
cue collective remembering. o e
e'rrfhis ]asdt function of media ~ to trigger collective remembrance - j
gmf(;rmfeD above hall by particular locations or landscapes (the Whits
of Dover, the Rhine, the Eiffel Tower, th 3
: i , the Twin Towers) whi
:E: mnemonic com‘munity associates with specific narratives abofgl;
f Past. Many of Pierre Nora’s sites of memory seem to be first a
or.emost cues for acts of cultural remembrance. As ‘media cues’ fean? :
gflther a sender nor a semiotic code, they cannot be actualized outsic:e
veitc‘ontezft of the me.mory culture. Thus, social agreement - or: cone
fl"lﬁllon - is of Fentral Importance for the effectiveness of media which
medma(splt:crle1 cuing Ifunctlon. It is often the narratives surrounding such
as oral stories, historiograph i
e graphy or novels) which determine
thi:nsrgg}ess, what is recalled in individual minds as a response to
1a cues - and this also applies to st i

 me orage and circulation
:E:dil? ; le by no means homogeneous. The thoughts and memories
w“f) ed by the Tomb 'of the Unknown Soldier in Westminster Abbey
' vary based on an individual’s experience of war, his or her knowl
:hge,dand ideological persuasion. In memory culture there may be a
ared core of media cues, which are used again and again to trigger

memories, but the resulting mental ima
. e
uniform (see Table V.1). ges of the past are by no means

On the collective level, media store, circulate and cue collective rem
g:z:ic;e.pi;wfwe wlill t;;lke a look at the individual level: What roleeglc;
or what has been termed

socially shaped individual remembering?tl;liecﬁi’:giidnzzf;z‘:%ef;)‘r tli]e
exert a significant influence on our perceptions and memories. | ler |
the‘ cultural dimension of individual memory derives not urél nf o
social contexts (as maintained by Halbwachs), but to a large ge e):.' fmm
media environments. Collected memory must be understoogr as ;EIT
;Ia\r;lentally‘ a2 ‘mediated memory.’ This notion was introduced by Lev
. Vygotskij {see 1978, 38) in the field of developmental psychology i
order to stress the degree to which our memories, from early chlldﬁ)c:oil1
glr:;:algs, are mediated by' social contexts, external aids and internal
o rawing on Vygotskij's work, James V. Wertsch emphasizes that
remembering is a form of mediated action ... inherently situated in a
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Table V.1 Three functions of media of memory

ol
Storage medium Circulation Media cue
medium
= ”
Function stores contents of disseminates/ triggers cultural
cultural memory circulates contents  recall
of cultural memory
pe of sender/receiver, sender/receiver, sender and
mediality semiotic code, semiotic code, semiotic code
medium of medium of are not necessary

(not necessatily
a '‘'medium’ in
the definition
of information

communication communication

theory)
often both a often popular mass ~ dimenslon as
remembering medium  media medium of

memory develops
with the help

of surrounding
media

and a remembered
content of the
Cultural Memory

tesearch on memory DPierre Nora's lienx
jn the mass media/  de memoire
in popular culture

Directions research on the canon
of research, and the archive
for example

sociocultural context’ (2002, 13). And indeed, our parents’ and grand-
parents’ oral stories, old photographs, but also movies, television series,
and novels shape not only our images of the past we did not experience,
but even — often via media schemata — our most intimate autobiographi-
cal memories. In this sense, we can speak, modifying Halbwachs'’s term,
of the cadres médiaux de la mémoire, the media frameworks of individual
remembering.

Halbwachs himself offers some examples for the influence of the
media frameworks of memory. In La mémoire collective, he relates the
anecdote of a ‘walk through London’: A person visiting the metropolis
for the first time is touring the city’s landmarks. The way in which he or
she perceives these new sights, his or her thoughts and feelings are for
Halbwachs by no means of purely individual origin. On the contrary:
Halbwachs wants to illustrate with this example that perception and
memory are shaped by cadres sociaux, social frameworks of reference,
and that these frameworks originate in the communication and interac-
tion of social groups. The perception of London, in Halbwachs's anec-
dote, is to a significant degree influenced by other people with whom
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:]l:set toiurist forms social groups: Conversations with the architect th
iistorlan, the painter, or the businessman each draw the viewer’s i
tion to different facets of the overwhelming abundance of impr. o
These people do not even have to be physically present - thepnelsesrilz)g;

of what they had said, of readin
: g their books, of studyi
or looking at their pictures is enough. ving thelr Pl

Passing before Westminster, 1 thought about my historian friend’
cc?mments (or, what amounts to the same thing, what I have re::c: 3
:11_:story book‘s). Crossing a bridge, 1 noticed the effects of perspectivl;
at were pointed out by my painter friend (or struck me in a picty
or engraving). (Halbwachs 1980, 23) P

