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Ricoeur writes of the occurrence of memories: "The arrlal of a memory is an event.
Forgetting is not an event, something that happens or that someone causes to happen. To be sure,
we can notice that we have forgotten, and we remark it at a given moment. But what we then
rccognize is the state of forgetfulness we had been in."6 Martin Heidegger suggests that forgetting
allows for memory, rather than the reverse.T To explain this idea further, Ricoeur writes, "No one
can make it the case that what is no longer has not been. The forgetting which, according to
Heidegger, conditions remembering is related to the past as having-been.'We comprehend the apparent
paradox if, by forgetting, we understand an imrnemorial resource and not an inexorable destruction."S
Forgetting and the having-been can be understood as the hidden ground or environment that allow
for the appearance of those far fewer illuminated subjects upon which our attention can rest. But
elements of that hidden ground may themselves come to attention 'uvhen our focus shifts, thereby
creating a new ground of forgetting. Photography can serve as an intermediary for memory and alert
us to our forgetfulness.

The first pair of images in this selection frorn The Museum shows on the left a male figure who
stands on a chair and inscribes lines on a wall. Miller viewed this scene from the street and through
a glass window in the'Jewish City" of Kazimierz in Krakow, Poland. On the right is a central detail
of a tombstone found in the Jewish cemetery of the former intellectual centre of Lublin, Poland. Its
Hebrew inscriptions are punched through with a large, gaping hole, perhaps caused by an artillery
shell's destructive power.Various forms of inscription are presented in these two images. On the left,
the mirrored reflections of tree branches suggest a densely packed pattern of connections appeanng
to emanate from the mant outstretched arm; the network of lines darkens in intensity as it proceeds
to the right and beyond the frame. Inside and outside merge as do the suggestions of inscription and
connectivity. This photograph could serve as a metaphor for Miller's entire project and method of
thinking through the relationships between images and places. The blasted-through tombstone on
the right presents a shocking trace of violence against language and memory. But through the gap
in the stone, out-of-focus branches seem to further the perpetual evolution suggested in the opposite
photograph.Miller thinks of this central zone as evoking connections beyond the text.

Ricoeur discusses the paradox of the injunction to remember. Using the future tense of "you
will remember" reGrs to memory, which is "the guardian of the past." saying "you must remember,"
in the imperative, conflicts with the spontaneous nature of memory. What connects the work of
memory to the dury of memory is justice, which "turns memory into a project" and aligns it to the
future and imperative as a duty to memory. The virtue of justice, and its relation to the work of
memory and mourning, is that it is turned toward others. "The duty of memory is the dury to do
justice, through memories, to an other than the self." This is an acknowledgement of debt and
indebtedness that is characteristic of heritage, in that we are indebted to those who precede us.This
debt involves a feeling of obligation toward others, in this case to the victims who are most clearly
other than ourselves.e Miller's photographic project of presenting cues for remembering is an
initiation into the memory event of doing justice to the other.

The Holocaust inhabited the memory of individuals and the collective prior to being brought
into the discourse of history. Ricoeur writes that "it is from this fearlier] source that the attestation-
protestation arises that places the historian-citizen tn a situation of responsibility as regards the
past."10 One can likewise speak of an artist-citizen,and it is in that role that The Museum has been
carried out. Being a limit-event, the Holocaust has been the subject of discussion regarding the
responsibility of commentators and the limrts of representation. Some critics suggest that because of
the enormiry of the crime, it can be thought of analogously to the "sublime" of Immanuel Kant,
along with the many related concepts to which it can be linked both historically and theoretically.
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unseen window. But, inevitably, the collected chairs of the Lublin synagogue suggest the local
congregation's historical absence. By proceeding negatively, Miller indicates the presence of absence

within the complexiry of representation.
Referencing Jean-Luc Nancy and Jacques Rancidre, Georges Didi-Huberman claims "the

unrepresentable" to be an ill-determined, confused slogan "incapable as such of giving a coherent
answer to the'ultimate crisis of representation'into r,vhich the Shoah has thror,vn us.The dogma of
the unrepresentable mixes impossibility with illegitimacy and makes every image an object of
prohibition and of eradication."13 Didi-Huberman writes of the unrepresentable and unsayable as

conflated equivalents when he makes the following claim: "To speak of Auschwitz in terms of the

unsayable, is not to bring oneself closer to Auschwitz. On the contrary, it is to relegate Auschwitz to

a region that Giorgio Agamben has very well defined in terms of mystical adoration, even of
unknowing repetition of the Nazi Arcanum itself."la However,Agamben elsewhere makes a statement

that clearly supports the notion of the unrepresentable, rvhen he writes of the camp survivors who
decided to speak afterward: "At a certain point, it became clear that testimony contained at its core

an essential lacuna; in other words, the survivors bore witness to something it is impossible to bear

witness to."15 The notion of the unrepresentable and sublime requires a nuanced thinking through
of the thing that is excessive for understanding.A more nuanced position than Didi-Hubermank is

