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The shard is a fetishistic 

'fossil objet' in Deleuzean 

terms, an irreducibly material 

object that encodes the 

collective memory of the event. 

It has come to embod y the 

"resilience" of a nation-"still 

standing" as a witness to the 

event that no narration of 

signifiers can ever adequately 

narrate. In this sense it is a 

recollection·object. Its lattice 

shape speaks to the skeletal 

bones of a building, the ruins 

which have taken on a 

mysterious and magical significance. The mysteriousness of its direct 

presence is captured in such a way that one might almost taste and 

smell the ash and smoke of the event. The sensible body of the building 

can be felt in this way. 

It is presented to us as a ghostly form, 

a haunt in the distance, as if its steel 

girders are made of fine, thin lace, able 

to rise effortlessly above the ground. 

The graininess of the image makes this 

an affected·image in Deleuze's terms­

an image which arouses emotional and 

visceral responses. Rather than opening 

up forms of acti on, it opens up 

experiences of time. or reverie. 
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In the flood of artificial light 

during the night, the shard 

takes on an eeri e feeling of 

hard· tempered armour. It 

stands like an avatar looking on 

as the excavation work 

progresses. 

Its pesence looms in the distance. Watching. Recording the events 
around it. 
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The shard has become a fetishistic object, an auratic object, and 

hence an embodied object. Benjamin wrote that aura is the quality in 

an object that makes our relationship to it like a relationship with 

another human being. It seems to look back at us (1968, 188). Aura is 

the sense an object gives us that it can speak to us of the past without 

ever letting us completely decipher it. It is a brush with involuntary 

memory, memory that can only be arrived at through a shock. We return 

again and again to it, still thirsty, because it doesn't satisfy our desire 

to recover or forget its memory. lbis shard. as an auratic object maintains 

its distance no matter how closely we attempt to embrace it. It remains 

distant from us even when it is present in space. The shard as an auratic 

object remains a fragment of the social world that cannot be read from 

on high, but only as the witness of the object. Its aura is what makes 

the fetish volatile, for it incites us to memory without ever bringing 
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memory completely back. When a fossil is radioactive it hints that the 

past it represents is not over, and it beckons the viewer to excavate the 

past, at his or her peril. Meaning is encoded in such objects not 

metaphorically but through physical contact- the embodiment of the 

event in the shard's case. Such objects tell stories and describe 

trajectories, the unresolved traumas that are embedded in them-why 

was America attacked? Why is there so much hatred for its foreign 

policy? Benjamin's auratic fetish and Deleuze's fossil have in common 

a disturbing light, an eerily beckoning luminosity. In the fetish it is 

called an aura, in the fossil it is called radioactivity, and in Lacan it is 

called the pulsation of the drive, the objet a as it stares at you from the 

Real. 
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Time-Image! Movement Image The contact print photos remind us that thousands and thousands of 
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endless number of personal names. What might have become cliches, 

commonsense hegemonic images without reflection that extend 

Like the shard that, to my mind Wlproblematically into action-what Deleuze termed sensory-motor 

at least, has become the iconic images of the movement-image cinema- have been deconstructed and 

embodied image of the event- tuned into something else-into what Deleuze calls "optical images" 

a fossil object-the iconic characteristic of time-image cinema. 

portrait of heroism has emerged 

as a testament to the bravery of 

firemen and policemen, and the 

loss of life in the line of duty. 

These portraits, found in the 

November issue of Vanity Fair, 

are held together by iconic 

signifiers marking their dutiful 

place in the Symbolic Order first, 

and followed by their proper 

names second. (eg., Firefighter. 

Steam Fitter, The Trauma Team, The Bucket Line, etc.) Each slide tells 

briefly what the men and women were doing during 9/11 and after. 

One is struck immediately by a frozen-mumenl of silence fmd lite absence of 

anyactiun. Perhaps it is the silence that recaUs the Real event of 9/11 

most profoWldly. As an excavation of recorded history, these contact 

prints show us that cultural memory is located in the gaps between the 

recorded images. Silence, absence, and hesitation are the marks of the 

very inability to speak, to represent objectively one's own culture, 

history and memory. This is where the trauma of the Real lies-in the 

gaps beyond the Signifier. 
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The contrast of this form of portraiture from Vanity Fair (as presented 

above) is starting. They present to us the wayan image always splits 

time into two parts. In Deleuzean terms-borrowing from Bergson's 

philosophy of duree~there is the time that moves smoothly forward~ 

the present that passes~and the time that is seized and represented (if 

only mentally) as the past that is preserved. Hence, the actual image 

and the virtual image are the two aspects of time as it splits. The very 

moment that they diverge, the two types of images create two 

disjunctive representations of the same moment. 

