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Bradley McCallum & Jacqueline Tarry

Our exhibition, “Indelible Image,” is about images of a
specific country at a precise time eerily echoing other
struggles, of other people, in other lands, within a weirdly
synchronistic world time frame. It is about a shared past,
formatted in different grids, coded in different languages,
and read in opposing manners. It is about the intersection of
memory, time and place.

The invitation to participate in the Tokyo Wonder Site
Aoyama: Creator-in-Residence was a wonderful opportunity
for us to continue our artistic practice in a new cultural
context.

Research is an essential part of our creative process but this
was our first experience working with a foreign archive. We
allowed ourselves to be guided by our intuition, beginning
with an initial idea but permitting ourselves to explore the
other tributaries that inevitable open up as we deepen our
research. We viewed thousands of images, made selections,
refined these choices, and upon further research discovered
the complex political and cultural significance of the images.
We were particularly intrigued by images that connected
with our personal experience, images of civic and political
issues of the time period we were interested in, images
that were part of popular culture and finally, by seemingly
dormant images. Entering this vault of information and
exploring its content, permitted discoveries that enriched
our creative process, our personal experiences, and our
thinking about the geo political issues of the time.

So the series of paintings began as we stood in the vastness,
that is the Tokyo National Diet Library, and began our
research of Japanese newspapers from a known position,
the dates surrounding Martin Luther King's assassination.
Working with a translator we were interested in seeing
how the images of the civil rights movement, that are an
essential part of our cultural DNA, were presented in Japan.
This point of departure, in turn, lead to our discovery of the
pivotal importance that 1968 had for Japan - as it did for so
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many other countries around the world. In the US, 1968 was
a bridge between the civil rights movement and the anti-war
protest of the Vietham War. In Japan, the youth movement
also questioned environmental issues and the country’s
quiet aid to the American government as they waged war
in Vietnam. The images of student protesters clashing with
police is both specific to actions of the individuals in the
photograph but also represent an archetypal gesture of
resistance mirroring those in Alabama, Chicago, Prague,
Paris and Mexico.

The exhibition thus reactivates images from 1968 (a
date characterized by young people and marginalized
communities challenging authority locally and
internationally) in a way that allows the images to be linked
and de-linked from their original signifiers. The “Indelible
Image” is both bounded by the mark it has left and free to
float above it.

The paintings are a composite of two layers of visual
information that become subtly animated when viewed.
The ground is an oil painting of the source image and just
centimeters in front of this, above this surface, is the actual
photographic image printed on transparent silk. The viewer
looks through the silk screen onto the painted surface. The
formal layering of the work culminates in a painting that
mediates between the document, the event, the viewer and
the interpretive possibilities that surround them. What has
been closed, filed in an archive, is now open, animated by
the viewer who ultimately shifts the relationships between
the depths and the surfaces of the work.

We also found, as we sifted through catalogues of actual
news photographs in the Japan Times Archives, that upon
first viewing some of the images seemed abstract, benign
and poetic but they were in fact loaded with cultural and
political significance that we needed to unwrap carefully.
One such photograph, an 8” x 10” black and white image
of an island emerging majestically from the swirling

pacific waves quietly referenced the ongoing Japan — US
relationship and a history that has been shaped by struggle
and displacement, ownership and repossession, surrender
and reclamation. On the back of the photograph it was
noted that the image was taken on the day that the US
returned the Ogasawara island to Japan as a quid-pro-quo
agreement to silence protests against the USA’s use of
the military base in Okinawa during the Vietham War. We
present this image in its own terms, aesthetics, melancholic
and poetic.

Continuing our fascination with photographs taken as
“evidence”, the images of a boot, an abandoned car,
and a composite photograph of the robber, led us to the
December 1968, 300 Million Yen Incident - a crime that to
this day remains unsolved but is widely known in popular
Japanese culture. In this instance, our choice, to create a
series of works based on these images, was not about a
political subtext but about our shared curiosity for this case,
the radical success of the crime, and the traces and clues
that remain captivating.

The Tokyo residence greatly stimulated our creative process
and creating this work expanded our awareness of the role
we play in recreating narratives that question the American
national agenda through images that were widely circulated
in Japanese newspapers in 1968 for example. But it was
also a recognition of the critical questioning that lies at the
heart of our artistic practice.