Wl_]at these examples all have in common - architecture, oral spee h
.wnting, images -, but what Halbwachs never explicitly a’cknowlid 3
is that they are all media through which the person taking the gels’
through London establishes a connection to social groups. I\fedia r::kt
3ltnpossli]l:11ef to ‘momentarily adopt’ a collective ‘viewpoint’ (ibid., 24);
each of these moments I cannot say that I was alone, that I reﬂecteci
a.lone, because [ had put myself in thought into this or that group ..’
(lbid“, 23) Through media, the individual gains access both fo I;
specific knowledge, such as dates and facts, as well as to soclal ’cf:rel:lit)s-
gf thougl:nt am.i experience’ (ibid., 64). In short, media are the interface
’ etween individual minds and what Halbwachs introduces here as th
collective frameworks of memory’ (ibid.). "
in the development of his theory of collective memory, Halbwach
thus conceived of the role of media from the very beéinnin FoS
Ha‘lbwachs the sociologist, however, media are merely the vehlcle&;acilir
tating the unimpeded access to a more comprehensive social dimension-
;)ffmemory‘ Such an understanding of media as neutral transmitters of
niormation must certainly be rethought from a constructionist medi
studies perspective as it has been developed by Havelock, McLuhan anda
others since the 1950s: The media frameworks of rememl;erln
media-specific individual memories. e
Media frameworks of memory enable and shape the rememberin
and interpreting of different types of experience - both one’s own ancgi
also second-hand accounts. Media representations alteady pre-form
our perception and then re-shape our memories along certain paths
What Halbwachs (ibid., 38) writes about social currents of thgu ht.
als‘o applies to the functioning of cadres médiaux: A media framewg k
is ‘ordinarily as invisible as the atmosphere we breathe. In normal ﬁ;e
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its existence is recognized only when it is resisted.’ This is precisely the
pasis for the memory-making power of media. Exhibits in museums,
history books, historical films, everyday stories, and monuments forma
mediated mnemonig horizon, the constructed nature of which becomes
generally only obvious when we realize contradictions or when we con-
sciously take on an observer’s point of view. (For more about literature
as a media framework of remembering, see chapter V1.3.3.)

v.5 Concepts of media memory studies

since the turn of the millennium we have witnessed the rapid develop-
ment of a host of new concepts in memory studies which address media,
specifically mass media and the new media. The reasons for this are
arguably to be found in the ever-increasing and accelerating, worldwide
dissemination of images and narratives about the past through mass
media such as television, and in the triumphal march of the computer
and the Internet - both of which now shape the everyday experience of
most people, at least in the western world. Andreas Huyssen describes
the impact of today’s global media circulation on cultural memory in

the following way:

Print and image media contribute liberally to the vertiginous swirl
of memory discourses that circulate globally and locally. We read
about Chinese and Korean comfort women and the rape of Nanjing;
we hear about the ‘stolen generation’ in Australia and the killing
and kidnapping of children during the dirty war in Argentina; we
read about Truth and Reconciliation Commissions in South Africa
and Guatemala; and we have become witnesses to an ever-growing
number of public apologies by politicians for misdeeds of the past.
Certainly, the voraciousness of the media and their appetite for
recycling seems to be the sine qua non of local memory discourses
crossing borders, entering into a network of cross-national compari-
sons, and creating what one might call a global culture of memory.

(Huyssen 2003, 95)

New technologies and applications, such as digital photography, Picasa,
YouTube and Facebook, are rapidly becoming increasingly relevant for
the formation of memories. In many ways, they seem to have become the
primary site of the workings of Halbwachs's cadres sociaux. At the same
time, what Anna Reading (2009} terms ‘globital memory’ — globalized
and digitized memory - challenges old conceptions of the ‘archive’,
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which in its new, computerized and Internet-based forms, seems

like a collaborative enterprise ‘from below’ than the apparatus of -
that Foucault, Derrida and Agamben have theorized (see Garde-H o
Hoskins and Reading 2009). i

In order to address these more recent developm
tion of history, Andrew Hoskins has introduceé) theenttt::sr:;l1 }::x;elg:ei?ta-
:—tle holc.js 'that our relat.ior} to the past must be ‘considered In tennsr);}
s mediation and remediation in the global present’ (Hoskins 2001, 3

for tJhe notion of remediation see chapter V.5.3). The ‘new media o
gies ‘which, according to Hoskins (2009), have come to the for: CDi1 5
the ‘connective turn’ are characterized by the ‘abundance, ubi b
fanc! :itccessibility of communication networks’ (ibid. 2) a;1d quty’
fluidity, rf&producibility, and transferability of digital Jdata’ (ibldyzt(l)]e
Although it remains to be seen whether the ‘new media’ of our r'e ¢
age (Gitelman 2006 correctly points out that all media were onci o
ha\r"e really brought about a qualitative change in cultural memor HEW)
fadu:ally distinguishes it from all former epochs, what is v::ert.a\inly :r: :
1;51 that the‘age of mass and digital media has sensitized us to thye fac(:
that there is no such thing as a pure, pre-media memory, or: the other
_\;Avtzzsro‘und, that all memory, individual and social, is mediated memory.
Thus, ‘new memory’ can be described as a highly media-reflexive st .
in the history of memory culture. T