taken by Ricoeur, who writes: "I have spoken elsewhere of the horrible as the contrary of the

admirable and the sublime, which Kant said exceeded the limits of the imaginary in quantity and

intensiry." Faced with the horrible, one must understand it without excusing it or becoming an ally

to avoidance.l6The idea of the horrible as being contrary to the sublime is useful but problematic
to consider because (among other radically distinct emotions, including terror and dread r,vhen at

first failing to understand the presentation) the momentary experience prompted by an intuition of
the sublime is said to partly involve a kind of pleasure, which might seem inappropriate in this

context. Flowever, importantly, it is not a pleasure in the subject matter that is prompted by the

sublime. Rather, what pleasure there is arises through the experience of incomrnensurability and the

conflict between the power of reason (which is not tied to conditions of possible experience and

may intuit wholes not accessible through the senses) and of understanding (which is limited and

more closely linked to the apprehension of things). One could say that the experience is structural
rather than subject-based, and this is why confusing the everyday colloquial usage of the word "sublime"
(or marvellous) with the technical term can create such havoc in interpretation.

Didi-Huberman writes, "Ethics are simplified when we throw 'radical evil' onto the side of the
'Absolute Other.'The aesthetic of the unimaginable is a trivial 'negative aesthetic'-born of the

sublime as reinterpreted by Lyotard-in the sense that it characterizes radical evil by everything that

it is not; in so doing, this aesthetic sets evil at a distance from us and legitimizes itself through thts

distancing, through this very abstraction."lT Didi-Huberman quotes from the opening paragraph of
Rancidret essay "Are Some Things (Jnrepresentable,"ls in rvhich Rancidre dismisses the idea of
there being a network of connections linking the unrepresentable to the bibhcal Mosaic prohibition
on images, through to the Kantian sublime, the work of abstract painters like Kazimir Malevich,
artists like Marcel Duchamp, and so on. Rancidre suggests that any such connections are "inflated,"19
despite both Kant and Malevich specifically invoking the Mosaic prohibition in their own rvritings,
and Duchampt well-known interest in the fourth dimension.2o Like Didi-Huberman, Rancidre also

disparages Lyotard with respect to "a new mode of art-sublime art-to record the trace of the

unthinkable."2l Mentioning Barnett Ner,vman's work, Rancidre discusses the representational failures

of what he calls "sublime art":"It bears witness not by representing heaps of bodies, but through the

orange-coloured flash of lightning that traverses the monochrome of a canvas by Barnett Newman,
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through a window, making the photograph a resonant match for the facing bank building and its
three darkened windows highlighted above by whitened-out, suppressed graffiti. The multiple
horizontal bands of somewhat blank detail culminate in the branches at top that suggest a continuation
of the intricate stream of connections already noted in the other pairs of photographs. A loosely
hanging electrical cord links one window to the area of the wall overlaid by branches. These
connected, organic branches are a foil to the shattered, single source of light that partially illuminates
the three figures.

The structure of representation involves evoking what is not present by substituting a representarive

thing that, through its materialiry can come to eclipse the act of substitution and seem to replace the
absent thing for our attention.3oThese representations can involve evocative narratives and icons that
make their own presence felt in the act of substitution.3l A photographic series such as Miller's
involves both narrative and icon operations.'When evoking significant and extreme events, the model
of learning can be useful for understanding how non-witnesses and those born after can also engage

in the "phenomenon of recollection".32We can remember something that we have not experienced
through the act of learning,which becomes a substitute for experience and an alternate source for
memory. Miller's work can involve a subtle didacticism in this respect. The project may also be

partially understood in terms of the carrying out and indicating of responsibiliry-the responsibrliry
that we all have to others. Maurice Blanchot writes, "Responsibility is innocent guilt. . . My responsibiliry
is anterior to my birth just as it is exterior to my consent, to my liberty."33The artist-citizen, like the
historian-citizen discussed by Ricoeur, carries out the project in this mindfulness of responsibility
and care. Photographs can serve as what Ricoeur refers to as "external marks adopted as a basis and
intermediary for the work of memory."3a These intermediaries for memory present cues for reflection
and association.As such they are traces,which"can be taken to be the corrunon root of testimony
and clue"; clues being like unwritten testimonies, according to historian Marc Bioch.3s'We are

provided with cues, but we must search for clues. Miller has been acquiri.ng a necwork of such
testimonial clues and arranging a collection of cues for recollection (icons of the absent) r,vhen

travelling and photographing what has become something of a European memory circuit.
There were originally two photography studios at Auschwitz. Now there is another at the

conservation institute located on the preserved site. On the left of the last pair from "The Museum"
is shown a small leather suitcase being photographed and documented at some point during its

restoration at the institute.The signs of connectivity in this image are a mass of electrical wires that
power the lights i.lluminating the now precious trace-possession of an earlier victim of the camp.The
photograph on the right is a fragmentary image, this one from Berlin and an outdoor exhibition
entitled "Topography of Terror," held on the grounds of the former headquarters of the SS and

