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Exhibition information

B Date and Time: November 28th - December 4th, 2019
am11:00-pm6:00 (am11:00-pm7:30 on 28th)

B Place : Hiroshima City University Art Museum, Hiroshima, Japan

B Admission charge: Admission free

B Symposium: November 28th, 2019 pm6:00-pm7:30
at Hiroshima City University Art Museum

Panelist: Harumasa Kano (Staff of the Tohoku Univerity Museum),

Natsumi Seo (Artist)
Kohei Hosogaya (Curator and Moderator)
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Kota Takeuchi makes a short sentence “F%
Fe FARTHEONT L 7 meaning “though

I am not a stone monument” by arranging

12 videos horizontally that show one letter
taken from a stone monument. It may seem
surreal because it looks like that the work
tells you ‘I am not a stone monument’
kindly. As it says, it is a movie, not a stone
monument. However, this work shows 12
letters like epitaph. It may seem that this
work tries to disguise itself as a stone
monument. Though there are many
approaches to record disasters via
photographs and movies, will we recognize
them as stone monuments were in old

days? The sentence that the work shows

T 2I—2 KR BDTLEIMD TUNE] THRDZWE finishes incompletely, but it might answer
DZDIT, AN/ WEHNZ DT LITDNT the question in the non-existent end of it.
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“Take Stone Monuments Twice” is a project that Kota Takeuchi visited
stone monuments of which photos were on the book “Kindai Iwaki
Keizai-shi Kou” (meaning Modern History of Economics in Iwaki City)
published in 1976 and re-took new photos in the same composition to
the original one. Though there is a chronological gap between those
two photos, a stone monument stands in the same appearance on both
pictures like a time machine. And what is unique is, if someone is
included in the original one, the artist also appears in a new photo in
the same pose. It seems that the new photo try to imitate the old one
and transcend the time gap between them. He seems to question us
about the differences between what we expect from stone monuments

and photos as media of memories and how we react to them actually.
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The Tohoku University Art Museum have
collected 3D data of disaster remains called
“Shinsai-Ikou” located in devastated areas by the
Great East Japan Earthquake. “Program for
Archives and Publication of 3-D Pointcloud Data
of the Great East Japan Earthquake for Tsunami
Disaster Ruins” shows us the archives via VR
system. While some people claims to conserve
“Shinsai-Ikou” because of its value of monument,
others hope to demolish it owing to safety and
feeling of damaged people. It is a controversial
problem after the GEJE. This project allows us to
experience some “Shinsai-lkou” that is
dangerous to enter or has already disappeared.
However, it cannot be real “Shinsai-Ikou”
because it is digital data even though it
replicates one elaborately. Howbeit, we can
notice and think various things by experiencing
it. What is the difference between ideas we think

in front of real “Shinsai-Ikou” and thought we

feel via digital one in VR system?
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Girl's Shoe Found on the Beach in Iwaki, Fukushima, Japan
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“Girl's Shoe Found on the Beach in Iwaki,
Fukushima, Japan” shows a shoe for a small girl,
but it is found on the beach, Iwaki city,
Fukushima after the Great East Japan
Earthquake. Though she says there is no way to
know if an owner of the shoe disappeared by the
tsunami, she felt it seemed very sad and lonely.
Therefore, she transferred an image of the shoe
onto photo paper by a technique called
photogram or contact print, then painted on it
as the shoe seems real. Actually, the shoe is
painted by primary colors and shows up vividly.
However, it might look like embalmer’s art if you
know the background. What does she want to
express by re-painting the image of the shoe on
the photo paper?
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Haruka Komori and Natsumi Seo moved to
Rikuzentakata city on 2012 spring, which is
damaged by the Great East Japan Earthquake, and
have recorded stories told by people living there and
sceneries changing as time passes after the disaster.
‘Bz B LW KD 5 72 28K " (means “New
Land / Listening to a Song from Underground”)
especially focuses on events that happened when a
huge stone called Gohon-Matsu and loved by local
people on Mori-no-Mae district, Takata-chou,
Rlkuzentakata city was buried to elevate level of the
land. The work depicts people who had lived on the
original land before the leveling. They say good bye
to the stone by dancing “Bon-Odori” around it.
Though it may be mere stone for people outside of
the area, it triggered the local citizens and they start
telling various memories. If objects function to pass
down memories of disaster, where the memories go