>

Island Returned, 1968 (After unknown photographer; The Japan Times)
2009
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TWS Aoyama: Creator-in-Residence Residency Program Exhibition
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Questions of Private and Public Memory | Yusaku Imamura |

Every human being has unforgettable memories. Society has
unforgettable memories as well. The collective memory of
society sometimes seems to be rather disjointed from private
memory, and especially when we speak of people’s memories
as "history", they have long stopped breathing, and are handed
down through so many filters and media that the message
they communicate gets increasingly distorted. However, to
be living here and now means for us to be connected to that
social memory, while at once connecting it to the future.

The two artists/groups we introduce this time have been
creating works of art based on such questions of individual
and collective memory. Bradley McCallum & Jacqueline Tarry,
a mixed, black and white couple, are keenly pursuing in their
works issues of racism, and other problems arising between
the individual and society. The year 1968 saw young people
around the world committing themselves to social issues,
and to activities aiming to bring innovative changes. It was a
year of hope and aspiration, but at once it was also a year of
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despair, fueled by the assassination of Martin Luther King,
and by the global effects of the Vietnam War. The artists
visited Tokyo in 2008, and created a piece of art based on
photographs of various Japanese news reports on social issues
and incidents during 1968. It was a time when a number of
other projects were concurrently launched in Japan to review
the state of the world exactly 40 years earlier. Have we been
serious enough in our approach tackling the challenges
formulated in 1968? Aren't there quite a few of them that we
still haven't tackled at all?

Based on her mother’s reminiscence of the Holocaust as one of
the few survivors of this unprecedented tragedy in the history
of mankind, Yishay Garbasz followed her mother’s footprints
through the Holocaust to various locations in the Netherlands,
Germany and Poland, where she took photographs for her In
My Mother’s Footsteps series. The Holocaust represents the
private memories of angst and despair of those who survived
it, and at the same time it stands for a collective memory of a
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Director, Tokyo Wonder Site
Counselor on Special Issues to the Governor, Tokyo Metropolitan Government

tragedy for mankind at large. Garbasz’s mother never talked
about her experiences until the age of 60, as it took her many
years to become able to look back on the event. The work is a
record of a journey the artist undertook as a serious response
to her mother’s memory.

The relationship between our private memories and those of
society provides in fact hints at the time of our own lives, and
I sincerely hope that this exhibition will be an occasion for
visitors to find some of those hints for themselves.

Providing young creators with a stage for experimentation based on the c

of “making site” since 2001, Tokyo Wonder Site (TWS) is offering artist re

at TWS Aoyama: Creator-in-residence, a base for artists from around the world to
engage in creative work, exchange and research.

McCallum & Jacqueline Ta as participants in TWS’s experimental
long-term residency program, visited Japan once for preparatory r rch in the
summer of 2008, and then again for the actual creation and presentation of their
work in the spring of 2009. Yishay Garbasz was selected by the recommendation
of Dietmar Elger (Director, Gerhard Richter Archiv) to take part in the
International Nomination Program for creators recommended by internationally
operating artists and curators.
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Klan and Burning Cross
(After unknown photographer, Blooklyn Library, New York Public Library image collection)
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Fist Part | Gallery Talk

Bradley McCallum &
Jacqueline Tarry Gallery

Bradley: One of the series we worked on is called
“White Wash.” The works we have on exhibit
now are similar to this series in that they combine
photographs with paintings. In past series we
used representative photographs that are patriotic
among the American Civil Rights Movement.

Jacqueline: Specifically, the Civil Rights Movement
and in particular the movement lead by Rev.
Martin Luther King. There were large-scale
marches and various leading movements. In
coming to Japan and taking part in the residence
program, we were able to view old photographs
from the archives of newspapers and other
agencies. We were very excited about this, and
chose some photographs from the archives of the
Japan Times, the Yomiuri Newspaper and other
newspapers, and used those as subjects. We chose
images from 1968, which is the year Rev. King
was assassinated, and we searched the media
photographs to use things that happened in Japan
as subjects.

Bradley: We chose photographs that portrayed
iconic events, and as we were researching these
pictures in the archives we noticed that movements
involving young people and youth were taking
place not just in America but in other countries as
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well, such as Japan, France, and England, at the
same time. The youth of that time had firm beliefs,
and conducted movements based on the optimism
that if they achieve what they believe in the world
will become a better place. I felt that even in
different countries, these were points in common
that could be tied together. They were trying
to change their countries’ policies through the
activities and movements they were conducting.
I think their will to use their own abilities to
achieve a revolution that would improve the world
acted as a source of their power. Then there is the
question of what kind of responsibilities America
can carry out in an international society—what
kind of presence will it become as an influential
nation. I believe we can also consider that these are
changing...