V.5.1 Conceiving of mediated memory

!-Iow has such mediated memory been conceived of in memory stud
ies? Of. fundamental importance is Marita Sturken’s notion ofr%:an | d
Memories (1997). Studying how the Vietnam War and the AIDS epid ; L;
e turned into elements of cultural memory by means of teli:vi:‘:ircrw1 ;
movies and other popular media, Sturken brings out the complex enta o
glements of memoty and media, She emphasizes the active and memn-
ory-proc!uctive role of media: ‘Cultural memory is produced throu h
objects, images, and representations. These are technologies of memofy
:;}Ctu‘srseis:els of memory in which memory passively resides’ (ibid., 9)i
o E more on the role of media for individual remembering
nnah Radstone and Katharine Hodgkin maintain, in their editeci
volun.ie on Memory Cultures (2006, 12£.), that one of media’s mnemonic
functions consists in ‘propping the subject’. Studying memory props
therefore uncovers ‘the ways in which the specific representagonpl
rn.odes of particular media may sustain memory rather than simply ¢ .
tribute to its atrophy or debasement’. A contribution to the voﬁlzleog-
Stephan Feuchtwang, for example, shows how the false autobiograph;
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py Binjamin Wilkomirski became a ‘“memory prop” ... for those seek-
jng recognition of their own actual Holocaust sufferings.’ José van Dijck
(2007, 21) goes even further in revealing the inherent mediatedness of
all memory. She insists on the co-construction or the ‘mutual shaping
of memory and media’ and defines the term ‘mediated memories’ as
follows: ‘Mediated memories are the activities and objects we produce and
appropriate by means of media technologies, for creating and re-creating a
sense of the past, present, and future of owrselves in relation to others.'
Addressing the experiential dimension of mediated memory, Alison
L.andsberg (2004) introduced the notion of prosthetic memory. Landsberg
studies the age of mass culture, with a particular focus on the effects
that representations of slavery and the Holocaust in literature, cinema
and museum exhibits have on memory. She argues that what makes
mass media so powerful in memory culture is that they allow us to ‘take
on’ ather people’s and groups’ experiences and memories ‘like an artifi-
clal limb’ (ibid., 20). With this reference to Marshall McLuhan's (1964)
notion of media as the ‘extensions of man’, Landsberg updates classic
media theory within the horizon of memory studies. Using the meta-
phor of ‘prosthesis’, of memory-as-a-limb, she emphasizes the bodily,
experiential, sensuous and affective dimension of media memories and
she indicates the interchangeability of commodified memories in the
age of mass media. Landsberg defines prosthetic memory as follows:

Prosthetic memory emerges at the interface of a person and a historical
narrative of the past, at an experiential site, such as a movie thea-
tre or a museum. In this moment of contact, an experience 0Ccurs
through which the person sutures himself or herself into a larger
history ... In the process the person does not simply apprehend a
historical narrative but takes on a more personal, deeply felt memory
of a past event through which he or she did not live. The resulting
prosthetic memory has the ability to shape the person’s subjectivity
and politics. (ibid., 2)

One striking feature of Landsberg's work is its ethical, utopian moment.
Prosthetic memory is characterized by its ‘ability ... to produce empathy
and social responsibility as well as political alliances that transcend race,
class, and gender’ (ibid., 21). This specific kind of mediated memory
means ‘inhabit[ing] other people’s memories as other people’s memo-
ries ... thereby respecting and recognizing difference’ (ibid., 24). Rather
than proliferating culture-pessimistic views of the ‘end of memory’
(Nora), contributions such as Landsberg’s offer a deeper scrutiny and
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highlight also the enabling aspects of new media ecola

