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In 1993, my grandmother returns with her daughters to Jeju-Island
The “Island” I imagine without seeing a map
The “Island” that awakens something inside me

In 2004, my first trip to Jeju-Island

I wear my grandmother’s and mother’s chima-chogori

And they swell with the Island’s wind

I'll spin these memories

These threads that will someday become my skin
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Non-Identity

The death of my grandmother in 2001 made me want to give expression to her untold, silent
memories. The experiences of migrating from Jeju Island to Osaka in her teens that were ingrained in
her flesh and the times in which she lived—would they also disappear along with her body? When this
thought occurred to me, I came to reflect for the first time about her non-verbalized memories. This
has been the basis of my creation.

As I conceived the idea of making art about my grandmother’s memories, I came to recognize
the difficulty involved in doing it. This was because I knew almost nothing about the memories
that she had not spoken of. Even if I had been able to listen to her recounting the events she had
experienced and included them in my work, they would have become memories passed on to me,
rather than her own. In other words, representing others’ memories through art is basically an
impossible endeavor. How could I approach the memory of another through my work?

That is how I came to reflect on the untold memories that exist in her story which vanished with
her death. I'd like to call it ‘silent memory’.

In relation to her silent memories, I can only be the ‘other’. This fact is irreversible, but if I am
aware that her memories are beyond my apprehension, it is perhaps possible to give some expression
to them. The method I had in mind was to suggest the existence of memory through the theme of
my ignorance of hers, so revealing “the impossibility of representing the memories of others™.!

Risk or difficulty involved in representing the memory of others is inseparable from the stance
we take towards those who own the memory. Even if you could identify yourself to the departed,
you cannot speak on their behalf. Creating art by being involved in someone else’s memory, not as
an observer or onlooker, is to generate a space which the audience, including artists themselves, can
relate to.

NB. Following the Japanese convention, when the names of individuals are written the family name

precedes giUf?l name.

Notes:
1 Oka Mari, Kioku/monogatari (Memories/Stories), Tokyo: Iwanami Shoten, 2000, p.77.
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Hogushigasuri: Unraveling threads and Knotting

Hogushigasuri (warp printing) is the name of a technique used in the art of dyeing and weaving; the
name derives from the process of production. This process is roughly divided into the three stages

below:

1 Place the weft onto the loom to stabilize the unevenness of the warp and loosely weave the cloth.
2 Dye-print the woven cloth.
3 Set the dye-printed cloth onto the loom again, pull out the weft passed in 1 and weave the cloth,

separating the warp and passing the weft again.

This process ensures an aesthetic design created by the gap between the patterns and their
background as the name kasuri (scrape) suggests. One of the works I made using this hogushigasuri
technique was Sangé (2005)." Through creating these works whose theme was ethnic costume, my
interest shifted towards the act of reversing the weaving process or what unraveled textiles and their
structure could signify.

The act of unraveling found in the process of hogushigasuri loosens up fixed weave and generates
a space between threads. The fabric is flat, but once unraveled, a three-dimensional space inflated
with air emerges. Exploring this space suggests what exists, existed, and can exist between threads.

In other words, untwining fabric exposes what was woven in and invisible. Thus, I came to think
that what exists inside the woven structure but is invisible can give expression to silent memory that
has never been verbally represented.

Textiles are produced by the repetition and accumulation of weaving, knotting, knitting and
braiding. This reveals the trace of body movements rhythmically repeated. Especially, knots are often
given symbolic meanings. They are considered to create shapes that recall ‘something’ that lies outside
symbolic representations.

In Mono to ningen no bunkashi musubi (Cultural History of Artifacts and Human: Knots),
Nukata Iwao defined knotting as an atavistic act of creation. And among other techniques used in
textile making, knotting is, up to this day, practiced using hands as the primary tool.”

In daily life, knots are involved in tool-making, and when ornamentation is added they
sometimes assume symbolic roles. From the point of view of ancient Japanese animistic practices
including prayers and fortunetelling, knots signify the border between the inner and the outer world;
making knots blocks the flow between the two spheres and undoing them recovers it. Semori, an
embroidered charm against evil stitched onto baby clothes, is also a variation of knotting conveying a
wish for the good health of the child.

Knots are atavistic symbols and knotting is a technique both practical and ornamental. And
what makes knots distinctive is that they are traces of bodily movements. Knots in semori imply the
fact that someone prayed for the child. It is therefore appropriate to use this knotting technique

which has lasted from ancient times to the present in the process of making art.