Jacqueline: As we looked in the archives at these
types of important photographs that pass along
information, we became to think of photographs as
containers. In ancient times long before there were
pictures, our ancestors passed along information
by word of mouth. I feel that photographs play
that role now. We would like to view things in the
context of pictures as mediums that pass along
stories, information and events. Also, photographs
are tied together with memories, and things in
the photographs may be personal memories or
cultural memories. By looking at photographs we
recall those things and reminisce things. I feel
pictures play important roles that convey all kinds
of memories by looking at them no matter how
many generations pass.

Bradley: People often ask us why we use two layers
when they look at our works. The two layers of
information are linked with what Jacqueline was
just saying, about the roles photographs play.
Memories begin to fade at certain points, while
at other points affix themselves and become
permanent. We feel photographs possess the
dynamic parts of memories, in the sense that
they shift, which is why we use this method. So
in our expressions, the part that’s a painting is
the interpretive part, while the silk part on top is

covered by transcribed photographs, and these are
the documentary photographs—the part that holds
document-like elements. So there is an interpretive
part and a recording of the actuality, and we see
some kind of a gap between them.

There are two types of gaps that appear between
these two layers. One is a conceptual gap. The
other is a physical gap. Viewers of the works see it,
and experience it, then it becomes an experience,
and still images become double cinematic or have
movie-like effect parts, in terms of things that
move through those experiences as well, I feel they
are physical gaps. And two similar things—the
silk and the picture part underneath—overlap and
are slightly unaligned, so viewers feel they have
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to focus their viewpoints somewhere. They must
adjust. Information is the same. It is divided into
two different layers, and in order to view it, the
act of the viewers changing their positions or eye
positions leads to the feeling that they are actually
looking at it. I think part of it is we make our works
so they have active parts that require viewers to
slightly shift positions and make adjustments in
order to view the information and memory areas.

Jacqueline: We felt it would be good to choose
materials that tell a story. We're interested in
how memories function, so we chose media
photographs that also express the function of
memories well. For example, 1968 was a very
meaningful year for me personally, and the
event I mentioned earlier happened in that year.
Meanwhile in Japan, I hear turbulent student
protests took place in 1968. Events occurred in
society at large as well that called for various
changes. There was a 300 million yen robbery. The
car, shoe, handkerchief, bicycle, and empty box and
other items left at the seen were nothing more than
items left at a crime scene. However, by viewing
them they become important photographs that stir
up memories of what happened in 1968—a year
in the past. There is also a photograph of an older
woman transferring knowledge to young girls;
here is a photograph of memories, as a result—
leading to activities that destroy memories.

Bradley: I would like to talk about how time is an
important idea for us. We are playing a video work
in the next room. The video shows the funeral of
the assassinated Rev. King. It features images of
a few other events as well. More than focusing
on leaders such as Rev. King that spearheaded
those movements, what is important is how
ordinary people were involved, and so we focused
on their existences. It is very important that we
are showing this video sampling together with
these works featuring pictures we selected from
Japanese newspaper archives. For example, this
photograph of the island recalls that during the
same year events were simultaneously occurring
between Japan and America. 1968 was the year

Rev. King was assassinated in America and the
Civil Rights Movement intensified. That led to the
strengthening of anti-war protests, and played
a large part leading up to the Anti-Vietnam War
protests. In the same year, in Japan, the Bonin
Islands were returned. Why did the American
government make that decision? Looking back
from 2008, through 40 years, events that happened
both in Japan and America, we find it really
interesting that our personal memories, group
memories, government decisions, memories
relating to responsibilities and the like are all
coming together simultaneously.

Second Part | Gallery Talk

Yishay Garbasz

Yishay: I am showing a series entitled, In My
Mother’s Footsteps. My mother was born in Berlin
in 1921. Since she was a Jew, she moved to the
Netherlands in order to escape persecution by the
Nazis, but she wound up in a concentration camp,
and spent time in Auschwitz and other camps.
She was part of the notorious Death March, and
was eventually freed in Belsen. I visited each of
the places she lived and took pictures of them,
which is the background for this work. Memory
is what we remember, and there are blanks in our
memories—myself included. We may think that
we are remembering things, but there are blanks.