after Gohon-Matsu disappeared after leveling?
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Pieces of “Cyanotypes from After
Hiroshima” are made by technique called
cyanotype. It shows blue color when
photosensitizing agent on paper is react
to light, so elin o'Hara slavick placed
various artifacts that had been bombed
to atomic explosion on 1945 on photo
paper and exposed them to sunlight.
White areas on artworks are places that
were under shadows of them. They might
remind you of traces of things and
people on structures burned by the
atomic bomb. However, unlike the traces,
white shadows seem to float among the
blue spaces and want to say something.
You might see them as ghosts that elin
extracted from the artifacts exposed to
atomic explosion. Does something dwell

in the shadow?
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Memories of Catastrophe, “Objects” and Storytelling
Kohei Hosogaya

The passing down of memories of disaster via objects such as monuments, statues,
remains, or mementos has changed after the Great East Japan Earthquake. It has become common
to call structures devastated by disaster “Shinsai-Ikou” (Shinsai means earthquake, and Ikou
means ruins) and people have become willing to preserve them. Some museums have mounted
well-crafted exhibitions of artifacts struck by disaster. Also stone monuments have drawn people’s
attention because many record past disasters and warn that hazards may come again. On the other
hand, as information technology progresses, photographs and movies recording past memories and
moments of disaster are preserved online in the cloud. Why have such changes happened? Has the
importance of establishing “objects” to convey memories of disaster also changed? And what
happens when they are passed down to other people? In order to consider these questions, the art
exhibition “Catastrophe, Objects and Storytelling” in Hiroshima showed artworks by three artists,
elin o’'Hara slavick, Haruka Komori + Natsumi Seo, and Kota Takeuchi, and the project “Program
for Archives and Publication of 3-D Pointcloud Data of the Great East Japan Earthquake for Tsuna-
mi Disaster Ruins” by Tohoku University Museum. With its Atomic Bomb Dome and many artifacts
from the atomic explosion, Hiroshima has long been handing down lessons from disaster. There-
fore, holding the exhibition in Hiroshima was intended to offer new perspectives on passing down
memories via “objects” by fusing the accumulated knowledge of Hiroshima with the new efforts
following the GEJE.

Before discussing monumental “objects” in reference to the works in the exhibition, let’s
look at the relationship between these “monuments” and the handing down of memories after the
GEJE.

The sociologist Nobuo Imai mentions “it is not rare for local governments to build
memorial monuments, but the fact that monuments were included in main recovery program of the
GEJE was totally different from the Great Hanshin-Awaji Earthquake.”’ In other words, memorial
monuments were recognized in the rehabilitation planning stage as playing an important role in
reconstruction from disaster damage. What was this recovery program?

Right after the GEJE, “the Reconstruction Design Council in Response to the Great
East Japan Earthquake” was set up by the Kan Cabinet following a decision by cabinet council on
April 4%, 2011, in order to determine the recovery plan as soon as possible via discussion with
experts from various fields. Based on discussions, they announced a “Seven Principles for the
Reconstruction Framework” as the nation’s destination at the forth council on May 10th, 2011. The
first principle states:

For us, the surviving, there is no other starting point for the path to recovery than to remember and
honor the many lives that have been lost. Accordingly, we shall record the disaster for eternity, includ-
ing through the creation of memorial forests and monuments, and we shall have the disaster scientifi-
cally analyzed by a broad range of scholars to draw lessons that will be shared with the world and
passed down to posterity.’