to cultural memory. flesin e

V.5.2 Visual media: Photography, film and memory

‘.Ij;)-(t hto various forms of written documents, it is mainly visual m
o ic l:Ia.VE‘ r?celved attention in memory studies (research in aic(ljia
vall']y Il;e kna Is just coming to the fore; see Bithell 2006; Bijsterveld a ii
v t.liC 2009). The scope of visual culture’s involvement in the con
Zrlt;c l?n of cu}tnral mf?mory cannot be overrated. it ranges, as Barbrll-
g;e zsfscolle;:tlon on Visual Culture and the Holocaust (2001) shows, fro e
aphic novels, the visual arts, television, vid s
) s eo, film, museum art
and phot(?graphs all the way to tattooed bodies and the Web. The esﬁtt :
g?wzr of m?ages for memory was articulated by Walter Benjamin, in h?r
1 cades Pro;efct, wh?n he claimed that ‘history decays into imag:?s n :
;t;)lstznis7 é)Gischlchte zerfillt in Bilder, nicht in Geschichten’) (f993
.4 . Acknowledging the significance of i J
also means a challenge to the nar i et o oo
rativist paradigm that h
in memory studies so far, since ‘m ! i P
; ) emory’ consists for most scholars
;:susst::f.’; nth:al: arte“:old about the past (see chapter i11.3.2). This chaptlel:
e two visual media which are the bes
. t-
memory studies: photography and film. e
| Sthlslfji]?g photography as a medium of memory means a double chal-
;ng}:s. otographs are commonly held to ‘bear witness’ to the past;
(zoto Be) s:;n;ettlime, thelif often turn out to be staged. As Jens Ruchatz’
aintains, we have to realize that photograph
( ! is usually both
externalization’ and ‘trace’ of mem s the acth d
: ory. It is the active const
of an image of the past and an i i s 3
ndexical sign, that is, the res
. ' 5 f ult
:ion::;eizhzg l:hathtook place in front of the camera at the very point ionf
at the shutter opened. Because of its indexi i
. exical quality, photog-
ra;]phty has always been - and arguably still is, even in times o?digitgl
Photography - assigned the status of a ‘record of the past’. For most
F:(:iple, a photograph appears to have a unique connection to past
.:1 ‘ty.- ‘lt seems to say, as Roland Barthes (1980) famously claimed, ‘cel
a &té 1a’ — it has been there (‘trace’). e
Nevertheless, the constructed n
’ ature (‘externalization’) especially of
tcziuolICU{neSrltar},r photog;aphy has long been exposed, perhaps ml(J)st ptoer—
0f03;’1n usan Sontag’s reflections on war photography, Regarding the Pain
S ::; (2;)?; [2i004]). Sontag contemplates that ‘what is odd is not that
of the iconic news photos of the past, includ
- " ing some of t
EESt remembered pictures from the Second World War, aﬁpear to hai\::
een staged. It is that we are surprised to learn they were staged, and
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always disappointed’ (ibid., 49). The mnemonic value of photography
does not seem to correlate with its truth-value. In her book on Holocaust
Memtory through the Camera’s Eye (1998), Barbie Zelizer therefore asks
from a memory studies perspective ‘how images function as vehicles of
collective memory’ (ibid., 2) and discusses the stakes involved in ‘using
photography to bear witness to war atrocity’ (ibid., 10).

In more ways than one, a photograph is a sign for the past. In fact,
all three dimensions of the sign according to Charles Peirce are relevant
when viewing photography from a memory studies perspective: As an
4ndex’, a photograph is causally linked to the past - and thus often
understood as a powerful trace, document or witness of history and
ascribed a specific truth-value. As an ‘icon’ it re-presents the visual
shape of past events and existents. And as a ‘symbol’ it stands for the
meaning of the past. Photographs which prove to be powerful media
of memory usually lend themselves to a realization of all three dimen-
sions. For example, Robert Capa's photographs of the Spanish Civil War
wete long seen as infallible documents of war (although, in fact, many
of them were staged). Viewers also turned them into iconic representa-
tions: still today, Capa’s images determine ‘the look' of the Spanish
Civil War. And, finally, they stand symbolically for war's atrocities and
victims. However, because of the arbitrary relation between signifier and
signified, by which the symbol is characterized, the mnemonic meaning
of a photographic image is not inherent, but the result of convention.
In different social contexts, the meaning of an image can change con-
siderably. For example, in fundamentalist Islamic circles the burning
Twin Towers of ‘9/11’ may be seen as a symbol of triumph, whereas in
most parts of the western world the image stands for catastrophe and
victimhood. Also over time, symbolic meanings of photographic images
will be de- and reascribed.

Apart from the fact that photography - like all media of memory -
constructs versions of a past reality rather than reflects it, what is
striking about this particular medium (in contrast to most written or
filmic media) is that it is essentially non-narrative. Taken by itself, a
photographic image does not tell a story. It can depict what Gotthold
Ephraim Lessing in Laokoon (1 766) termed a ‘pregnant moment’. It can
provide an occasion for narration or cue a story in the observer's mind.
What photography needs in order to function as a medium of memory
is narrative contextualization, either by captions that come with it or
by stories that surround or emerge from it. Studies which conceive of
photography as a medium of memory therefore tend to stress its social
embeddedness and intermedial relations.
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Focussing on private photography, Annette Kuhn and Kirsten Emikg
McAllister (2006, 1), for example, propose to examine pictures ‘in sity',
In their collection of essays fittingly called Locating Memory, they set oyt
to ‘literally locate - place - the images in the social world, bringing themy
“to life”” (ibid.). Similarly, in Family Frames (1997}, Marlanne Hirsch has
concentrated on family pictures and emphasized that they depend op
‘a narrative act of adoption that transforms rectangular images of cargd-
board into telling details connecting lives and stoties across continents
and generations’ (ibid., xi). Indeed, an old family portrait that we fing
at a flea market ‘tells us’ little or nothing. For the foreign observer, jt
has at best a vague function as a medium of memory; for example, the

