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[bookmark: _GoBack]In this essay I will be examining the social, political and historical aspects of commemoration, this will take form within a discussion of three examples; monumental memorials such as architectural structures, the opposing counter monument view and the preservation of memory through photography.

Monuments, like other cultural and aesthetic formulas, in both idea and practice have undergone a radical renovation over the course of the 20th century. As assembly between political memory and public art, the monument has essentially reflected the visual and political upheavals, as well as representation following all of this century’s main conflicts, including the Vietnam War, the second and first world wars and the increase and decrease of communist regimes in the former Soviet Union. In every case, the monument echoes both its socio-historical and aesthetic context. Artists working in periods of expressionism, cubism, socialist realism, minimalism and conceptual art persist as answerable to the needs of both art and authorised history, Resulting in a metamorphosis of the monument; from the courageous figurative icons of the late 19th century which celebrated national victories and ideals, to the antiheroic, often satirical and self-effacing conceptual sculptures that mark the national incongruity and uncertainty of late 20th-century postmodernism. (Young, 1993, pp. 27-48)
The monument as both concept and the establishment had already come under confliction before the 20th century. Nietzsche professed “Away with the monuments!”  During his attack on a 19th-century German historicism that beleaguered the living with stultified accounts of the past, what Nietzsche called “monumental history.” (Nietzsche, 1985, pp. 14-17) To which a range of artists and cultural historians have given their opinions. “The notion of a modern monument is veritably a contradiction in terms,” “If it is a monument it is not modern, and if it is modern, it cannot be a monument.” (Mumford, 1938, p. 438) Considering that modern architecture invites the extension of life itself, emboldens regeneration and change, and disdains the delusion of permanence, “Stone gives a false sense of continuity, a deceptive assurance of life.” Mumford went on to propose that, traditionally, it seems to have been the least efficient of administrations that chose to compensate for their scarcity of achievement in self-inflating stone and plaster work. 
An example of monument is the German Memorial for the murdered Jews of Europe. Honouring and remembering the up to six million Jewish victims of the Holocaust. The design by New York architect peter Eisenman is Located just south of the Brandenburg Gate. The commemorative monument was inaugurated on the 10th of May 2005. However, the debate for the highly emotive endeavour had been in conference for 17 years prior. The topic was first approached in 1988 when public affairs journalist Leah walls made the first public demand for a cautionary memorial as a casual confession to the crime. Walls suggested the memorial should be built on the former grounds of the Gestapo in the Kreuzberg district of Berlin. The project gains the provision among others of conspicuous figures such as Willy Brandt and Günter Grass. Numerous different concepts came under discussion until 1999 when Eisenman was amended to design the monument. The memorial site contains 2711 concrete slabs differing in height with the subterranean Information Centre residing beneath it. On the outer periphery; short slabs lay leading up to a numerable towering sea of smooth rectangular pillars. Each slab is identical in width and depth (2.38m by 95cm) and stand alone as steels but with no bar relief work or inscriptions; Big flat areas of nothing reaching up to 4,7m in height. A nothing that was deliberate. The blocks are lined up in precise rows though a swaying notion can be experienced due to the differentiating heights and the slanting of the ground built upon.  (Stiftung)
[image: Image result for the murdered jews of europe]
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Eisenman intended for the steels to appear like ocean waves. The visitor when integrated among them is meant to feel isolated. This overpowering phenomena of looking up the 4.3m high hard geometrical structures in juxtaposition with the soft body of the individual within the seemingly impenetrable corridor like openings creates a sense of isolation that could be compared to that felt by Jews in Auschwitz, The site offers up no set interpretation, direction or  meaning and is fully accessible to the public from every angle day and night which allows the visitor to fully immerse themselves within the spatial structure as well as reverberate a series of self-induced reflection and interpretation of the site. The feeling of containment but also freedom within the simplistic coffin like structures and their sense of nothingness entices a procrastination and remembrance of the mass murders. The design has undergone several revisions and represents a radical confrontation with the traditional concept of a memorial. “The enormity and scale of the horror of the Holocaust is such that any attempt to represent it by traditional means is inevitably inadequate ... Our memorial attempts to present a new idea of memory as distinct from nostalgia ... We can only know the past today through a manifestation in the present”. (Peter Eisenman, 1998)  
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Opposed to this form of monumental commemoration is Horst Hoheisel, an artist who was also up for deliberation among the hundreds of entries in the 1995 competition to design the “memorial to the murdered Jews of Europe”. Hoheisel submitted a simplistic provoking notion to the memorial competition: blow up the Brandenburg Gate, grind down its stone into dust, scatter the remnants over its former location, and then conceal the entire memorial space with granite plates. His view was; Rather than memorialising the obliteration of people with the erection of yet another structure, he would illustrate destruction with destruction. Instead of filling in the emptiness left by the murdered Jews with a positive form, the artist proposed to create an empty space in Berlin by which to demonstrate the absence of life. A memorial space comprehended to challenge the very principle of the monument. (Hoheisel, 1996, pp. 253-266)
This counter memorial theory of how we remember forces us to consider that the idea of creating a monument traditionally seen throughout time is to decrease the remembrance rather than preserve it. The embodiment of remembering a loss (memorial) is to feel a loss or lack of physicality and presence. Commemorative conceptual arts and sculptures oppose this view point. The counter monument thought is to destroy such structures in order to remember the destruction and loss of the people or event being memorialised. It argues that no single theme better represents the disputed motives for memory than the evaporation of monument.  The theory questions if we encourage memorial’s to do our memory work for us, thus becoming more forgetful and the idea that the initial compulsion to memorialise events like the Holocaust may actually derive from a contrary desire to forget them. (Stevens, Franck, & Fazakerley, (2012)) 
 “The less memory is experienced from the inside,” (Nora, 1989, p. 13) cautions, “the more it exists through its exterior scaffolding and outward signs.” In fact, (Huyssen, 1994, p. 11) has even proposed that in a contemporary age of mass memory construction and consumption, there seems to be a reverse proportion between the memorialisation of the past and its examination and study. 
