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Introduction

Judith Tucker grew up beside the sea in Anglesey. Earliest memories of place and space,
therefore, include the vastness, the movement, the exhilaration of freedom on the beach,
hearing the surf rolling in, watching the infinite space of sea meeting sky, wondering what
happened beyond the limit where land ends in water. Happy times of a carefree childhood
are deeply linked to the landscape of coastal Wales.

Yet she is not Welsh. She did not live long in Anglesey. Judith Tucker was moved as
a young child to the enclosing urban architectures of North London. City and Country, those
grandiose tropes of modernist culture and its engagements with landscape are, however,
inflected in this case by both family and communal histories of catastrophe that conditioned
this itinerary of beginnings that did not ever constitute belonging and movings that could only
aggravate a deep sense of dis-location. Landscape — so often the genre and convention for
dealing with rootedness, home, childhood, nationhood and continuity becomes for artists such
as Judith Tucker a site of deep perplexity and uncanny otherness because where you live is
never where you can fully belong.' Through painting and drawing, place (the site) and space
(the experience mediated by the practice of representation) register the mark of history and
the work of memory — but whose history and whose memory?

Judith Tucker is the daughter of a German-Jewish refugee, Eva Steinkeke, later Tucker,
who re-founded her life in these extremes of the Anglesey coast and literary Hampstead, itself
the magnet for a continental Jewish community of survivors and refugees who, in many ways,
transferred their European cultural milieu to London. There many recreated their former
worlds in another metropolitan setting, founding so many of Britain’s core cultural ventures
of the later twentieth century in music, opera, art, art publishing and so forth.> Refugee
experience is a theme slowly becoming the object of serious scholarly study. In this specific
case, it is overshadowed by, but interwoven with, the specific forces that drove so many Jewish
Europeans to flee their many different home countries — sometimes before the full horror of
genocide was unleashed, but after the violence of Reichs Kiristallnacht in 1938 (now renamed
Pogrom Nacht) and sometimes only after liberation from experiences at its terrifying heart: in
the concentration camps. Because of the unimaginable nature of the final atrocities of the
extermination and concentration camps, the traumatic impact of the moment ‘before
Auschwitz’ with its systematic persecution, mob violence, impoverished expulsion and secret



flight which built up from 1933 onwards has necessarily seemed a trauma of lesser magnitude.
Yet any of these several stages of dis-emancipation, confinement, stigmatisation, economic,
political and civil discrimination, and ultimately forced flight, often leaving so much of the
family behind to an uncertain, dangerous and later discovered, ghastly fate, constitute a
psychological violation and terrorisation of extreme form that must also be acknowledged
without any kind of spurious accountancy of suffering. Victor Klemperer’s remarkable diaries
of his life in Germany (married to a non-Jewish German he was in a slightly protected
category) under these daily increments of threat and ostracization provides us with evidence
of the anxious texture of living under fascism as a Jewish European as does Saul Friedlander’s
minutely chronicled historical tracking of the Nazi process in his magisterial study opens
under the epigraph from a statement by Herman Goring on 12 November 1938 after the
worst pogrom in modern European history: I would not wish to be a Jew in Germany’.’
Marion Kaplan’s feminist study of the daily processes of confronting Nazism’s penetrating
persecution emphasises the psychological costs of attempting to withstand and survive it.*
Some post-war Jewish organisations consider all who suffered are ‘refugees’ as
migration is one of the fundamental after-effects for most who survived; others collect
everyone as ‘survivors’ including in this category refugees who fled before the incarceration
and mass murder began. Yet others insist on distinctions wishing to respect the extremities
which some survived while those who fled before 1939 experienced persecution exile but not
the reality of attempted genocide. For historical purposes, the legacies will need to be minutely
inflected across accumulating traumas of loss, exile, bereavement, persecution, torture, and
worse. What matters here, however, is the recognition, during the 1970s, that whatever the
experiences of parents across this always painful and often traumatic range, they seeped into
the psychological and emotional spaces of their children, born beside the Welsh sea or in the
green suburbs of British cities, binding them to places they had never seen and to memories
they had not experienced and often framing their adulthood as a historically overdetermined
necessity to remap the spaces and places of subjectivities thus marked by history. Judith
Kestenberg, herself a survivor-refugee and psychoanalyst, first identified a phenomenon in
children of Holocaust survivors that she named ‘transposition’:
the uncanny experience where the past reality of the parent intrudes into the present
psychological reality of the child. Transposition is an anomalous version of the
ordinary psychological process whereby the wishes desires, fantasies, ideals and
experiences of a parent are unconsciously transmitted to a child. Transposition is
generational transmission run amok. Transpositions turns the ordinary dimensions of
space and time inside out.’