stance and clothing might be interpreted as typical expressions of a past
era. A great-granddaughter who knows the family stories, in contrast,
will be able to actualize the photograph as a media cue, which then
triggers much richer memories of past times. This transgenerational
dimension of photographic memory is one of Hirsch’s major concerns,
She introduces the term ‘postmemory’ in order to explain how trau-
matic experiences of parents and grandparents are transmitted through
photography and narrative to children and grandchildren. For her,
photographs are ‘the medium connecting first- and second-generation
remembrance, memory and postmemory’ (ibid., 23).

Research on historical film has traditionally addressed the difficult
divide between, on the one hand, the historian’s claim to be the sole
provider of (methodologically sound) representations of the past in
the apposite medium of historiography and, on the other hand, the
incomparably wider appeal and impact of filmic versions of history -
fictional, semi- and non-fictional (see Rosenstone 1995; Sobchack 199¢;
Landy 2001). Film stands out as a medium with a distinctly double mne-
monic dimension. Film appears, firstly, as a (fictional) re-presentation of
history (‘historical film’) and, secondly, as an archival source (‘historical
footage’). We find combinations of these two aspects in documentaries,
and their increasing blurring in ‘docufictions’, with their mixture of
historical footage and fictional re-enactments of past events.

An early, rather critical stance on the question of film and popular
memory was taken by Michael Foucault. In an interview of 1974, he
contended that in the ‘fight’ over memory, cheap books, television and
cinema function as ‘apparatuses ... reprogramming popular memory’,
which - he thinks - was formerly coded by the people themselves in
oral stories or songs. He goes on to assert that ‘if one controls peo-
ple’s memory, one controls their dynamism ... their experience, their
knowledge’ (Foucault 1975 [1974], 25). More recent contributions to
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the field seem to agree that indeed we cannot overem.phasize t;lehpowe;

f popular cultute and its mass media to mould our images of the p:ls
t()see Lipsitz 1990; Sturken 1997; Landslvaer.g 2004). How;ver,cél‘;?; faf :rcs»
show that mass culture and the possibilities for remem lrant 1t offers
can be enabling for individuals and social groups, whide1 ac)f e
time the active role of audiences in app.ropriatmg lme a of pop
memory puts them well beyond simple mind control.

Arguably, the most impressive popular versions of the past can be

encountered in the cinema of cultural memory - whicl'{ prodtwuze;rzr;g
disseminates what I call ‘memory films’. These films fall into