In addition to commemoration through monuments we also “remember” through the use of photography. We use photographs as means of capturing and preserving a moment in time. The photograph becomes a form of commemoration during loss. This propensity to document one’s self for remembrance derives from the traditional oil paintings. Long before the development of the camera, affluent, high culture family’s would have their portraits painted to preserve there legacy or honour as a historical commemoration motif for future generations to look upon. The accessibility of this however was limited. Low culture social standings would have no such luxury. (Nelson, 2016)
During the early development of the camera it was very common to attain photos of the dead as means of commemoration as well as the living. Photographs of loved ones taken post mortem may seem morbid to modern susceptibilities. However, in Victorian England, they became a way of memorialising the dead and reducing the perspicacity of grief. Disconcerting poignant images of families posing with the dead were mundane in society.  Victorian life was inundated with death. Epidemics such as typhus, diphtheria and cholera overcame the country, and from 1861 the bereft Queen made lamentation fashionable. “Trinkets of memento mori” meaning "remember you must die" - took numerous forms and existed long before Victorian times. (Summers, 2016)
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During the late 1800’s photography was becoming progressively common and inexpensive, leading to “memento mori” photographic portraiture. The daguerreotype - a small, exceedingly detailed image on polished silver was an affluent luxury, but not nearly as expensive as having a portrait painted, previously the only way of permanently preserving someone's image. As the number of photographers expanded, the cost of daguerreotypes decreased. Less expensive processes were presented in the 1850s, such as using thin metal, paper or glass rather than silver. Making this means of commemorating a loved one very popular. This photographic form of memorial also applies to photos taken of the living. (Bell, 2016)
 Barthes, in his book camera Lucinda determines a new method of observation and, ultimately, a new awareness by way of Photography. In order to differentiate what sets photography apart from all other forms of exemplification, Barthes begins by stating a symptom of its “disorder” Which is that the Photograph mechanically replicates what could never be replicated existentially. Written after his mother’s death, Camera Lucida is as much a consideration of death as it is of photography. Death and photography co-inside in a way no other art does. Barthes writes; “The effect it produces upon me is not to restore what has been abolished (by time, by distance) but to attest that what I see has indeed existed.” (Barthes, 1980, p. 82)Evaluating the disturbingly haunting quality of a photo; Barthes observes; “The photograph possesses an evidential force, and that its testimony bears not on the object, but on time. From a phenomenological viewpoint, in the Photograph, the power of authentication exceeds the power of representation.” (Barthes, 1980, pp. 88-89)
Photography allows us to look into a departed person’s eyes while they’re alive, or vice versa. It’s fabricated on the level of observation because “it is not here,” but true on the level of time because it has been. Unlike film which presents the stream of continuous time a photograph disrupts our philosophies of continuity. Barthes suggests that we search for ourselves and the death of ourselves when we stare at a photograph. Absence is forever present. When we look at a photograph, it is not the physical photo we see, for the photograph itself is condensed to invisibility; making the photograph unclassifiable. It repels language, it simply is. Furthermore, the subject that is photographed is evicted of itself, thus becoming, ‘Death in person.’ (Barthes, 1980, p. 14)Barthes explores photos of his mother for what he calls “the air”: “that exorbitant thing which induces from body to soul—animula, little individual soul, good in one person, bad in another.” (Barthes, 1980, pp. 107-109) He finds photos that only give him her most unpolished identity, until he finds one that he calls the “Winter Garden Photograph,” in which he calls, “There she is!” It’s a correspondence he equates to the Buddhist notion of satori, in which words fail. “a kind of intractable supplement of identity, what is given as an act of grace, stripped of any importance.”
Camera Lucinda was written in reverence to Jean-Paul Sartre’s L’Imaginaire, in which Sartre considers what the occurrence of imagination shows about the nature of human consciousness. His assumption is that because the imagination depends on intentionality, the world is established not from the outside into our consciousness, but rather we establish the world based on our intent toward it. (Warburton, 1996) Barthes states; “Ultimately, photography is subversive not when it frightens, repels, or even stigmatizes, but when it is pensive, when it thinks.” (Barthes, 1980, p. 28)The interplay between interior and exterior formulates our relationship with photography and our account of what has been.  A Photograph forces us to believe in the past in all of its inconsistencies. How contrarily would we view history or our own life without photography? 
Barthes theorised that Photography permits the vision of self, not as a mirror but as an entry point into a definition of identity associated with consciousness. Barthes says we want our photographs to resemble our vision of “self,” even in our innumerable poses over time, which show an ephemeral notion of self rather than a solid core. Each time we pose for a photograph, we affirm a “self” to the future viewer: “I am excited,” or “I am elegant,” or “I am intelligent” A photograph can never match up to our self.  “Myself never coincides with my image; for it is the image which is heavy, motionless, stubborn (which is why society sustains it), and ‘myself’ which is light, divided, dispersed.” (Barthes, 1980, pp. 11-12)
In conclusion, whether the means of commemoration is an intimate and personal one like a photograph of a loved one or through public monument, the universal need to remember, and preserve remains the same. Both photography and memorial structures allow us to fulfil this need through the provoking of memory and thought. 
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