Going to each of these places and filling in those
blanks was a major element of this work. Even
though we have memories in our heads, they
are not complete. There are gaps. Having been
born from my mother, some memories have been
handed down to me. However, my body does not
contain all the memories. Tracing my mother’s
memories, those memories that were transmitted
to me when my mother gave birth to me, other
memories involving my mother, and memories
that my mother herself had are the point of the
work. They’re not memories I have lost, but rather
memories my mother has lost, and by physically
visiting them they come back to life. For people
who are forced into Nazi concentration camps or
have gone through trauma, their psychological
scars last a long time. Many people suffer from
PTSD. When people carry memories of trauma,
they live as humans, and as they live they learn
new things, and by experiencing change, memories
fluctuate, or the memories themselves transpose
into new things. This happens in places we don’t
notice, where the brain is not consciously accessing.
Children who suffer heavy trauma replay that
trauma in themselves, inside their memories, over
and over again, because their language abilities
are not yet fully developed. For adults, on the
other hand, traumas appear in different forms,
remaining inside them. I mentioned before that
there were different types of memories. There
are memories that individuals have, and those
that society on the whole recognizes, and these
at times differ from each other. An individual
may carry a memory and remember it, while
society does not recognize it. Things that have
happened in the past, especially deep individual
memories that cause trauma, fall away as society
gradually changes. Or if society deems something
inappropriate for the social structure, a large
gap occurs between memories that individuals
carry and those that society recognizes. A big
debate ensues about which is reality and the gaps
sometimes appear in our daily lives. I believe we
can perceive things individuals remember and
traumas they carry, and the major gaps that society
does not recognize as major issues and friction that
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appear in our daily lives. For this was a personal,
memorable and important project for me. I believe
there is significant meaning in me tracing my
mother’s memories and those things that are no
longer in her memory. She, along with her two
sisters, fortunately came out of the concentration
camps with their lives after going through so
many traumas, and I believe all the pain and
experiences they went through seriously hurt their
lives, and continued to affect them both spiritually
and psychologically. The purpose of this project is
to recover the memories they have lost. My father
had my mother keep a memoir of her experiences.
I read her memoir a couple times, and what
surprised me is that there was almost no emotion
in the words she wrote. Only the simple facts were
recorded, with no emotional context. Nothing
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was written about how she felt at the time—her
emotions and feelings. Only complete silence was
left. I was shocked at the gap in the emotional part
covered in silence and the facts that were written
down. Later, as I was reading it, it occurred to me
that there were emotions and feelings that she did
not talk about. And that is the base, or foundation,
of this project of mine. I think what is important is
we need to understand the parts not spoken about,
the parts that remain in silence. In society, in this
age as well, there are lots of things we don’t want to
talk about or hear about. War, holocaust memories,
experiences such as rapes...even if they actually
happen those who go through them sometimes
do not want to talk about it, and sometimes they
can’t talk about it because society doesn’t want
to hear it. But it does need to be talked about and
heard. It’s important for society to understand,
and what’s also important in understanding is
not to think of things as past events, but to listen
from the viewpoint that these things are currently
going on today. Take the holocost, for example.
Just because it happened in the past doesn’t mean
it has nothing to do with us. We shouldn’t look at
it as something that didn’t happen in this age we
live in, but as something that happened recently,
and something that could happen again today. It
is important to replace this viewpoint and way
of seeing things with the present. These things
may have happened several generations ago, but
we should look at them and understand them
as things that happen in this age we live in. The
pieces here remaining as photographs are pieces
of my mother’s memories, or pieces that were shed
from my mother’s memories, and that I have taken
by visiting the places she was at. So they show
physical spaces and places, but I visit the places,
walk around them, don’t experience what my
mother did, don’t know anything, just rely on the
clue that my mother was once there long ago. This
“not knowing,” however, is a major catalyst for me
to understand things better and learn more about
them. I feel by not knowing something, I can know
it better; it enables me to understand it well. Before
we leave this room, if someone has any questions
about my work, I'll be happy to answer them.

Questioner: The photographs in this first-floor
exhibit appear to be in chronological order,
while those in the second-floor exhibit were not
necessarily so. I thought the reason was because
when your mother spoke of the holocaust she
spoke of events that way, but could you elaborate
on why you exhibited the photographs this way?

Yishay: Thank you for your question. The
photographs in the first-floor exhibit are linear;
they’re arranged in chronological order. In my
mind the first-floor exhibit is like a kind of movie,
unfolding in chronological order as a movie
does. And the upper part is set up like a stage
or a movie set. I got this idea from the labyrinth,
which appears in ancient Scottish folklore. This is
different from a maze. In a maze, you just get lost
and try to find your way out. In a labyrinth from
Scottish lore, you only lose yourself within that
space. That’s why I made it completely dark inside,
in order to completely separate this inner space
from the outside so that people can look at the
works. By shutting it totally off from the outside
and having people look at the works in darkness,
I wanted to have people not just come in from the
outside and view the works, but rather feel a sort
of connection with the places my mother was, the
places I visited and photographed, are exhibited,
and so I had heavy curtains put up to completely
block out the light.