This principle followed by the Cabinet already contains description of monumental “objects” to
retain record of catastrophe and expresses it as “the creation of memorial forests and monuments.”
However, there is seldom note in the conference minutes from the first to the forth council that
conferees discussed monuments except for the “memorial forests” proposed by Tadao Ando. Instead,
there was discussion of an archive center, museum and geopark. Based on this, the expression “the
creation of memorial forests and monuments” suggests construction of a spatial facility with a
recording function rather than memorial objects.™ The same idea can be found in the description
“we shall have the disaster scientifically analyzed by a broad range of scholars to draw lessons that
will be shared with the world and passed down to posterity” in the end.
On October 11th, 2011 The Committee for Policy Planning on Disaster Management
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was set up by the Central disaster Management Council, composed of cabinet members, and on
March 7, 2012 it submitted an interim report to discuss an amendment proposal for the Basic Act
on Disaster Management. Some of the articles refer to importance of lore or lessons carried down
by and shared with succeeding generations and peoples from other areas." In accordance with the
amendment proposal, the Law for Partial Amendment to the Basic Act on Disaster Management,
ete. that was promulgated and enforced on June 27th, 2012 includes the law, article 7, section 2 that
contains a sentence that encourages citizens in local government to contribute to handing down
lessons from past catastrophes and reducing disaster risks, and article 8, section 2 prompts the
nation and local governments to hand down lessons of disasters in the past to prevent hazard
reoccurrence and damage expansion.” To put it plainly, the GEJE allowed us to connect the carrying
of memories of catastrophes to the reduction of disaster risk, and the nation started to encourage it.

This process also seems to relate to the rise of “Shinsai-Tkou.” Major newspaper publish-
ers started to use the word on May to June, 2012.¥ The fact indicates that discussion related to
“Shinsai-Tkou” was active at that time. In the same period, the “3.11 Shinsai Densho Kenkyu-kai”
(“Research Society for Transmission of the GEJE Lessons”) was formed by local intellectuals and it
started to advocate positive conservation of “Shinsai-Ikou.” Responding to public opinion, the
Reconstruction Agency manifested to support the initial cost of preserving one “Shinsai-Tkou” for
each municipal government from the Reconstruction Grant. That is to say, the nation began to
publicly encourage preservation of “Shinsai-Ikou”.

As overviewed above, handing down lessons of catastrophe to reduce disaster risk was
driven by government and intellectuals after the GEJE. Therefore, the change regarding monu-
mental “objects” related to memories of disaster after the GEJE was led by the pervading view
around nation that handing down lessons is effective for disaster risk reduction. This view may also
lead us to see the importance of preserving “objects” actually damaged by disaster, such as “Shin-
sai-Tkou,” because they are recognized as “precious and real materials that are most persuasive for
conveying the awfulness of catastrophe,” as “3.11 Shinsai Densho Kenkyu-kai” mentioned."

On the other hand, Hiroshi Watanabe calls this mood “belief in the real thing” and
explains it as “the idea that genuine things are equipped with non-exchangeable value with copies
or photos and have appeal that no mock or fake can show.” Then, he claims “what is important is to
recognize that problems related to memories are pluralistic and many resolutions exist. If multiple
possibilities are considered before clinging to genuine things and forcing fewer options on citizens,
other solutions can be found.” As he mentioned, “objects” function to hand down memories of disas-
ter and thereby aid disaster risk reduction, so people tend to attach importance to real things; this
can, however, lead to a situation where the non-real “object” is deprecated.

Based on the situation discussed above, projects were chosen and exhibited.

The six projects can be divided into two groups. One group concerns digital media such
as photographs, movies, and VR that record “objects,” and the other group is about the stories that
lie behind “objects” related to disasters. The former includes “Bookmark” and “Take Stone Monu-
ments Twice” by Kota Takeuchi and the “Program for Archives and Publication of 3-D Pointcloud
Data of the Great East Japan Earthquake for Tsunami Disaster Ruins” by the Tohoku University
Museum. The latter includes “Cyanotypes from After Hiroshima” and “Girl's Shoe Found on the
Beach in Iwaki, Fukushima, Japan” by elin o’Hara slavick and “Atarashii Zimen / Chitei no Uta wo
Kiku” (“New Ground / Listening to an Underground Song”) by Haruka Komori + Natsumi Seo. Let
us look at the first three projects

“Bookmark” is an artwork composed of 12 monitors aligned in a line horizontally. Each
movie shows someone looking at certain letter from the epitaph on a stone monument and keeps
gazing it for a while. Through these 12 letters, the work shows us the sentence “Ffc >/ IFRETEWN
47L& meaning “Though I'm not a stone monument.” Actually it is movie, not a stone monument.
However, it seems to behave as a stone monument because each letter resembles an epitaph.
Though the artist Kota Takeuchi asks “if it’s possible to place a bookmark in history by extracting
the aura of the monuments through a self-referencing text.”* Does the aura inhabit the movie? And
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what is the aura in stone monuments?