categories: Movies such as Blade Runmer (1982), Total Recall (1990) and

d
Memento (2000) address concepts of memory, and problematize an

imaginatively realize acts of individual and collective remer?i?e;r;ﬁ;
They are thus memory-reflexive films. Apocalypse Now (1978), Sclrlm o
List (1993) or Saving Private Ryan (1998), on the o;h:rﬂl:a;dl; at:e ltéd -
i i f memory, but the
tle or nothing about the workings o :
the powerful global dissernination of images of the past. 'l;h(;:sei :nea
memory-productive films. Addressing this latter categ(?ry, I’au3 ;?thgt
emphasizes in his seminal study Memory and Popular Filin (?TOOH, )
1t is specifically Hollywood which ‘has functioned stl:ateglllcaa:r ‘:’ L
i i he cultural past’, nationally
articulation and codification of t ! . as werl 2
i i i 's List can certainly be criticize
nsnationally. A movie like Schindler’s .
g:rt of the ‘Holocaust industry’ (Norman Finkelstein). Br; :;e)rg;i: f\tl;t;
- what Grainge (ibid.
cknowledge - and find ways to study - w ; ;
?mture of ;;gopular film and its function as a approbate or “authentic
mory text'. '
m?[‘he 1.::(:tual study of memory films can proceeld fror]n thteh:tlif‘l;e;flg;
i ke on technological, aes
dimensions of the medium. We can ta .
or social perspectives, From a technological point of view, one can :«L&?r?::i
for example, the different mnemonic qualitie? of analogue an Vg 3)
filmmaking or the significance of filmic remediation (isee c%e;g:ezm.lt;lb.
i thetic strategies w :
But there are also certain formal and aes onur
i Kaes (1992) has drawn attenti
te to memory-effects in film. Anton :
‘tlhe fact that, through certain aesthetic structures, historical filrlns oliteerré
enable their viewers to ‘experience’ the past'. I h:we al;gued (;.:)enwwnh
that it is indeed a combination of ‘experientiality’ and sfimr?ll e
the past’ which lies at the basis of most memory-productwc.a fi ms; S
that both effects are created by technological and aesthetic me "
Eril and Wodianka 2008, 139-69). But while aesthetic strategles may 1
responsible for marking a movie as a medium of memory, thei/ lgantt;nbi
endow it with a potential for mnemonic effects. This potential has
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realized within situative, social and institutional frameworks Put si
in orde'r to become a memory film, 2 movie must be viewed c;s a n: gy
film. Films that are not watched may weli provide the most int lemo
1rr.1ages of the past or perspectives on the workings of memo gl
will not have any effect in memory culture. Tty
Wt'lat seems to be essential for the cinema of cultural memory |
certain kind of context, in which films are prepared and recehrr);ds :
memory-relevant media. Scrutinizing the social practices surroundi .
memory films from All Quiet on the Western Front (1930) to Das L :
der Anderen (The Lives of Others, 2004) it becomes clear that what teben
mere ‘movies about memory/the past’ into veritable memory filrrll1 i
often to be found not in the movies themselves, but instead in ;is
has been established around them. A tight network of different n:v dat
representat.ions prepares the ground for memory films, leads rece fioi ;
along certam.paths, opens up and channels public discussion zmclpthun
endows movies with their mnemonic meaning. Reviews ir; natio; T
and international newspapers and movie magazines, special featuna
qn TV,'carefully targeted marketing strategies, merch;ndise DVD vres
sions (including ‘making of’ segments, interviews with prolducers -
actors, historical background information, and so on), awards ol'talmd
fpeeches, academic controversies, the publication of :a book 'all;m:t'c::
:rhb-oo;:k based on’ the film, and,. last but not least, the didactic formats
ic .turn movies into teaching units in classrooms - all of thes
arcllve‘rtlser'nents: comments, discussions, and controversies ccnstitut:
:N sdlgll]l;(r;-rgggéa networks’, or constellations, of memory (Erll and
podian ) which channel a movie’s reception and potentiaily
i 1n‘to a memory film, that is, a medium reflecting or producin
memory in specific social contexts. Good examples of how differen%
mne{llonic contexts may turn the same movie into very different mem
ory films can be found in the case studies collected by Loshitzk (1997.
on the reception of Schindfer’s List in Britain, France, Germany lsrael)
(t)l:letlr\lletiherland.s, and the USA, as well as in van der Knaap's (20325) worl;
on Faeg’nlt;g;:;-tlonal reception of Alain Resnais's Nuit et Brouillard (Night
While movies still seem to provide the grand narratives of popular
memory, television exerts its memory-making power by virtue gf it
constant presence. In Television Histories (2001, 1f.) Gary R. Edgert X
contends that ‘television is the principal means by \J«rhich m;Jst gec» 012
lfaam. about history today’. Specifically addressing ‘history TV’ I()as [:ve
find it on history channels), he reminds us that screening the past is
above all, ‘big business’. The format of history TV follows certairl: rules’
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it is, for example, subject to ‘the twin dictates of narrative and biograplhy’.
Television moreover has a tendency to personalize history (whereas
nistoriography has long tended to regard larger historical structures and

rocesses); it creates ‘intimacy and inmediacy’, which involves viewers in
the historical matters represented.

TV events sometimes prove to be landmarks and turning points in the
development of societal - and indeed global - memory discourses. One
case in point is the American TV miniseries Holocaust (1978) which ini-
tiated - or at least served as a catalyst for - a new phase of engagement
with the Shoah worldwide (see Shandler 1999). However, television
audiences are not passive CONSUMErs of a pre-set agenda of televised
history. In his investigations of the role of TV for German collective
memory, Wulf Kansteiner (2006, 109-80) draws on audience research
and contends that - through consumption practice - viewers are an
active force when it comes to the question of which parts of the past
are represented, where, when, and how: ‘The consumers’ influence on
television policy and programming can be described as a veto power’
(ibid., 135).