The personalized portraits, the prayers for the missing persons 

try desperately to capture and being back the actual image of the loved 

one. They are recollection images, the unofficial histories and private 

memories which compete with the official histories, the virtual iconic 

portraits of Vanity Fair that speak to duty-and bravery in the best 

possible way. But these portraits of the missing point to actual time, 

not virtual time. They are portraits which belong to the Real and not 

the Imaginary. They live in those "missing" gaps. 
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The moment of crisis shows itself as being the least available time 

to present the missing loved one-a desperately found photograph, a 

few lines of description written in haste to capture the loss. There is a 

pressure of desperation that these thin, minimalist recollected-images 

call on-a representational ownership that is nowhere to be found. 

They are inadequate for what they request, but it is in their very 

inadequacy that they beg for "attentive recognition." They are but traces 

of the bodies that they call out for in desperation. Most disturbing is 

that in their inadequacy, in their failure to swnmon a reconstructed 

image, in their cry to have a memory assigned, these images of prayer 

turn into anonymous photographs that no longer correspond to any 

experience. They can lose their aura and become like yeIlowed 

photographs found in a high school yearbook at a flea market; or worse 

yet, become like those Holocaust photographs of anonymous Jews 

who died in concentration camps. Their bodies also vanished. 

Forgotten. 

But the 6000 have not been forgotten. To remember their spirits 

memorial sights like Union Square became gathering places of 

mourning. There, fossilized objects found a resting place. These 

memorial sites contain many different and incommensurate stories­

personal stories, fantasies, and hopes depending on who was looking 

at the objects. 
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The recollection-images and objects in these memorial sites­

peace banners, flags, crosses, teddy bears, fireman's hats, ribbons, 

photographs, poems, candles, flowers-confront what cannot be 

represented. They are an attempt to bring them into dialogue with 

memory of the missing. They cry out to tell histories, lives of which 

they are an index. It is a road back to particular memories and partial 

histories. It is these inexplicable images that testify most profoundly to 

the forgetting of both official history and private memory. They are 

multisesory bits which call upon a sense knowledge that cannot be 

reproduced nor represented. These are rituals that are necessary and 

crucial for psychic survival. Let us remember that rituals, including 

rituals of mourning, are not final acts but beginnings. 

Postscript: Since the writing of this essay, the shard has been 

removed for safety reasons. It will not be used as a monument to mark 

the9/11 monument. The winning design is to have two beams of broad 

light projected into the night sky to commemorate those souls whose 

bodies remain forever lost. They await justice so that they may finally 

rest in peace. 
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Tagging A Boxcar 
In An Anxious Age 

Jim Edwards 

On Wednesday, September 12,th scheduled to fly from Salt Lake 

City to San Francisco, I found myself instead driving a rental car from 

Logan, Utah to the Bay Area. I left early - at daybreak, on a clear 

morning, just at that turning point when sununer slides into autumn. 

Several hours later, on Interstate 80 east of Salt Lake and along the 

BOImeville Salt Flats, the National Public Radio station began to crackle 

and fade. By the time I crossed into Nevada, and moments after turning 

off the radio, I slunk into a state of sad resignation. Two hours of news 

about the horrors of the collapse of the World Trade Center and attack 

on the Pentagon were all I could take. The talk of war had put me in a 

sullen mood. 

Ahead on the horizon were storm douds and every mile or so a 

short stretch of wet pavement. There were few billboards or manmade 

distractions of any kind. The traffic was very light - mostly semis. 

The overcast sky added to the general bleakness. But as I continued 

driving westward through the Nevada desert I had the strange feeling 

of moving towards the light, even though I could see piled up douds 

ahead of me. The openness of the desert seemed to amplify the sense 

of light and space. There is an austere beauty to the desert, and trapped 

in the comfort of the car, this sense of sublime beauty seemed almost 

reachable in real time. Looking through the windshield of the car was 