Questioner: Why did you go with this size
(595x210mm)? Was there any reason in particular?

Yishay: The reason why I went with this small size
is partly because of the size of this exhibition site.
A more important reason is because the smaller
it is, the closer people must draw near to view it.
Simply put, the viewers will turn more inward;
I thought I could have them see the works in a
way that leads to inner aspects. If I used a bigger
print, in order to see the big picture viewers would
refrain from coming forward. Since they would
back up and view the works, physical distance
would emerge between the works and the viewers.
I did not want the viewers to feel a great distance,

which is why I have them this size. Also, I don't
know if you'd call it exercise-sensitive intelligence,
but by displaying the photographs at different
heights like this everyone walks, moves, moves
their eyes and viewpoints as they move, and thus
exercise sensitivity forms on the part of the viewers
as well, and the things they see. As they move their
bodies apparently the things they see are retained
inside them longer. That’s why I changed the
heights and made it so everyone views the works
as they move. When inputting information, things
that you just look at and put into your mind tend
to be short-lived, whereas when using your actual
body to commit things to memory, things remain
inside you longer, even though you may not feel
anything at the time, which is why I'm exhibiting
my works this way.

Questioner: | feel these private works are very
deep, and they reverberate inside. If any of your
family members who were there at the time
provided feedback, I'd be very interested in
hearing what they had to say.

Yishay: Before I started this project, my mother
told me over and over that she didn’t really want
me to do it. She also said “It’s not good to spend
too much time at Auschwitz.” When I finished
taking the pictures, I organized them myself and
handed my mother the collection before they
were published. That was the first time in my
relation with my mother that she was completely
speechless. My mother passed away two and a half
weeks after I handed her the pictures. Maybe she
felt that in visiting the places she was and taking
the pictures, making the works, I—her daughter—
understood her. And so I believe she felt she could
let go or forget all the hardships she experienced.

Third Part: Dialogue

Bradley McCallum & Jacqueline Tarry

Yishay Garbasz

Yusaku Imamura (Director, Tokyo Wonder Site/ Counselor on
Special Issues to the Governor, Tokyo Metropolitan Government)

Kayoko lemura (Program Director, Tokyo Wonder Site)

Bradley: Yishay’s works captivate me, the
extremely beautiful images and photographs,
while at the same time I feel they make viewers
think about the paths they walk, for example the
responsibilities they have in history, in the world
and society they live in. For instance when flipping
through the photographs, they are tranquil, quaint
and pretty, they may have been places of tragedy
when looking into their histories. Personal beauty
and elements relating to politics and history
simultaneously exist in the same places—the same
spaces. And it is particularly interesting to note
that memory is bridging them.

Yishay: When looking at Bradley and Jacqueline’s
works, what strikes me is the fact that their
approach to making their works differs from
mine. My starting point is personal—my works
begin from my personal life and gradually expand
outward. But where my works spread out to
universal pieces, Bradley and Jacqueline’s go from
things that have happened in society and the
world to personal pieces. However, whether you
start from a personal viewpoint or from social
things, somewhere in the middle you arrive at
the same place. For example, when you start from
something personal or something social, if you
stopped at either end of them, you wouldn’t be able

to see things in the middle or on the other side.
But when you start from a personal viewpoint,
you can see the middle’s, or political events in
society, and I think it’s fascinating that through
the political events that occurred in society, you
can also gradually transfer to the personal side.
Maybe as members of society, when we actually
witness events like these, or view them through
photographs, we think, “Why are mistaken acts
like these permitted,” or “Why do tragedies like
these occur?” I don’t think we could live in this
type of world, but we must live in this society. Our
extreme regret leads us to take some kind of action,
which I think is very meaningful. Works that stir
up these types of emotions and feelings are rare,
but Bradley and Jacqueline’s works do that, for
which I am very grateful.