Notes:

1 An art work I made in the form of ethnic costume that expresses the reality of those who live between multiple societies and cultural
backgrounds using fabric made by the hogushigasuri technique. See this catalogue p.13.
Regarding the atavistic relationship between human hands, body movements and tools, André Leroi-Gourhan explains that “in
fact, the tool only exists in the body movements that technically enable them.” Furthermore, he adds that the nature of human
gestures resides in hand movements, that is, “in the clawing function of nails, grip by fingers and palm, and reciprocal movements
of fingers”. Thus, tools emerged out of these functions and came to serve as extensions of human hands; so the human hand was
the driving force of tools. Oh Haji, Metaphor to shité no text-tile-orimono-chinmoku no kioku wo megutté (Zext-ile as Metaphor:
Centering on the “Memories of Silence”), 2012, Kyoto City University of Arts, PhD dissertation, p.76.
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On Material

Sensyoku, dyeing and weaving, is a technique for making things used in daily life such as clothing. To
ensure comfort and ease, yarns are made to be uniform in shape and thickness. The same is true for
fancy yarns' that additionally have special textures and random thickness. Yarns used for dyeing and
weaving are industrially scoured and evenly colored. I had never questioned this uniform feature of
yarns before participating in an artist-in-residence program at Aomori Contemporary Art Centre in
2009. However, when I started thinking about it, I felt this industrial uniformity impairs decorative
clements and the individual textures of material such as cotton, silk and hemp/ramie. I don’t mean
industrially produced yarns have no material texture. Now I think of it, the discomfort I started

to feel with this uniformity signaled a new approach I acquired in those days; I was looking for
something that could be called ‘life”, the energy found in natural shapes.

Seeking ‘life’ in material is not as simple as using natural materials, but using Umberto Eco’s
words, “it is to consciously or unconsciously affect viewers’ experience and deliberately induce a kind
of play to draw their free response.” In other words, I was dismissing the kinds of material whose
textures have become transparent and flat. I had come to think material texture as well as the shape
of knots would stimulate human perception or sensation on the skin and cause individual memory
to invoke different images.

This thinking about industrially produced yarns inevitably made me reconsider what materials
to use in my work. My search for materials started like this; it led me to think that textures stimulate
the perception and imagination of audiences. At the same time, it gave me an awareness about the
social background of the material I chose to use.

For example, the jute rope I use was ordered from Fukui Prefecture but produced elsewhere. It
was produced by women in Bangladesh from locally produced jute, and sold by a group called The
Promotional Society for Women’s Collaboration Abroad* in Fukui. I was told that one of members

of this group visited Bangladesh twenty years ago and saw how the jute was produced. It was local

women who spun and produced the rope using their hands.’

In Fukui, where huge amounts of snow fall, timber industry workers save young trees under
snow in spring when the snow melts and support them with posts and ropes.® However, there was a
time when straw ropes were in short supply and vinyl ones were used instead, but that didn’t work as
they exerted stress on young plants. There were also environmental concerns as vinyl material cannot
be dissolved into the soil. Therefore, people started using jute ropes imported from Bangladesh and
that led them to produce and sell them. However, this meant a loss of jobs for the Bangladeshi jute
producers. Members of The Promotional Society for Women’s Collaboration Abroad protested about
the situation, created a network between local jute producers in Bangladesh and the timber industry
in Fukui to import and sell the rope.”

Jute ropes woven by Bangladeshi women have a different texture to industrially spun yarn; they
convey traces of the workers” hands. For me, this seemed like the ideal material to enable or stimulate
our perception as in Umberto Eco’s words quoted above, and the story accompanying it prompted

me to use it in my work.

Notes:
Yarns that are given special aesthetic effects and textures in terms of thickness, colour and shape. Hamano Yoshiko, Tanaka Yoshiko,
Osaku Yoshino, Tanaka Michiko, Handweaving: teori no jissyu (Handweaving practice), Tokyo: Bunka Shuppankyoku, 1984, p.28.
Umberto Eco, Hirakareta sakuhin (Opera Aperta), trans. Shinohara Motoaki, Wada Tadahiko, Tokyo: Seidosya, 1990, p.215.
Ibid., p.215.
‘The organization based in Fukui Prefecture, founded in 1991. It aimed at “promoting women’s grassroots collaborations with
developing countries, raising local people’s awareness in cooperation activities, and developing human resources which promote
international cooperation.” It worked together with local NGOs in developing countries to implement programs for improving
childhood education, offering job opportunities for women, and generally improving people’s lives.
htep://info.pref.fukui.jp/kokusai/tagengo/html/renraku/josei.html (Accessed on 11 October 2011)
As of 11 October 2011.
This practice is called yukiokoshi.
This story is based on a telephone interview with a member of The Promotional Society for Women’s Collaboration Abroad
conducted on 10 June, 2010.
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Backstrap Weaving and Four-Selvaged Cloth

Backstrap weaving is also termed primitive loom or back belt loom weaving. Warps are rolled around
two rods; one is attached to a strap worn around the weaver’s waist, the other is tied with ropes or
strings to pillars or tables and so stabilized. Weavers adjust the tension of the warps by using their
bodies as they weave.