Specialist studies of intergenerational transmission of trauma were accompanied by
more informal collections of testimonies by young people who began to share their unusual
experience of space and time resulting from their birth into families affected and displaced by
the Holocaust. Helen Epstein, an American journalist opened her path-breaking anthology of
conversations with children of survivors in the USA and Canada:



For years it lay in an iron box buried so deep inside me that I was never sure just what
it was. I knew I carried slippery combustible things, more secret than sex and more
dangerous than any shadow or ghost. Ghosts have shape and name. What lay inside
my iron box had none. Whatever lived inside me was so potent that words crumbled
before they could describe.’

The nature of this unspeakable trauma lodged within could be tracked slowly through shared
recognition and the collective finding of a language for the inheritance of shapeless fear and a
profound sense of unarticulated loss. The phrase ‘second generation’ came to mark a new
dimension of Holocaust memory and trauma studies finally giving recognition to the ways in
which history in its catastrophic forms seeps across time and space to lodge its legacies in the
psychological and emotional landscapes of the children of those events who have to process
what they carry for a feature of transposition is that the past — not known and sometimes
never discussed none the less occupies the present psychic space of the child — colonised and
possessed in ways that must be worked through for their own subjectivities to find full
realization. ’

When Judith Tucker grew up, she carried with her emerging artistic sensibility the
ordinary, happy memories of a landscape of her infant beginnings in Anglesey. Perhaps this
explains why as an artist, she later sought out the coasts of Britain for a practice of landscape
painting. But, in her first major cycle of paintings, Caesura, the referencing of the coast is not
a space in which to recover nostalgically the lost oceanic feeling of those happy years of
untroubled childhood. Coastlines and shorelines become endings, edges, borderspaces,
between-spaces, awkward and uninhabitable places that could mark the emerging awareness
of inherited dis-placement, of persistent incurable un-belonging that would accumulate as the
growing child began to sift through, in aesthetic practice, a sense of discontinuities between
and absences within family, past, and present, however much her mother actively strove to
adapt and acculturate to the hospitable place of rescue: Britain. For many years Judith Tucker
developed a specific range of working practices to explore the possibilities of painting (in)
landscape as a means of exploring what would contemporaneously emerge into cultural
discourse as the condition of the second generation. Children of parents who have suffered
trauma inherit some of that trauma that is not directly theirs. The traumatised past of the
parent occupies the psychic present of one child, sometimes all the children, in such a way as
the child - now adult — must explore as a site of her own creativity transmitted histories she
did not experience, but which she knows in this uncanny form of secondariness. While the
identification of the second generation arose in the field of psychology, the aesthetic practices
produced by artists of this generation is not therapeutic. It concerns research at the critical and
ethical frontiers of contemporary art practice where the fragilized subjectivities of individuals
impacted by family circumstance with the traumas of modern history seek to open aesthetic
practice to the implications of that history in the particular ways that art can think and affect
us. The question of transmitted trauma and its meeting with and transformation by aesthetic
practice has long been a major area of my own research. There are infinite numbers of



strategies used by artists of the second generation to stage a historical rupture that they so
personally carry into our present. Judith Tucker, AHRC Fellow in Creative and Performing
Arts at AHRC CentreCATH 2003-6, is one of the most serious and profoundly engaged —
entering this field through her own singular concern with landscape and primary medium of
painting.

Caesura

In her first major cycle of paintings, Judith Tucker would go alone to coastal place, sit
upon the rocky, windswept beaches of Britain’s rougher coastlines and sketch. Like Cézanne,
there had to be a phenomenological encounter with the place itself. Yet this is inflected by a
historical displacement that is all the more vivid in the art historical continuity and the cultural
discontinuity with Cézanne’s self-location in the countryside of his birth and home

A photograph shows the artist in the world, part of the space that the process of hand
and eye movements coordinating will register in a series of notations. These are drawn upon
a concertina-like scroll of paper that both captures moments of that direct encounter and
creates as image details of that scene/seen. This very folding and expanding into a single lateral
drawing, containing and joining many episodes of viewing and space, created a new form in
itself with which to think through her singular sense of landscape that would then be translated
into oil paint on a grander scale.

In a classic gesture of the formation of German Romanticism and the making of a new
landscape sensibility, German painter Caspar David Friedrich (1774-1840) placed a solitary
figure of a monk on a North German seashore. Here was born the image of the Romantic
sublime, man pitted in his extreme fragility and insignificance against the drama of sea and sky
in their sublime indifference to his petty sense of wonder and futility. Judith Tucker on the
beach is not, however, engaged in that tired trope of Romanticism, inherited and displacing
residual religious feelings onto nature.