Jacqueline: Yishay’s works are very profound,
strong and deeply colored. I think it’s wonderful
how their stories unfold and, in a sense, become
things that have as much splendor as literary
works. In her journey to the places her mother
was, Yishay sought after the path her mother
walked in life, and her hardships. By her standing
in those locations and taking pictures, as I said
before I think a grand story is unfolding. The
subjects of our photographs may be small spaces.
They may only have personal, private meanings.
But if you look at their backgrounds they reveal
grander, universal things. Micro-level things are
unfolding into large-scale things, but they do not
just expand into larger things and end there. What
I find to be so wonderful is the personal aspects
remained deeply colored amidst all the grandeur.
That shakes the souls of viewers, and I suspect
that visiting those places, searching her mother’s
hardships, it leads to healing.

Bradley: As I looked at our works and those of
Yishay’s, it struck me again that as artists in this
day and age, our artistic activities won't stop. What
I mean by that is, I felt that we, too, need to not
just leave our countries and work outside, but, for
our own sakes, expand our activities using new
conditions, techniques and materials. Leaving
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environments we are comfortable in and taking in
new things we aren’t familiar with involves risks,
but I feel that’s something we need to do in this age
as artists. I don’t think it was easy for Yishay to try
out the new light box, and we also had our share
of confusion with new undertakings, but I think in
order to constantly move forward it is important
to do things you have never done before—show
various new experiments.

Speaking for Jacqueline and me, the production
activities we’ve been to so far have been activities
in fields we are used to. It was extremely
rewarding for us to get away from that for the
first time and enter an unknown cultural field we
were unfamiliar with to take part in production
activities. The Civil Rights Movement media
images we've used have been so familiar to us
that they feel like our own family photographs,
but it was challenging this time in the sense that
the pictures we are borrowing and using from
the media were chosen from a society with a
completely different culture.

Yusaku Imamura: When I thought about how Tokyo
Wonder Site viewed art during the fiscal 2008
residence program, inviting Bradley, Jacqueline
and Yishay, creating a new project in Tokyo, and
whether or not we could see new horizons were
major themes. Although contained in the title of
this exhibition, we did not really inform these
two about why we chose them. However, they
both understood perfectly well why they were
connected to this. Private and public problems
and problems linked with memories. It’s as they
themselves said about the flow from private
to public and stories that were already public
coming at us with private themes. Regarding work
techniques, Yishay adopted the method of children
inheriting history and memories in her relation
with her mother. Bradley and Jacqueline’s method
involves collaborating with each other from the
start, and they deal with racial issues rooted in
American history and their own personal histories.
At the exhibition held when we invited Bradley
and Jacqueline to the opening of TWS Shibuya
in 2005, their works were about the teenage
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homeless in Seattle. Seattle is famous for the
Seattle Mariners and is a beautiful city, but it has
one of the highest unemployment rates in America
with a large number of homeless teenagers. They
photograph the homeless teenagers individually.
They showed portraits and a video featuring each
of those individuals standing on a street corner
on the outskirts of the city for an hour. In Seattle,
there is a law established to eliminate homeless
and the like that stipulates one cannot stop in a
single place for more than five minutes. In other
words, individuals cannot occupy public spaces.
The homeless broke that law and stood on street
corners for an hour in order to give something
to the friends they lost and others who are being
treated similarly. So they made a 24-hour video
with 24 people. The homeless teenagers in it stand,
while others pass by as if not even noticing them.
People walk by without being aware of them,
as if they’re ghosts. But when you fast-forward
the video, it is the homeless that can be seen
standing there for an hour, while the passersby
seem to become ghosts. The work focused on the
existences of each of them, taking a public problem
and making it a very private memory. They were
working on the 1968 problem and I learned that
they were going to take it to Japan. I was extremely
intrigued, so I made a project in which they would
conduct research in Tokyo, temporarily return
to their country to create the works based on
their research, and then come back to present the
completed works. As with their 2005 works, how
they would shape their art, which exists in physical
form, and images, which are physical records, and
how they would present them and leave them in
physical forms were major issues they confronted.