Gestapo.A hand-held briefcase provides a contemporary association for both the framed photograph
of deportees with their iuggage and the suitcase being recorded by the conservalors at Auschwitz.
The many connections that emerge between the photographs of The Museum demonstrate the
power of photography to both present the obvious evidential facts within the frame and to make

illusory, but provocative, connections between disparate images by virtue of their juxtaposition and

order of appearance. Baer writes that some photographs startle due to their suggestion that they present

a mechanically recorded past moment that could have been experienced, but may not have been
"necessarily registered by the subjectt o'uvn consciousness."36 In this way photography can become
its or,vn event, and suggest experiences and associations that we project onto the characters, but
which may never have been personally experienced by them.

Exits is another series of Miller's photographs that presents a systematic sequence of individuals
caught at the moment they cross the threshold on their way out into the open air from the
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the other retained by Miller. Due to the singularity of photograms (there are no negatives to make
further copies) the two resulting photograms are different presentations of the same individual's
remains.'W'hile the represented subject matter and object matter are identical, the two images have

different visual forms, though still being portrait equivalents. Miller will use part or all of the material
he is provided with, which may be the complete remains of the person or a small amount of it. He
uses a series of screens to sift the ashes in several densities of gradation from fine powder to bits of
bone. He then lays down the ashes onto the paper by means of a sprinkling process from heaviest to
finest, so the heavier material does not disturb the finer. The hear,ry material allows Miller to orient
himself and create a visual structure before adding the successive layers.The ashes are spread out over
the photographic paper and beyond the edges until some sort of visual equivalence with the
substance and subject is intuited.Then it is exposed to an enlarger's light for one or more minutes.
Because of the nature of the cremated remains, light will pass through the ash and bone, creating not
just a negative image, when developed, but also a transparency and middle state of densiry. If the
resulting photogram does not appear to be successful, then the process is restarted.

The completed photograms, which are difficult to reproduce in their rich densiry and complexiry
are both direct traces of the cremated remains and illusionistic presentations suggestive of the cosmos.

The photogram from Night that accompanies this article, is of a young man named Dion. Miller
notes that the absence of silver in the negative photogram image depends on the presence of the
remains. It is a true image, and an absence of the subject, Dion. The version made for the family
serves as a funerary memorial, but the other is contextualized as art, the single project serving a dual

purpose, just as have funerary monuments over the ages. Night deals with memory and history in a

more extreme fashion than does The Museum. Photograms are a primal form of photography and

there can be fer,v substances as intensely charged as are human remains. The photogram portralt
images of Night are im,tnediately present as traces of the lost person, but they are also unrecognizable
and seemingly without form. Blanchott writing provides some sense of the manner in which these

works might operate: "Neither the sun, nor the universe helps us, except through images, to

conceive of a system of exchanges so marked by loss that nothing therein would hold together and

that the inexchangeable would no longer be caught and defined in symbolic terms...The cosmic

reassures us, for we can identify with the measureless vibration of a sovereign order even if in this

identification we venture beyond ourselves, entrusting ourselves to a holy and real uniry."aO In a-

similar way (though dealing with the indexical nature of the more technical and mediated form of
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camera-based photography) Roland Barthes writes:"The photograph is literally an emanation of the
referent. From a real body, which was there, proceed radiations which ultimately touch me, who am
here...the photograph of the missing being, as Sontag says, will touch me like the delayed rays of a

star."41 Miller sees the images as having obvious cosmic references that suggest the night sky existing
beyond naked vision in deep sky photography. Recalling the incommensurability said to prompt the
intuition of the sublime, the seemingly infinite illusion radically contrasts with the contained and
bounded presentation of remains. One could suggest that these "negative presentations" come to
serve as image sepulchres for the missing person. Ricoeur writes, "The sepulchre remains because

the gesture of burying remains; its parh is the very path of mourning that transforms the physical
absence of the lost object into an inner presence.The sepulchre as the material place thus becomes
the enduring mark of mourning, the memory-aid of the act of sepulchre."42

Forgetting creates the reservoir of the past that allows for remembering to occur. Ricoeur
r,vrites of the personal nature of memory:"If memory is in fact a capacity, the por,ver of remembering
(fdire-mlmoire), it is more fundamentally a figure of care, that basic anthropological structure of our
historical condition. In memory-as-care we hold ourselves open to the past, we remain concerned
about it."43 Millert The Museum is an open collection of cues for remembering that r,vhich continues
to exist in the present by being designated as "the past." The Museum and its related series are

suggestive of an attitude of care and responsibility toward the subject matter and toward those r,vho

came before.The "unrepresentable" is, in fact, very much present. Millert photographic works may
be thought of as icons of remembering and forgetting, images of possible being and having-been.
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