More indebted to the still puzzling compulsion’s of Cézanne’s dedication to the motif
— the site before him - as a means to forge a new mode of painting that would itself create in
painting’s resources the potential to carry meaning by means of generating a sense in the viewer
of being in that world, the world, Judith Tucker’s painting practice built on the linear mapping
of the endless line and edge created in the sketches to produce a secondary revision on canvas.
Here changes of scale and the dissolving effects of richly created colour radically altered the
experience of the observed and the notated. The viewer of traditional landscape painting is
so often indicated by a surrogate in the work, or by a framing that indicates the kind of
contemplative gaze that is invited by the landscape which is laid out before the viewer as a
distant prospect carefully graduated as it recedes to take the eye into space. The effects of
Tucker’s dense surfaces that track an undulating movement of forms register and transform
that ‘being in the space’ caught first by means of a notational sketching that is unframed and
continuous. The paintings look at first sight like a geology in oil — making us think of the
convulsive movements of rocky strata in immemorial formation or of an immediate creation
of climatic effects that witness a subtle debt to the greatest of all landscape painters, J.M.W.



Turner, who progressively dissolved the structure of topography and geography into an
atmospheric eulogy to the sheer power of paint itself. At the same time, however, the viewer
realises that this effect is not created by the use of scale and distance so necessary to the
sublime of Turner and even John Martin. The painting is in fact a close-up, a blow-up even
and what we took for the folding of rock formations is in fact the effect of the concertina-like
drawing pad she used in on-the-spot sketching. The scale is that of the intimate notebook -
now writ large in terms of the size of the painting so that in true modernist fashion its own
fabrication of painted space, texture, and surface confront the viewer with a mix of intimacy
and grandeur. This combination is necessary since the premises of the great traditions of
landscape are a relation, secured by perspective, to the place being portrayed. How can a sense
of both physically being in the world and yet emotionally feeling unplaced, without place,
home, be signified in the very artistic space privileged for its opposite: the locus of being?
Tucker’s work on the coastal world of cliffs, stones, water and rock, first reframed in graphic
notation as continuous sketches of endless edgings and lines, now shifting across her canvas
in the enlarged painterly gestures of those graphic notations began to explore such a project
through the relations of sight and touch that are fundamental to post-Cézannian painting in
an era that its now After Auschwitz.

Tucker’s paintings came in series, each painting derived from the marks made in the
sketchbook — the first translations of sensation and experience into graphic signs and aesthetic
choices. The paintings in oil using both a deep structure of tonality and a range of scintillating
luminous colour often included the fold of the sketchpad, strangely enlarged and thus
denaturalised so that it was often not possible to know the origin of the strange shadow that
brought into view, as one contemplated the painting, the presence of the maker as the thinking
consciousness through which this relation to the edgy borderspace of coastline or cliff was
being reflected upon in the intimacy of being there and drawing in that place, alone, in time,
and yet ‘on the edge.’

Landscape, as the process of memory not fully known, rather than the topography of
a place observed, was Tucker’s discovery in these researches. In making paintings in this
manner that caught in paint the unnamed anxiety of not having a confident sense of belonging,
of being able to link being to place without any question of right or strangeness, Judith Tucker
took her place in a generation of artists, novelists, poets, filmmakers and scholars who were
working through their own discoveries of what the condition of being of the second
generation subject, the child of survivors of the Holocaust, might mean psychologically,
culturally, historically and sociologically but here, significantly, aesthetically. How does
traumatically inflected refugee experience alter received categories and canons of artistic
practice when the latter become the site for researching the unarticulated dimensions of the
former?

Resort 2003-06
Having worked for many years to develop her project and conceptualise the practice of
research that it undertook, in 2003, Judith Tucker began to explore a new, if related, territory



of the uncanny archive of the past: the photograph. She looked into a tiny but treasured family
album brought by her grandmother when she and her daughter fled Berlin after Pogrom Nacht
in 1938. There in a few fragments of a lost life, the other spaces of her family’s former life
were suspended in photography’s own reversing of space and time: hereness and thenness or
spatial immediacy and temporal anteriority as Roland Barthes defined it : ‘its reality that of
having been there’® Since Jo Spence’s great photographic study Beyond the Family Album first
shown at the Hayward Gallery in1979, we have become aware of the rich and troubled
resource provided by the emergence of casual, family photography in the early twentieth
century. It has become a source for what feminist cultural theorist Annette Kuhn developed
into ‘memory work.”