I first met Yishay two years ago. Regarding her
photographs, as she says she inherited very
personal memories from her mother that are
viewed as documents. Even though it is something
very major, like the text her mother wrote,
Auschwitz and all the townscapes are epically
captured. I was also deeply shocked when I saw
those photographs. But how to depict in Japan
this internal and epic world that she wanted to
see was a challenge. We discussed all kinds of

exhibit plans, works and other items, the result
of which are the works everyone here is viewing,.
We went with this method, having everyone think
as Bradley was saying about what you should
make and how you should go about making it
when working somewhere far away from home,
and how you can transmit this effectively. Just as
Bradley and Jacqueline’s tale—their journey—
connects with an extensive public story, in Yishay’s
tremendous journey of how to exhibit works in
Japan from the photographs she has taken and
how to talk about them, another personal tale
is connected with an extensive public story, and
because it connected with that public story, it
picks up another personal kind of strength. While
they seem to contradict each other, personal and
private theme approaches draw near to the public,
while from the public they are being distributed
to even more advanced concepts. Since the works
of both groups of artists make us think about
these things, I am very pleased that we could
present their exhibitions and hold a talk like this.
Along with the issues of private and public, this
exhibition simultaneously deals with the humanity
issue of racism. Not only that but Yishay had a
gender change operation before coming here. She
is currently creating works in Japan themed on
issues relating to a certain type of masculinity.
They aren’t the issues of old-fashioned political
correctness or minorities, but I think, be it racism
or masculinity issues, Yishay’s project deals
with issues relating to human existence and the
basis of dignity. I look forward to seeing the
next development of Yishay’s works relating
to masculinity. They talked about their works’
memories and time, public and private issues, but
I would also like to hear about how they feel about
masculinity and racial issues as they work on their
current works.

Yishay: About this project, I finished my operation
and am taking female hormones, and for the past
year or so I've been taking nude photographs of
myself. Each week I've been taking a photograph,
and I plan to organize them into a book. I'd like
to have it so that when you flip through it from

TIyRb— Ry hITL&I v IY—R 51—
Bradley McCallum & Jacqueline Tarry
Exchange

2007

DVD

Still images

one side it goes from male to female, and from
the other side from female to male. But you know
changing one’s sex is nothing major and it isn’t
hard. You just change bits around and that’s it. I
don’t think it’s that big an issue. It’s like Bradley’s
son said. “What’s the big deal?” What’s so hard
about it? People often ask if it’s a big issue, but why
do we see this as such a big issue? And that may be
a question we face, that it may not actually be that
big a thing.

Bradley: For Jacqueline and me, the fact that we're
an interracial couple, especially since Obama is
now president, reminds us that we're alive in a
very meaningful age. Historically in America,
where black people, white people and many people
of other races live together, looking at each other’s
conversations in a once cultivated framework,
as seen in the election of a black president a new

framework may need to be established. It is often
said in America that this should be rapidly pushed
forward, so speaking from that point of view I
think we should of course try to protect the things
we’ve worked on and held an interest in all this
time—the Civil Rights Movement, the Civil Rights
Movement in the past, and also issues relating to
racism,

Jacqueline: What I would like to investigate
through my experience at this Tokyo Wonder
Site residence program are things related to the
existence of the archives. Coming to Japan this
time I selected photographs from newspaper
media archives, and I felt a renewed interest in
what the archives are, and wondered who can
access the photographs and documents and what
not in the archives, and who can’t access them?
The photographs that we selected and featured

in our works this time are public. They were
exposed to the public realm. Since the photographs
were featured in newspapers and magazines, at
some point people who saw the newspapers and
magazines had access to all the pictures. But once
the photographs disappeared from newspapers
and magazines and were stored in the archives,
the chances the public will never again see them
become very high. In that case, then, the next
question is who owns the archives? Photographs
are mediums of information. Who can obtain
them? Who has them? Who can’t obtain them? And
who owns the archives? Who can and can’t access
the photographs, which are cultural records? I
think these are very good questions, which I hope
to investigate in the future as well.

Kayoko lemura: We asked Bradley and the others
to bring up social problems, back when this place
first opened, but how we are to make this project
take root in Shibuya—the middle of Tokyo—and
how everyone will react are major issues. I would
like to hear the reactions of each one of you. In the
current economic crisis that began in America, we
now on a global scale must reevaluate all kinds
of standards of ours. In the 21st century, in which
the spirits of the 20th century have vanished, from
both these groups, I feel that key questions that
provide major, important clues to us have been
provided in this exhibition. I would like to thank
both parties for all you have done. TWS would like
to continue holding question and answer sessions
like this in the future.
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“We walked through the main streets of so many villages
and towns. We went through Karlsbad and Marienbad, spas
famous for taking the waters. In all these towns nobody
looked at us, or tried to help us or give us food. Thousands
of people saw us.”

Marienbad. This is one of the roads my mother walked on
during the death march.

Marienbad.: In My Mother's Footsteps (56)
2004-2009
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Christianstadt, a sub-camp of Gross-Rosen, spanning
forty-five square kilometers and composed of eleven
different camps, was reputedly the largest underground
munitions manufacturing site of the Third Reich. The
Museum of Gross-Rosen does not know the exact
location of this camp.