It seems to speak “yeah, I'm not a stone monument” to us kindly as it is living because
the movies oscillate unstably owing to hand shooting. Therefore, it is staying there rather than
placed there, and stands as it is breathing. The reason for this atmosphere is the filmmaker. In
other words, when the audience sees the oscillating movies, they sense the artist’s existence and
cannot avoid feeling the vividness of time that the photographer shared with stone monuments. If
this is so, the living atmosphere that this work shows occurs because the time that the photogra-
pher faced each stone monument is recorded by each movie. Therefore what is distilled in the work
is the experience of looking at stone monuments. By re-experiencing such times recorded in the
work, a new experience occurs between the audience and movies. This allows the audience standing
in front of the videos to acquire a feeling similar to one that they get when standing in front of stone
monuments. That is to say, like the stone monuments, the movies provide us a unique experience.
This phenomenon is “extracting the aura of the monuments” that Kota Takeuchi mentioned. There-
fore, “Bookmark” questions the relationship between people and media for recording memories
such as stone monuments and video.

“Take Stone Monuments Twice” also takes into account our reaction as well as relation
to stone monuments and photographs. This is a project where Kota Takeuchi visited 120 stone
monuments which appear in the book “Kindai Iwaki Keizai-shi Kou” (“Modern History of Econom-
ics in Iwaki”), published in 1976, and retook new photos with the same composition as the originals.
Original photos scanned from the book and new pictures reshot by the artist are arranged in pairs,
and 120 pairs are mounted on the wall. Though there is a chronological gap between the photos, the
stone monuments stand in the same fashion in both pictures like a time machine. If a person is
pictured in the original photo, the artist also appears in the new photo in the same pose. It seems
that the new photos try to imitate the old ones and transcend the time gap between them.

The photographs are connected by the action of retaking a photo with the composition
as the old picture in the book. Visiting monuments in old pictures can be recognized as a kind of
“pilgrimage to sacred places.” Takeuchi worked on this project from 2013 to 2016, so more than 37
years lies in between the paired pictures. The old photo had endured a long period of time, and
conveyed its information to the artist who was able to replicate its composition, as in the child’s
game of “telephone.” Kota Takeuchi proves that people can be inspired to realize “pilgrimages to
sacred places” by seeing photos of stone monuments from long ago, leading us to wonder which is
the “sacred place”, the stone monument or the photograph. He make us reconsider the difference
between what we expect stone monuments and photos to do as media of memories and how we
actually react to them.

“Program for Archives and Publication of 3-D Pointcloud Data of the Great East Japan
Earthquake for Tsunami Disaster Ruins” by the Tohoku University Museum is a project to use
pointcloud data taken from disappearing “Shinsai-Ikou” and cultural heritages for interactive MR
and VR educational exhibitions. Therefore, it is not an artwork in fact. However, experiencing
“objects” such as “Shinsai-Ikou” replaced by digital data via VR is a suggestive means for transmit-
ting memories. That is why the project was included in this exhibition.

It provides you an opportunity to experience 3D data of “Shinsai-Tkou” or a cultural
heritage scanned from real “objects” because they seem to stand right in front of you. Once some-
thing is scanned, we can view it anytime as digital data even if the real object or place has been
demolished. Of course, however, it cannot be the real thing even if it is replicated in the highest
resolution. Nevertheless, in front of the VR, we can discover various new things and become
inspired to learn more.

Harumasa Kano, the technician in charge of the project at the museum, mentioned a
certain woman who put her hands together in front the pointcloud-data version of the Koyasu
Kannon-do Temple in Tomioka. She told him that she lived in the town before the GEJE, but
couldn’t return because the area was designated as an evacuation order zone owing to the Fukushi-
ma Daiichi Nuclear Plant disaster. That is why she pressed her hands together with old memories.