In the space of second-generation thinkers, however, memory work on and with the
family album has other connotations than tracking the inscription in this informal, private
space the structuring relations of class, gender and sexuality. Often precious photographs were
the only remnant of the past that survived, one of the few treasures brought with when the
family was forced to flee — endowing the newly developed and expanding field of family
photography with a tragic legacy of becoming the iconic monuments to a lost past and
particularly a lost childhood. Although the Nazis did not succeed in wiping out the entire
Jewish population of Europe (only a third escaped their attempt), they did, in effect, destroy
the basis for Jewish civilisation in Europe, leaving many villages and towns without any Jewish
inhabitants, or with insufficient numbers to reconstitute once thriving communities. Many of
the faces held in albums were murdered, and each viewing of these family albums therefore
indexes a lost living person, now dead, a once human person, murdered in an unbearably
barbaric and inhuman manner. For others, mercifully less intimately connected with the
machinery of genocide, the faces in these albums from another time and place present to the
child of those figured in its space, gazing upon them belatedly, with the mystery of relatives
they do not have. How can a child grasp why their own family lacks the extended network that
others take for granted of grandparents, aunts, uncles, cousins? Refugee families are often
amputated families, and the lost limbs of relatives once known by the parents haunt the newly
created post-catastrophe family with a nameless sense of something missing that makes the
child so different even from its parents.

Judith Tucker turned to her family album — rarely studied in her family, perhaps
because it is unbearable to look upon these reminders of an other world before the terror and
horror. There, she found pictures of a child, Evi, aged three and four upon a sandy beach.
Could such an image have suddenly presented her, out of time, with an image of her own
childhood playing happily on sunny sands in Anglesey? Yet the child in the image was her own
mother, a child in the time of History before she was born."’ She and her mother and father
are pictured on holiday in a resort on the Baltic coast of German named Ahlbeck Seebad.
Known also as the ‘Bathhouse (Seebad) of Berlin’, it was a popular resort for Berliners keenly
engaged as so many BEuropeans were from the middle of the nineteenth century with the
culture of summer vacations, and the recreation of urbanised bodies and spirits in the sunny
outdoors beside the bracing freshness of the sea.



The beach itself, rather than the coast, thus emerged as a possible site specifically for
exploring the cross-over that links the two generations across the caesura of flight from
Germany after Pogrom Nacht, the most fearful pogrom against German Jewish Europeans
that century. A timeline of the break and its remapping by art emerges:

1933: Jewish people were forbidden to use German beaches and thus holidays such as those
shown in the photographs of Evi and her parents in 1932 stopped with the immediate
exclusion from public places that were themselves emblematic of free participation in the
spaces of modernity.

1945: this beach becomes part of East Germany, the border with Poland being marked on its
edge. Absorbed in the communist system, it becomes a holiday resort only for East Germans.
1989 on the anniversary of Pogrom Nacht, 9 November, German reunification is celebrated.
2003 Judith Tucker makes her first journey via Berlin, on a train that passes through
Sachsenhausen, the site of the horrific concentration camp, to Ahlbeck. She begins a new
series of paintings under the title Resors.

Resort 1s conceived under a new set of research parameters that open up the space
between photography and painting, on the one hand, and photography, landscape and
memory on the other. An already dense area of both artistic and theoretical research
associated notably with the work of Gerhard Richter, Christian Boltanski, Bracha Ettinger,
amongst others, this new domain is also inflected by the specificity of Judith Tucker’s
engagements with paznting in relation to what Marianne Hirsch theorised as Postmzemory.

Postmemory is distinguished from memory by generational distance and from history
by deep personal connection. Postmemory is a powerful and very particular kind of
memory precisely because its connection to its object or source is mediated not
through  recollection by  through an  imaginative investment and
creation...Postmemory characterizes the experience of those who grew up dominated
by narratives that preceded their birth, whose own belated stories are evacuated by the
stories of the preceding generation shaped by traumatic events that can neither be
understood not recreated."

Inevitably drawing on Roland Barthes’s profound meditation on the photograph in both
history and personal memory, Marianne Hirsch suggests that we might think of the preserved
photographs of refugee peoples as ‘lieux de mémoire: sites of memory.” Distinguishing
between memory and history, this term was formulated by French historian Pierre Nora to
capture a transitional space between history and memory in cultures whose rememberings are
increasingly eroded and formalised into monuments and institutions that can, in fact, become
methods of forgetting.'” Memory cultures are not burdened with official historians to do their
historical remembering for them; photography seems to perch on the borderline between
history and memory, at once a documentation for the former and an active remnant or
fragment and a support for the latter. Family album photography, argues Hirsch, like ‘ghostly
revenants, are very particular instruments of remembrance, since they are perched at the edge

between memory and postmemorty, and also, differently, between memory and forgetting.””