News coverage is another television format which bears on cultural
memory, screening not the past, but present events and thus encoding
them for future memory. News footage is the raw material of filmic
memory, fulfilling - just like news photography - the functions of a
document while being the result of a highly selective and constructive
media representation. In Televising War (2004), Andrew Hoskins studies
the Gulf War of 1991 as the first ‘TV video war' (ibid., 16) and draws
attention to the fact that ‘television and particularly television news
produce a new and apparently reliable stream of historical conscious-
ness of today's events’. He contends, however, that television news
coverage can effect a ‘collapse of memory’, because televising the Gulf
War and other warlike events such as ‘9/11" actually ‘prevents memory

through its satiation and overload of images, yet at the same time Crys-
tallizes memory of events around scenes that it obsesses over’ (ibid., 5E.;
see also Hoskins and O’Loughlin 2007; on news magazines as a medium
of cultural memory Kitch 2000).

v.5.3 Diachronic dynamics: Remediation - premediation

in his reflections about ‘new memory’, Andrew Hoskins maintains that
memories ‘should not be considered as fixed representations of the
past in the present, but, rather, they exist across a continuum of time'.
Therefore, ‘the process — the way in which memory has “lived” across
this time in many different forms — needs to be addressed’ (2001, 335}).
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One possibility of tacklin i
g this task is making use of th
‘ _ 570 ' e co
tLe‘:uadlation which _Davxd Bolter and Richard Grusin have devell]cfep:i !
(lggrg;apownymous edited volume Remediation: Understanding Newl;:; in
o h ’1th its subtitle, Bolter and Grusin, too, refer to Ma %
urlcd :; I‘zm st l.lnow classic text of media theory. They do so in ordrzha“
ine their ambition of uncoverin i e
. . . g the logic of new media -
:?etemresfm.gly, 'thlS turns out to be essentially a memory-logic. The ta e
oy wt; i:::;]tlgn, accgrdmg to Bolter and Grusin, refers to ‘the formal 123“
ew media refashion prior media forms’ (ibi ;
of mediation depends on oth Hon, Meuie o o
er acts of mediation. Medi
o - Media are continy.
; gczssn?mf:nting on, reproducing, and replacing each other andutl:::
pa . is integral to media’ (ibid., 55). Studying remediatit’m mea s
21 ggli';g taet(t:ir:]titlm to the diachronic dimension that underlies each (ne:;
ology, to the fact that media !
from. paying o ct th are constantly ‘borrowin
: ge to, critiquing, and refashioni i :
sors’ (Grusin 2004, 17). Remedi | e e
. iation is therefore a con i
0 . : cept which ref;
Lac;vrl:]at n,ught b_e ?alled the memory of media’, following Ren:tr:
- Chan:l s lcllleszcgptlon of intertextuality as ‘the memoty of literature’
apter l11.2.2). (For the equaily im
ch portant focus on the ‘obli
media’, or ‘neglected, abando logley’ oo
: 5 ned and trashed media tech ies’
an inqulry into the mechanisms i i and pe
s involved i i
of media, see Acland 2007: xixf.) 7 the facng and persistencg
W
remel‘(ljz;; t?;:fer i::;)d (%]liusin (1999, 5) have called the ‘double logic of
- Its oscillation between ‘immediacy’ and ‘h i
; ypermediacy’
:::5:1:}.’:?2}?: apd opacflt)l/l, between creating ‘the experience of the reZl:
ertence of the medium’ - is also visible i
: ‘ n the operati
?;rn;:::nomc; mfdna. On the one hand, most media of memcl))ry st:;::
greater immediacy. Their function is t i
transparent ‘window’ on the Torget the oo
past, to make us forget th
the medium and instead i ; i
present us with the illusion of an i
memory. On the other hand, this eff e oals
i ect is - paradoxically -
achieved by hypermedia i ; i
cy, that js, the recycling and multipli
media: Internet platforms of re ; S e
membrance such as www.Yad
offer online photo archives B
, written testimonies and vi
tours, thus combining many di e 1o e
y different media to provid
past and occasions for remembra . e
_ nce. The relatively new TV
‘docufiction’ attempts to ow 6 et by
present viewers with a window
combining documentar i i oty
y media with witness interviews and fi
re-enactments. Many war movies and his i SR
Mz tory films employ what ma
(c:dl:;l a remediation-as-reality-effect: Historical documezlrtary mat:ril;?
as war photography and filmic footage) is incorporated into new
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movies. Such an integration of older media, which are commonly held
to have ‘witnessed’ the past, into a new medium produces an effet de
réel. The fiction film suddenly seems indexically linked to the historical
events it depicts. Hypermediacy thus serves to create iImmediacy; reme-
diation is used to endow media representations of the past with an aura
of authenticity.
with the concept of remediation we are able not only to fathom the
evolution of media technology as a mnemonic process or to highlight
the double logic of media of collective memory. Refashioned into a
distinct concept of memory studies, it has also helped to describe the
diachronic and intermedial dynamics that underlie the very production
of cultural memory (see Erll and Rigney’s Mediation, Remediation and the
Dynamics of Cultural Memory, 2009). As a concept of memory studies,
remediation has therefore been defined as the ongoing transcription of
a ‘memory matter’ into different media (ibid.). Memory matter - those
images and narratives of the past which circulate in a given social con-
text and may even converge into sites of memoty - is a transmedial
phenomenon; it is not tied to one specific medium. Contents of cultural
memory can therefore be represented across the spectrum of available
media: in handwritten manuscripts and printed newspaper articles,
in historiographical books and in novels, in drawings, paintings and
photographs, in movies and on websites. This is exactly what can be
observed when studying the history of memory sites such as ‘Qdysseus’,
“The Fall of the Roman Empire’, ‘The French Revolution’ or ‘Anne
Frank’. What is culturally remembered about an ancient myth, a revolu-
tion, a hero (or any other story or image) usually refers not so much to
what one might cautiously call the ‘original’ or the ‘actual’ events, but
instead to a palimpsestic structure of existent media representations.
Repeated representation, over decades and centuries, in different media,
is exactly what creates a powerful site of memory.

