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analysis provides a clearer understanding of how and to what extent The
Fist serves as a resource for public memory by examining what “makes it
stick,” as well as how and with what effect. As we demonstrate, citizens
of Detroit continue to be emotionally engaged by this monument, taking
on the role first of critic, then of agent, and, ultimately, experiencing the
Monument to Joe Louis as a resource for cultural projection and continued
engagement, most recently in response to the economic recession. Indeed,
in spring 2009, NPR did a series of stories about Detroit and Michigan as
the “national leader in recession,” because the city and state experienced
the economic downturn earlier and more deeply than other states. One
of the pieces of the series featured a journalist recorded while standing on
Jefferson Avenue by the Monuwment to_Joe Louis, talking about why she loved
Detroit and why she loved the sculpture. Regarding the symbolism of the
sculpture, she remarked, “I don’t see violence in this sculpture; I see a bull-
headed determination. Joe Louis, like many Detroiters, took his blows. But,
Louis endured, and he did it with style.”’
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