The artist who works with photographs as ‘lieux de mémoire’ under the rubric of
postmemory are not recovering memory but discovering a past that in its uncanny fashion is
already familiar as the unspoken lining of their (pre)occupied present. These two terms mark
the distance between Judith Tucker’s work and those artists also working with photography
as a kind of archive of the recent past. It would be hard not to be aware of both former East
German artist Gerhard Richter — working in painting with photographs and with albums of
that East German past — and Christian Boltanski — also using the photographic archive but
submitting the found image to transformations in his enlarging and blurring re- treatments
and semi-religious or museal installation."* While the former introduces us to questions about
the differences between image-making media, the latter creates an effect of unfocussing the
better to suggest an aura for the casual documentary remnant of often unknown people —
some of whom have suffered tragic fates, others merely represent the potentially anonymous
mass of social and national groups arbitrarily inscribed in the omnipresent photograph into
historical records. I want to argue that Judith Tucker’s work makes a specific intervention that
is radically different from the references that are knowingly displaced by her practice. Hers
does not involve manipulating photographic images to bring into view by translation their
complex semiotic or historical functions. Nor is her work about showing up difference at the
level of media. Judith Tucker’s method involved her going there, going back, to the real place,
the scene of the photographs as they are now where she would once again have both a
phenomenological encounter with real space and a psychological return to an imagined place
of the photograph as landscape, site of her mother’s memories. Tucker also studied historical
and contemporary maps of the region, its histories, the lay-out of this holiday town complete
with fashionable villas and large hotels. Gone to seed a little under the GDR, it is now getting
a bit of a face-lift. Yet is relatively unchanged, frozen in time by war and communism. There
is the pier, the observation towers for the lifeguards and miles and miles of sand and sea. In
fact, there is really nothing to see.

Two photographs taken in 2003 by Gaby Novotny will make this point.

Echoing the eatlier photograph of Tucker drawing on a British coastline, Novotny
shows us the artist at work on the wind-swept beach of Northern Germany. Judith Tucker
went to the place marked in the photographs as the site of her mother’s childhood holiday.
The research primarily involves a journey in present time and space to a place that while still
here, still functioning as a resort for Berliners on holiday, cannot register, and remains
indifferent to, the meaning projected across time from the family photograph as index of a
real historical moment and event on that beach in 1932-3 to Judith Tucker, the belated gleaner
of its function as a fragmentary remainder of a destroyed world.  The beach is not a motif
any more than the coasts of Britain were in Caesura. But how to find that out, and how would
painting as a practice be specifically able to contribute to bringing into visibility these invisible,
unremembered coincidences on this beach whose physical indifference to history spans the
gap of which she is the researching subject? The key question becomes: what could become
the sign of the impossibility of seeing precisely what Tucker made the journey to find?



The photograph documents the artist at work, drawing on her signature concertina-ed
sketchbook, her jacket billowing in the fierce wind, her feet embedded in the sand, her eyes
connected to the pencil in her hand as something is being delineated on the still fresh space
of drawing. The companion photograph reveals even more than the first the desolate,
featureless emptiness of this place that offers nothing much for the landscape painter. Such
apparently featureless scenes of sea, sand and sky had in the nineteenth century become
occasions for painterly contemplations of light effects, sunsets, storms, and so forth — Gustave
Courbet’s work such as L’Immensité (London: Victoria and Albert Museum) come to mind.
Seascape painters need weather, ships, storms, sunsets and all of that to produce something
picturesque. But in this bland extent of boring beach we note a solitary object, an item of
beach furniture.

A blue painted basket chair with blue and white striped interior comes to stand in for
but radically displace the solitary monk of Friedrich’s painting. A human surrogate, it stands
not for sublime contemplation of immensity or even modernist atmospherics and weather,
but the manufactured shelter offered to the holiday-maker keen to be invigorated by the
bracing air and sea-bathing while needing protection from the often-accompanying winds of
northern resorts. While the British battled with recalcitrant deck chairs and windbreaks, the
Germans and Dutch sorted it all out with this wonderful invention of a portable cross between
a beach hut and a sofa. The complete beach accoutrement, they mass like an army across the
beach, each numbered by the hotel or hire company, different styles, and mostly bearing
striped interiors.

The object is known as a Strandkorb, literally, a beach basket. Hooded and padded, it
provides space for two people, with footrests, lockers for one’s things, extending tables for
one’s drinks, and even in the more expensive varieties, locking gates to prevent others from
enjoying its comforting enclosure.