However, can the behavior towards the VR temple be equivalent to praying in front of
statue of the Goddess of Kannon? Though it is elaborately reproduced, the temple is merely digital

47



48

JE—ENIE/1ZFIICLTIERZRITRB ANBDZRZFELIICLTOLE LI Bhbn s, O AR PEEIL
M—E—OFERERH>TERZ SB L. ZNUIIF T 2R AICERTERVEERZR O T3, FITEBDIZEIE
ZDHITKBICEBEERNFAATOVBIHEDZL ZDUT ) TAIE BN EXGEMRRIDERT 5L
FRNEFOTNWBEFT AL D INZWKICEDT VI EBRASNZDHELNGE WL, LOLEDSSEVN ST ZTNIFEE
PG VRDLSHEATIE—ENTTE/ 1S 2B DERDILITIIBDSBEV MR POTHE K IICEE
PHGZBLCRAMLEABICREZ 522 L BRARE LD LIICVRICHLTHYZHIF2ILET
EB, APEAE—LVSBRIEBNE TNTNUSTH T BADIGEICIIERO B AE—EHSIZTEBRTELRR
TLBNDTH B,

FD3IDDOTOVII ML RICHIFZ3DDT ATV DS E/ UCEDDBMFEILWSBERZRWNZT T
EDTESRICR TN,

T2 FINT AT 1oL B Cyanotypes from After Hiroshimalld. 7./ 24 7 (FEE) DFEFBLCEO
IROEBMDEEMRD LICELESTAERBEE CH D, 27/ ZA T ABICEBOTERBINEN T DL TERICERT
BEM T HDE ST IO DOEEDEXEDT LD, TINEV T/ 24 T O EITHIB L4
HIE/ 1R KGRI T ETZOREELES T AR TIE. TDIV T/ 214 T K BERAN & BEEZ RO S
£3IcE L 12D 1) —XTCyanotypes from After Hiroshimaj& L TRz
—RIBEEEOHOEFICHVENZEVTVWAAIERIEE/ D ZFNICIRRLTWALIICERZS, L L7/ 2
ATEVSFETELEONTEZDEIG. BBDTEICDVWTOLTEH>TWADTHNIRE, FIF THEEDICHEEDN
TEAREDDEERBEEL D THS D ZOEANE. 27/ 24 TEVSFAGHBDOYEOBEBRE CH . > TEHWVE
IFFIRIC K VIBEMITBHT VN ERBWED AR T 7—TH 2. RMERICEWTUET T/ A TEWSFEDF OERMN
BUWEICERN BN AREZSEZ. AVEIFEESE THEIGEOITVS, LW ZHUE TU VOB SHE L
BT U5, HHWNIEEBMDO I —XMDEIICBRIBDTH B, &L CORWVEICIEESITANHE>TWL
BDEADD%,

—73C. IGirl's Shoe Found on the Beach in lwaki, Fukushima, JapanlidZDFREDEHEEF—T7ELTWABIERT
BB, L LTS EO# TR MERBENRARKEXBICBERWVWOETDBRZFNTCFICERDIFbDR
EWD, ZOHMDFEENERICERIFAETENTLE ST DHOEDI D ZNUEFEICE DO SHWNEEWVEASE, T VIEZ
DHNETEIIRTRUSFICRA 2 EiNDB, ZCTIVNEZFDHE T+ M LDFEEZBAVTHIEHICELES
Teoe CORESEE T 1)V LT HEREICE T ITBRHATBETTDTAIVADKRIICH L TR ADGREMRICELES
FAET . CTTREZRBFICEHERD EICHETRAELTZDORZNEMRICELEOTWS, (&L TIE LD
FCyanotypes from After Hiroshimal& B Td %,