Remediation tends to solidify cultural memory, creating and stabiliz-
ing certain narratives and icons of the past. Such stabilizing effects of
remediation can be examined, for example, in the emergence of 911"
as a global site of memory. The burning Twin Towers quickly crystallized
into the one iconic image of the event, and this icon has been remediated
ever since: in television news, movies, comic strips, on websites and so
on. But such iconization-through-remediation is not restricted to visual
media. Another example connected with ‘9/11" is the icon of the ‘falling
man’, which stands for those people who were trapped by the fire on
the upper floors of the World Trade Center and decided to jump rather
than die in the flames, The first representation of the ‘falling man’ was

'l
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a photograph taken by Richard Drew. It shows a man falling into certaip
death, his body upside down and in eerie symmetry with the facade of
the WTC's North Tower. The image appeared in newspapers, on TV, apg
in the Internet, but it was also remediated in narrative form: among oth.
ers, in a magazine story, a TV documentary and finally in Don DeLillp’
novel Falling Man (2007). These remediations feature different semiotic
systems and media technologies, they tell different stories and conv.
even contradictory meanings, but at the same time they all contribute tq
the stabilization of the ‘falling man’ as an icon of ‘9/11".

But why is one image of ‘9/11’ remediated time and again and turned
into a mnemonic icon, while virtually thousands of other visual rep-
resentations are left to oblivion? One reason for such choices is the
{media) cultural resonance of a given representation. The ‘falling man'’
seems to resonate with Biblical accounts of the Fall of Man, but also
with, say, John Milton’s classic account of angels falling from heavep
in Paradise Lost (1667). Moreover, its clear black-and-white structure
echoes a modernist aesthetics, ironically the very device of creating
order in a world perceived as falling apart. These are but two examples
of the workings of ‘premediation’, the companion term to remediation,
which draws attention to the processes of mediated memory that are
at work even before the choice for representing a matter in a certain
fashion is made (for similar concepts see Grusin 2004, 2010; Thrift
2004). Premediation means that existent media circulating in a given
context provide schemata for future experience - its anticipation, repre-
sentation and remembrance. In this way, for example, representations
of the colonial wars premediated the First World War; and the images
and narratives of the First World War, in turn, were used as models for
understanding the Second World War. But not only depictions of ear-
lier, yet somehow comparable events shape our understanding of later
events. Media which belong to even more remote cultural spheres, such
as art, mythology, religion or law, can exert great power as premedia-
tors, too. John Bunyan’s The Pilgrim’s Progress (1678), with its ‘Valley of
the Shadow and Death’ episode, premediated many journals and letters
written during the First World War. (At the same time it was itself a
remediation of the Bible.) And the American understanding and repre-
sentation of ‘9/11" was clearly premediated by disaster movies, the cru-
sader narrative as well as Biblical stories. Premediation therefore refers
to cultural practices of looking, naming, and narrating. It is the effect
of and the starting point for mediated memories,

It is the twin dynamics of premediation and remediation - the medial
preformation and re-shaping of mnemonic images and narratives - which

lin
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ks each individual representation of the past with the history of medii
ed cultural memory. Pre- and remediation are basic processes of cu]tmt-.;a
: mory. Their functions are manifold: first and foremost, they make the
est intelligible; at the same time, they can endow media u?preselnt;:tio:-ls
w:th the aura of authenticity; and, finally, they pftnly z: deci::ve rr(:l :ryn _:' 1?:3
i ic contents into powerful sites ot me :
pilizing certain mnemon " O ey hae
i h complex intermedial proc
field of research into suc X in . es of memory he
i th its general interes
Iy just opened up. However, wi : o
:Z;Ze;entation across time, space, and cultur;:s -and (;:hlél:n ‘:cli::ﬁt::-.n;]n\:st
- the study of pre- and 1
] and transcultural memory . '
giealocated in the tradition of one of the founding fathers of memory stud

jes, Aby Warburg (see chapter IL.2).