It was this unexpected and, to a now-British artist-tourist, unfamiliar object that
performed the link between past and present. The Strandkorb created the means of time travel
from Ahlbeck and Evi in 1932 to Ahlbeck and Judith in 2003. These curious things become
the new element in the work that would take Judith Tucker from her semi-abstract landscape
painting to painterly research on memory that would ultimately require the return of a figure
— and an engagement with the others who felt/feel at home and were/are made at home on
this beach by the S#andkorh. This was a slow and difficult journey to make in which the body
of the artist in the space captured by documentary photographs of her artistic campaigns and
registered by the indexing of the fold of her sketchbook in the painting in Caesura now finds
itself a displaced consciousness questioning the shared space of the S#undkorb that once held
her mother and grandmother in innocence and now these holidaymakers for whom innocence
is not an option but a choice they still make. From such beach baskets, the artist wonders, did
war-time non-Jewish Berliners watch the boats bringing in transports from Scandinavia? Did
they notice who was missing from the beaches, and from their streets and cities? What it is to
have a ‘German’ cultural heritage, foreclosed, and unacknowledged because of one of the most
vicious turns of European racism? Other Germans in my title marks the ambiguities of who
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is German, who is Other, who are others for whom? To the profound and life-threatening
tensions between locus of birth and lineage by blood — ius sanguinis — as foundations for
belonging through legalities of citizenship and cultures of identity, the tiny scenes enacted on
the beach at Ahlbeck noted and painted by Judith Tucker as the returning ghost become an
effective footnote.

The Strandkorb is a thing. It is also a space shaped to the needs of its invisible human
occupants who might use this rather elaborated chair as a temporary home. Like a tent, it
offers shelter of a fragile kind to the holiday- maker exposed to the elements of sea and sand.
As any reference to shelter, from the cave to the palace, its deepest psychological resonance is
with the primary home, one indeed of Freud’s acknowledged sources of uncanniness: the
mother’s body."” The photograph of Evi on the beach contains a Strandkorb that was without
significance until Judith Tucker ‘discovered’ it as the figure on this otherwise featureless stretch
of German beach. It could only then become a sign to index this image to its traumatically
freighted place: a German beach from which Jewish Germans would be banished in a move
that would remove them first from the beach, then from their work, schools, universities, then
from the country and finally — if one had not escaped or gone into hiding - from the face of
the earth. The chain is relentless — only exile, if lucky enough to be able to migrate, the respite
of the almost missed encounter with annihilation.

In addition to its function as indexical sign of that history, the S#andkorb becomes a
signifier of the other mother/daughter relation it once framed in that idyllic photograph of
1932. I am left wondering what kind of mothering is possible for the exiled subject, even if
her own mother accompanies her. The older dyad, Evi and her mother, captured here in this
photograph, shared something that cannot be transmitted: what passes to the child of exiled
Evi is the loss, the dis-location, the difference which, in some senses, culturally estranges the
child born in Anglesey and growing up in London from her own mother and grandmother
while intimate familial connection to them and their transposed world estranges the refugee’s
child from her own metropolitan peers unawate of their other world."

The bonding in the photograph is externalised in the sharing of the space of the
Strandkorb which the painter as a maker of places can play with to varied effect.

In the monochrome, larger variant of Tucket’s working through this particular
photograph of mother and daughter, the viewer is placed at a distance and the space around
the slightly off-centre placement of the large enclosing basket-chair serves to mark it off from
the surroundings, to give it a mournful air of isolation. At the same time, this setting makes it
function as the embracing, sheltering form in which the older woman and her child nestle,
themselves striated a little with corresponding stripes of dark and light of the basket’s
cushioning. Chair fabric and dress texture meet in painted surface to install a strong sense of
tactility not only seen in the gestures of embrace in the photograph but pursued in the painter’s
(re)making of her image. Yet the fracturing break-up of the medium on textured paper in
which the painting is made — rich pastel and charcoal with graphite dust - never allows the
fixing of the image that seems promised by the bold use of chiaroscuro — the means of literally
making forms appear before us on two dimensions. Its materiality as surface holds the image
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at a certain irrecoverable distance, hovering between emerging and disappearing, however
much its working draws our eyes to the meeting place of making and image on the page of the
rough textured paper.

The smaller painting brings the viewer in closer to a composition in which the
Strandfkorb fills most the space, with another just visible beyond. The empty space beside the
child now becomes more noticeable and suggestive, the missing person’s beach shoes standing
in to remind us of the photographer-father taking the snap. It points to that invisible spot
these looks are smilingly directed. But now the painter takes over that place as the creating
subject; the viewer inherits, third-hand the relay of viewing positions across time, mediated by
the worked surface of scintillating colour, tonally harmonised to re-animate the photograph
with the observed effects of light and tone under Northern skies that only a landscape painter
(after Turner and Courbet) could notice, recall, and recreate, while darkness also finds its place
in the painting, introducing deeper space beneath them, behind the beach robe and beyond
the child’s crossed legs.