LHOLITUVIE ST TIEMDEEBLES S TR ENHAFICRZIZLSICELNSHY Va1 TBEE ST DL
I BBIGEVWBETRYBEINZHIEEPDICBZI TWALSICEZ S, TUVBEHNBERNTWLAELIIC. TNEWLD
EHOBETREDITEHM THE > UG ZIUICZDHA DB DL DHEREMBZEIETEEL, LHOL. ZNH LD E
MDBRICHZEVDEIFTORERTREINTLES> A ELNGEVZDFOEEEZRAIIETLEIDTH S, T
ZOESGHREZHDE CDEPHOTEEEIZFEDLSICEBRZAZ, RIELTIUVIF. ZOTLE>TLE > bd
LNEWZDFDHICEHEPHGEEEZTELcDIEADD,

Z5LTRTLK%BE ICyanotypes from After Hiroshimal&[Girl's Shoe Found on the Beach in lwaki, Fukushima,
JapanJISIRNT LB A A—=DITIFHICENZNDIE/ DR DOERDYIFEEFEICBEEL TWAIED DD S, T
BEREZAC IVVIEEMOFEEBENICAVSTE T RBRELVTCENSERDA A —IICBRINGEENEESZT
WBEEAD LO L RELTHBHPZDFOHDISGTEARYDIE/IHSBELEONTEHIGEAREICEGES AR
T7—ICBERVDREAID BLTZTTIVNCE>THEEINTOWBDOHRE/ IBFEDTISHEDTH UL FRLD
RESNTVBDIEELAKBOERDEEELTDIE/IZDEDITGEVLDHELNEZWL, ZDXIICEZTEEN
BIEEC. TV DERDFDIE/ ITEBIFE WP AFESKICTHESE TWL5,

RERICVIRIISIDM+HBREEEICLSI B LWE,  MEDS K ZEEU%Z R TH5. NRIFDHEHEEEIL.
2012FEDENSHRARABKOWIM CH2EFREFSHEMICBIEHR ZEERDZITEEZALDEELAIL

data. Even though the aura of the real have may be absent from the VR temple, the woman prayed
in front of it regardless. The virtual temple was equivalent to the real statue of Kannon for her.
Taking this into account, we cannot help questioning the difference between what we think in front
of real “objects” and within VR.

The three cases above share a common aspect of duplicating objects such as stone monu-
ments and “Shinsai-Tkou.” While thinking about the similarity is related to the question of the aura
of the real, their projects highlight people reacting to duplicated “objects.” Actually, the stone monu-
ments and “Shinsai-Tkou” occupy space and have a strong presence. As physical records of disaster,
the reality of the “Shinsai-Tkou” can appear to us as intensely as the “3.11 Shinsai Densho
Kenkyu-kai” mentions. It may be recognized as an aura acquired through catastrophe. However,
this does not mean that objects duplicated by photographs, videos, or VR are inferior to real objects.
As Kota Takeuchi has shown, stone monuments appearing in pictures and videos can influencepeo-
ple, and digital temples replicated in VR can be objects of prayer as Harumasa Kano reported.
When we focus on people’s reactions, the force of the copied becomes clear.

The next three works focus on the narrative power of objects.

“Cyanotypes from After Hiroshima” by elin o’Hara slavick is a series of works that
duplicates the shadows of artifacts exposed to the nuclear explosion at Hiroshima onto paper via
cyanotype. Cyanotype is a method where chemicals turn blue and become fixed on paper via solar-
ization. Areas not exposed to light stay white. The artist created white shadows of the artifacts by
placing them on treated paper and exposing it to sunlight. As a series of “Cyanotypes from After
Hiroshima” this exhibition showed 44 of Slavick’s cyanotype works covering three walls.

At the first glance, the works of white shadows floating in blue space seem poetic.
However, the white shadows duplicated by cyanotype remind us of wholly other shadows, those of
people and objects burned onto the surface of buildings by the bomb blast. The cyanotypes are
allegories of being bombed and the white shadows are metaphors for the black ones burned by the
atomic explosion. In other words, allegorical nature of the works gives suggestive power to the
white shadows and makes them more than mere shadows. It seems that Slavick has extracted
auras, or maybe ghosts, from these artifacts exposed to the nuclear explosion. Does anything really
dwell in the white shadow?