A small part of the camp is now a Polish army camp
called “Military Unit 3036.” The Polish MOD did not
permit me to photograph the well-preserved remains
inside the base. | was told by one of the officers there that
the guards are instructed to shoot photographers.

Christianstadt, a sub-camp of Gross-Rosen.:
In My Mother's Footsteps (40)
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Wall of one of the six secret synagogues in Theresienstadt.
Perhaps this is the synagogue my grandfather attended. The
script on the wall, part of a piyut, a Jewish liturgical style,
reads “Please remove us from thy wrath and take pity on the
people thou hast chosen.”

Wall of one of the six secret synagogues in Theresienstadt.:
In My Mother's Footsteps (23)
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Yishay Garbasz

| was eighteen when | learned that my mother had been
born in Berlin, Germany. | only found out because, as a
conscript doing my national service, | was required to
provide the information to the army. The news shocked
me deeply. How could she have hidden this from me for so
long? Yet even then, we did not break our habit of silence
about the Holocaust.

It has been over sixty years since these events happened to
my mother, yet their emotional legacy has shaped our family
in many painful ways. Most people like my mother survived
only to suffer the effects of post-traumatic stress disorder
(PTSD) as they rebuilt their lives. It is everywhere, in
everything. Even though most of her generation is now dead
or dying, the trauma does not die with them. It continues on
into the next generations. Neither life nor society equipped
any of our family members with the tools needed to deal
with it.

| began to see how my mother’s Holocaust experience had
affected my experience of the world. | began to see how it
affected even the simplest interactions. | took a vow to end
the cycle of passing on the trauma. | said it would stop with
me. | would transform it. | would not pass it on.

In order to do this, | needed to see firsthand what remained
of my mother’s memories. My mother left parts of her soul
in those places, and | intended to go back to collect them.
| could only do this through intimate familiarity with the
locations. And as | am a photographer, the camera was
going to be my tool to help me see.

| decided to use a large-format view camera. This is a
cumbersome, bulky, old-fashioned-looking camera which
requires ducking under a dark cloth in order to focus. The
quality and depth of field of large-format pictures is far
more detailed and vivid than those taken with a hand-
held camera. Most important, though, is that the working
process is slow and careful, forcing one to slow down one’
s mind, and prying loose any preconceptions of what one
would be looking at. This letting-go allowed me to return to
what was really there. Thus, the picture came to the camera
rather than me wresting a picture from the landscape. The
images are feedback, and not a result of this process of
seeing. Working in this way made me vulnerable to the
places | was trying to see. Through my hands, the echoes of
these places found their way into the images as well.

Due to the complexities of the space as well as the cultural
imperatives | had to abandon my original plans. Even though
| have exhibited previously in Asia this was a new challenge.
The relationship of people to space in Japan is very different
as anyone who has taken the train in rush hour can attest
to. Thorough the process of mostly error it became obvious
that to engage a Japanese audience would require a
different set of skills then the ones | previously employed.

In the previous site-specific installation | used over 700
square meters, here the usable space was just over 50
square meters. Therefore a process of distillation had
to occur. Limitation can be a powerful instigator to
facilitate creative solutions. What the space lacked in three

dimensions had to be augmented in the fourth dimension.
Using light only | changed the space and focused the
viewers attention dynamically on the introspective nature
of the work. That way the space and light within the
constraints of time allowed the work to be more clearly
disseminated. This was further infused by the changing
physical relationship of the viewer to the light box. The
darkness further helped not only to selectively focus the
audience but also called into being a more introspective
mind space.

This installation was my first ever media work. Its inspiration
was rooted in the day-to-day experience of living and
working in Tokyo. The insights gleaned from daily life as
well as the cultural differences | experienced freed me to try
new things. Taking risks is something that is much easier to
do when you are supported, which is why this worked for
me.

The other work | did during my residency is related to
gender. First was the work on my flipbook, which chronicles
my transition between male and female. The second project
is a collaborative work regarding male circumcision. As |
continue working on projects relating to my identity | am
very much influenced by the insights | gleaned from my stay
at the TWS, it is very helpful and my work continues to be
strongly informed by my ability to see myself in different
mirrors reflected from different cultures.
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“Many women in the camp started suffering from seizures. This was being caused by all the chemicals used in the factories around us.”
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In My Mother's Footsteps (48)

Many women in the camp started suffering from seizures.:
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