The Strandkorb further makes possible a dialectic between inside and outside. For the
painter and hence the viewer will be positioned by the composition at just such a distance,
angle of vision, so as to hold a balance between voyeuristic curiosity to see inside the shadowed
canopy of semi-private retreat and the power of art to incite our visual pleasure in seeing.
Furthermore, by calculated strategies, the image will be brought to just such a degree of
realization, translating the often extremes of light and shadow typical of photography into the
dense materiality of the painting so as bar the eye from ever seeing what it desires to see,
mastering its field of vision. These paintings play at several psychic borderlines which the
artist describes through the figures if analyst and analysand. Some of the compositions
position us with a seeing, peering, fascinated vision seemingly come out from inside the basket
chair. Others make us solitary and unprotected wanderers on the beach looking but closed
out from the inner world shadowed within the S#andkorb. 1 find this movement between the
silence of the other and the anxiety of the subject powerfully affective elements of these
paintings.

The encounter with this common piece of North Sea beach furniture — I recognised it
from both Van Gogh’s 1883 drawings of the beach at Scheveningen in Holland and from the
work of German-Jewish artist Charlotte Salomon who also took her holidays on the Northern
coasts of Germany in the 1920s — was a revelation for Judith Tucker in so far as it echoed and
made sense of the framing object in the photograph of her mother at Ahlbeck that could
operate between figure and landscape, between thing and place, between presence and
absence, offering its uncanny architecture as at once a visible structure and a container of
secrets and secreted space as the subject, topic and resource of her painting practice between
history and memory."’

Some of vast drawn paintings, therefore, make the S#andkorb the only object in view.
Without its occupants, its uncanniness is further enhanced by the angles of vision.

There are many examples of artists who have used the found photograph as support
for this kind of work. Altering it through manipulation, its figures become more ghostly,
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haunting, affecting, seeking to bring the viewer into a contact with the trauma of the Other.
An artist like Art Spiegelman, on the other hand, incorporated a reproduction of family
photographs in his cartoon study of his own haunting by the Holocaust histories of his over-
bearing father and tragically dead mother. Hirsch and others have found deeply significant
the insertion of the few indexical images into a work that otherwise distances us through its
use of drawn cartoon figures of cats and mice serving as the imaging of Nazis and their Jewish
victims. What is Judith Tucker doing?

To go to a place once familiar to her mother and family, is to travel in the present in
search of a lost past, whose only trace is the photograph. History has made the photograph a
site of unreality — a lost past, behind, irrecoverable not merely because of emigration or even
exile, but the violent destruction of Jewish worlds at the heart of modern Germany. The time
of space is different from the time of place. Ahlbeck is a place shaped by Nazi and post-war
histories. The space, however: sand, beach, sea, is more or less the same and so it can hold the
two ends of the historical thread: Evi in 1932 and Judith 2003 — hence these kinds of
‘pilgrimages’ create the uncanny sensation; how can it be so easy to travel in space to what is
absolutely severed in time? The photograph that initiated Judith Tucker’s journey in 2003 and
again in 2004 is not merely a record of this past time and present place; it is itself a landscape
of sorts, a mnemonic, a /Jex de mémoire activated by Judith Tucker’s searching exploration of
both what it holds before her and the conditions which it once registered. Judith Tucker not
only sketched on the beach at Ahlbeck to orient herself to its present physical and social form,
but she also photographed little vignettes of other families and groups in their Strandkorbe. 1
find this fascinating as if she took over that casual, passing, taker of snapshots that form
everyone’s family album of these highly coded modern memories of family, leisure, vacations.
In working from both her own family album and the newly created one in which she, the
returning Jewish child of the former but exiled occupant of this beach, becomes the outsider,
the excluded, the inassimilable stranger to a place once familiar to her mother and
grandmother, she introduces into her work a historically and psychologically specific gaze that
she must find a material formalisation and realisation of through her chosen medium.

To enter into the novel spaces and gaze created in this work, we need to plot out the
journey that becomes the space from which these representations are made. In her own writing
on the project, Tucker reminds us of landscape’s historical association with travel, with
movement and with a certain mode of looking associated with the traveller — a traveller who
through wealth, gender, class, nationality was often privileged in having the means to do this
travelling in comfort and safety. To travel as a Jewish child of refugees back to Germany is to
situate oneself discomforted and always susceptible to the chill of fear held from before,
transmitted down the generations, activated by contemporary xenophobias and racisms. This
is not a comfortable and secure journey.

The practice evolved a means to set up a dialectic between the past held in the
photograph of a mother and child on a sunny beach in 1932 — a ‘before’ moment of apparent
simplicity and safety that is now made to speak eloquently of the historical caesura that yawns
in front of it by means of the gaze that is turned back upon it through remaking it in the tactile
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physicality of large monochrome or smaller jewel-like coloured paintings. The secondary gaze
of the second-generation subject touches the surface its hand makes in painting by means of
that work of painting which, layer by layer, builds up and obscures once again the image upon
the paper or the canvas, making its fading contours dense with charcoal, graphite powder and
heavily pigmented white pastel. From a distance the overall monochromatic effect, the white
border might signal a direct reference to photography. Closer inspection of the surfaces
demands a scrutiny based on understanding the processes of painting where invisible
underlayers support unexpected shifts and ambiguities of the broken surface, so that it hard
to work out what lies above what, to track the deep structure based on dramatic chiaroscuro
and to trace its effacement as substances are smudged and edges blurred.