And the shoe in Slavick’s “Girl's Shoe Found on the Beach in Iwaki, Fukushima, Japan”
is not a typical lost shoe but one she found on a beach in Iwaki after the GEJE. She mentioned that
while no one can know if it belonged to a girl who disappeared in the tsunami, she found it quite sad
and lonely. Thus she transferred the image of the shoe onto photo paper by photogram.

However, she not only duplicated the image here but also painted on the photo with
gouache to make the shoe appear real. Painted in primary colors, the image is vivid. As the artist
said, even though the shoe was found on the beach in Iwaki, we cannot know its true history.
Regardless of the fact, seeing the shoe we cannot help envision a girl who may have been washed
away by the tsunami. With such understanding, the vivid color she provided on the image of the
shoe evokes embalmer’s art. Does Slavick color the shoe for the girl who may have disappeared?

Based on the discussion above, images shown in both “Cyanotypes from After Hiroshi-
ma” and “Girl's Shoe Found on the Beach in Iwaki, Fukushima, Japan” are deeply related to their
background stories. Based on each story, Slavick adopts the allegorical power of art to add meta-
phorical fullness to her images on paper. The images are basically shadows of objects, but are they
only metaphors? If auras are extracted from objects onto paper, what she shows us might almost be
the “objects” themselves. Her works are so wistful that this answer seems true.

At last, let’s consider “Atarashii Zimen / Chitei no Uta wo Kiku” by Haruka Komori +
Natsumi Seo. In spring of 2012, they moved to Rikuzentakata, which was damaged by the Great
East Japan Earthquake, and have been recording stories told by people living there and the
landscapes changing as time passes after the catastrophe. Haruka Komori mainly produces videos,
and Natsumi Seo writes articles, and makes drawings and paintings. “Atarashii Zimen / Chitei no
Uta wo Kiku” focuses on events that happened when a huge stone called Gohon-Matsu and loved by
local people in Mori-no-Mae district, Takata town, Rikuzentakata was buried to elevate the level of
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the ground for disaster risk reduction. The work depicts people who had lived on the original land
before the leveling saying good bye to the stone by dancing “Bon-Odori” around it. Though it might
be a mere stone for people outside of the area, it became the impetus for local citizens to start
recounting various memories. Their behavior was recorded by the two artists and exhibited as an
installation composed of articles, paintings, drawings and a movie.

Though the installation is a record of incidents about the Gohonmatsu stone, visitors
may be forgiven for not thinking of it as a document. The articles by Natsumi Seo are woven like a
novel or a poem, and the drawings and paintings seem to place emphasis on impressions rather
than accuracy. The video by Haruka Komori is not descriptive, and she seems to allow actors to
speak spontaneously and naturally. Both of them endeavor to pick up various events each time and
pay attention to how they can exhibit them in beautiful ways. Therefore, though it is record, the
elements placed by the two artists to show incidents about Gohonmatsu contain a lot of expression.
That is why the work itself seems to be storytelling by Haruka Komori + Natsumi Seo rather than
documentation. They receive a lot of stories from people living in the devastated area and try to
convey them to other people through their own words as “outer people,” “expressionists” or “voyag-
ers.”* Thus, “Atarashii Zimen / Chitei no Uta wo Kiku” is a story about Gohonmatsu told by Haruka
Komori and Natsumi Seo.

Now Gohonmatsu is under ground and cannot be seen anymore. However, memories of
incidents about the stone perceived by two voyagers are conveyed via their storytelling. Even if
there is no real “object” anymore, memories can be handed down. In other words, “Atarashii Zimen
/ Chitei no Uta wo Kiku” is a substitute for Gohonmatsu itself and hands down its memories. More-
over, it might be possible to say this work has become the genuine memory of Gohonmatsu itself.

Based on the discussion above, we notice that problems of objects handing down disas-
ter memories cannot be seen apart from the perspective of people. This may be no surprise as mem-
ories are conveyed and received by people. However, when conveying memories of disaster through
things, it seems that the things receive more attention than the people who receive these memories.
“Bookmark,” “Take Stone Monuments Twice,” and “Program for Archives and Publication of 3-D
Pointcloud Data of the Great East Japan Earthquake for Tsunami Disaster Ruins” have shown,
however, that people perceive things, have ideas, and take action via “objects,” regardless of wheth-
er or not an aura exists. What is happening here?

Ruins and artifacts damaged by disaster are emphasized because they are believed to
have an aura and to deliver the reality of disaster. That is to say, we can feel this reality. We believe
that objects such as ruins and artifacts talk to us and pass down memories of disaster. What will
happen, however, if people do not know that the objects in front of them were destroyed by catastro-
phe? An object destroyed by enormous power appears to us as an extraordinary presence, thus we
are be able to sense the awfulness. Although, can people accept this feeling as a memory of disaster?
In fact, people are supposed to be able to perceive richer lessons of catastrophe via objects because
they already know the stories behind them. In other words, handing down memories of catastrophe
via “objects” cannot be achieved unless there is a person to tell the stories. Therefore, the process of
handing down disaster lessons through objects is a phenomenon of storytelling that occurs when
objects intervene between the transmitter and the receiver. It is a process that moves from people
to people, and this human action cannot be avoided.

Therefore, as in "Cyanotypes from After Hiroshima" and "Girl's Shoe Found on the
Beach in Iwaki, Fukushima, Japan", the expressiveness of the communicator and the imagination
of the recipient intervene to yield room to think of more than just the facts. In other words, objects
are catalysts that have stories of catastrophe in the background, that extract expression from trans-
mitters and evoke the imagination of receivers. Even though the real objects may have disappeared,
once stories of them are woven by people, the stories are perceived by others and memories of disas-
ter are passed down as in “Atarashii Zimen / Chitei no Uta wo Kiku.”

Although they are a theme of this exhibition, real objects for handing down lessons of
catastrophe were not exhibited. In fact, all projects showed duplicated objects via photographs,
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videos, VR, paintings, drawings, and articles. The omission was mischief on my part to make the
exhibition a place for discussion of this theme.

The opinions written above after the exhibition are merely the ideas of one viewer. If
people who visited this exhibition came up with their own ideas about handing down disaster
lessons via objects, it would be my great pleasure.
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1. Fragments of A-Bombed Roof Tiles 2 / #8& L TZIRDZ A LD S 2

2. Fragments of A-Bombed Roof Tiles 1/ #8& L7z PRDZ A1 JLDHMNF 5 1

3.0rb 1, glass bowl that got so hot it turned inside out / inverted / #—7' 1. HE W DRATICTRENO > VRS FEHZTRADRT IV
4.Sun (Abstruct Cup) / Kbz (HRIGRDOH Y )

5.Teapot/ 74 —Kv k

6. Cups and Saucer that are fused together from the heat of the A-Bomb / FIBDEUC K VAT T 2 DWW ehy F&M
7. Melted Bottle 2 / 781+ 7=#k 2

8. Melted Bottle 1/ 7AlF7HA 1

9. Architectural Fragments / BEDH T 5

10. Leaf from A -Bombed Chinese Parasol Tree in Hiroshima / [RED#IR T 4 1) DES IE

11. Lone Blue Bottle / TTU LIF%EF LR

12. Bottle Label 1 /#RD >N 1

13. Combusted Bottle / A & NIHR

14. Two Standing Bottles / &fc DD > T B

15. Fused Cup and Saucer /& fe v 7&m

16. Falling Burning Bottles / M Z a5 38 5 TL R

17.Bottle Label 2 / #ED SN 2
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23. Hiroshima Broom / E O/ I D&

24. Standing Bottle / 372 T\ % HR

25. Steel Beams from the A-Bombed Dome [} K — L DR

26. Paper Uterus, paper wrapped around A-Bombed artifacts in the Hiroshima Peace Memorial Museum Archive
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27. Bark from an A-Bombed Eucalyptus Tree near Hiroshima castle 2 / [RBIHE < DR L e 1—H ) DARDE 2

28. Fragment 1 (left of triptych) / B+ 5 1 (ZEBEL)
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44. Eucalyptus Leaves from an A-Bombed Tree near Hiroshima Castle (soaked in tannic acid)
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