Blur in painting has been associated with Gerhardt Richter or Luc Tuymans - and is
now easily linked by critics as the vocabulary for trauma as if out of focus-ness is trauma’s
obvious visual sign. I do not think we should confuse these habits with those emerging in
Tucker’s painting. Trauma is never a topic; it is a condition that itself defies representation.
The connotations of photography are created here (not derived from the source) to be altered
by tactility that makes our vision slither unanchored across its surface, connecting but not
controlling, moving and affected. The aim is not to make a visual equation between the fading
past and the unfocussed recreation. The encounter with these works in black and white or
colour is calculated in a different emotional register which depends furthermore on scale. The
beach baskets and their occupants are neither life-sized nor miniaturised. The former allows
the viewer a degree of mastery in that the whole can be grasped at a reasonable distance
measured by the viewing self; the refusal of the latter, however, does confront the viewer with
a discomforting proximity that this highly accomplished ‘drawn painting’ invites, while its own
processes of making, substantiating the world that is summonsed on the paper in both real
physicality and connoted bodiliness, give the viewer a powerful sense of yearning and loss.

Art that can be considered research by aesthetic practice shares with research by any
means the demand to meet the double axes of new knowledge: validity and significance.
Validity demands that research places itself within a community, a conversation of
acknowledged research questions and relevance. Such research must know its field and both
reference it and difference itself from it. Hence significance marks the contribution of the new
knowledge to an agreed field of investigations. Artists as researchers participate, therefore, in
the larger communities of scholarly thought about questions, working with concepts,
problems, and issues that are felt to be timely, necessary, even urgent and always important.
But they must pursue their research by methods that index the deep histories of their own
practice, as well as the resources through which art has thought. Research in practice — a
difficult concept for most — is in fact a matter of both self-conscious and informed, reflective
understanding of a research context and the identification of a procedure for pursuing the
research question that can produce new understanding, changed perspectives, hitherto
unthought ideas. Judith Tucker is herself an eloquent speaker on her own project, explaining
in transdisciplinary fashion the coordinates of her research as a painter working on questions
of landscape and postmemory. The exhibition is a form of publication in which the elements
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of research are brought into an articulated relation to add up to something not realised or
known before. In writing of her work, I have charted one pathway through this work. I want
to conclude with the works that at first seemed most perplexing to me but now reveal a
structural relation. In seeking to know what it was that Ahlbeck might be as the site of her
practice, Judith Tucker clearly moved from her own practice of drawing on the beach, to
wandering, like her missing grandfather, camera in hand amongst the other Germans who now
holiday in this place.

Thus, Tucker is not working from photographs as simply archives or even iconic
mementoes. Something important traverses the moment held in the historical photograph of
the child Evi and her grandmother in 1932 and the anonymous German holidaymakers caught
by the investigating camera of the artist visitor researcher in 2003-4. They need to be read
against each other. Only then does the invisible get tipped into visibility or at least our
consciousness by means of the gap created but also blurred by their shared submission to
Judith Tucket’s painting processes — one in monochrome translating the tiny intimacy of the
photograph into a monumental but not quite life-size scale, the other working with the
evaporating glazing and layering of her harmonising colour, initially on a smaller scale, but
latterly also becoming larger to match the scale of the monochromes. Referencing
photography, showing the difference of paint as a materialisation of the seen created through
visible touch and recalcitrant substance, the real wotk here is about how to find forms for a
vanishing history, imprinted as an empty memory in the second generation of a refugee
community, stranded across the fissure of European history in the twentieth century. Tucker’s
chosen tropes of edges and borders, coasts and beaches, have found the uncanny in landscape,
and made painting part of the aesthetic discourse about post-representation, art after the
trauma of the Holocaust. The two ends of the string are the found photograph in the album
that had to be relocated with Judith Tucket’s own body occupying, feeling and then rethinking
through painting the space and place in which it was made and the sketches and photographs,
worked up in the studio in Yorkshire of the ‘other Germans’ amongst whom the artist-
daughter roams alone, outsider, stranger and yet also knowing an - other German history,
transposed, transmitted and now translated into painted field. In between these two extremes
lie the images of the Strandkorbe, the haunting shapes of comfort and mystery, made strange
by their emplacement into pictorial space, and our, the viewer’s plotted position inside or
outside, seeing round corners, encountering their opened emptiness or their secretive
interiority. Here indeed the everyday becomes means of transport for an art of supreme
seriousness and affective subtlety that makes place history azd memory."
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