The backstrap weaving technique I use originated in Guatemala and the woven cloth is termed
four-selvaged cloth. Not only both ends of the wefts but also either ends of the warps become
selvaged. In other words, with four-selvaged cloth woven in the Guatemalan technique, the thread
is spun continuously without breaks. Also this equipment is easy to carry; when not in use, the rods
can be rolled up into a bundle and put away. I use this kind of loom because of the structure of fabric
it produces and also for of ease of carrying it around.

The textile is often said to evoke the concepts of time and space because of its structure made
by the crossing of vertical warps and horizontal wefts. Presumably, long extending warps suggest the
temporal axis. Especially, warps in a four-selvaged cloth do not extend in only one direction; they are
wrapped around two rods, which function as the basis of the loom, and thus create a spiral structure.
Weavers move their bodies back and forth, gathering threads, adjusting the tension of the warps, and
weaving in wefts. This process creates a loose space between warps. The weft fixes adjacent warps that
are rolled around rods and so woven horizontally next to each other.

This resembles the structure of space where people recall memory as I conceive it. The memory
is unstable. It does not form a straight time line but resembles a spiral structure. The past emerges
in the present, triggered by something; this is similar to the way a cloth comes into being by passing
the weft onto the warp. Four-selvaged cloth appears to represent how memory is constructed and the

phenomenon of memory itself.
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Research Note:

Based on the Creation Ama’s Homelboat Floating on Memory with
the Color of Emptiness (excerpts)

Primitive Living Conditions of Migrant Laborers

—the Case of Ama, Female Divers in Hegurajima

Hegurajima is an isolated island whose perimeter is 5 km located 50 km north of Wajima. Folklorist
Segawa Kiyoko visited this island, famous for female divers and described it thus in her book Ama,
“The island is a flat field that looks like a farm continuing for about 3.9 km; there is a line of houses
along the front beach.” This was in 1933.

According to this book, the female divers in Hegurajima originally came from the Kanegasaki
area, Munakata in Fukuoka Prefecture. In the 16th century, a group of Kanegasaki fishermen who
were out fishing were hit by a storm, drifted ashore on the Noto Peninsula, and later started fishing
in this new environment. In the early days, they visited the island as seasonal workers but received
permission to fish permanently on Hegurajima and eventually settled in Wajima, the nearest coastal
town with access to the island. Every year from May towards the end of autumn, fishermen moved
to Hegurajima along with their families to fish. Female divers dove for seaweed, abalone and turban
shells. When they dove, life-line ropes made of jute were attached to their loin cloths. It was their
husbands or brothers who assumed the important role of controlling the ropes. Around October,
they moved back to Wajima and started selling or bartering their catch. A small sailboat of 8-9
meters was the tool of their livelihood and also home. After they went back to Wajima at the end of
November to early December, from January to March, they collected different kinds of seaweed. In
April and October, they gathered firewood to use when they moved to new locations. Some people
went to work in Kanazawa from November to March in spinning mills as seasonal laborers.

Thus, female divers in Hegurajima originally dove in the sea from around Kanegasaki in
Fukuoka to Wajima in Ishikawa; but they eventually migrated and settled in Wajima. However, they
were constantly migrating throughout the year."

Kanegasaki in Fukuoka Prefecture is a place known as the origin of female divers along the coast
of the Japan Sea; there is also a theory that this practice came from interaction with Jeju Island in
South Korea.” There was movement of people from Jeju Island and Kanegasaki towards Tsushima and
Takeshima/Dokdo islands, and also from Japan to Jeju Island.” Thus, people had long been moving

between the Korean Peninsula and Japanese Archipelago along the coast looking for fishing grounds.

The reason why I am interested in the lives of female divers is because I heard a story that my
grandmother who had migrated from Jeju island to Osaka, had a diving costume made of white cloth
in her belongings. In those days, many people from Jeju Island took the liner called Kimigayo Maru
and migrated to work in Osaka; some stayed there seasonally, some settled in Japan.

Those who lived along the coastal area of Jeju Island mostly earned their living from the sea;
women made a living by diving. These female divers had been actively moving around Japan looking

for fishing grounds since around 1895. The area of their migration had expanded outside Japan




towards South Korea, China and coastal regions of Russia. The area to which they migrated in Japan
was not limited to the Kansai region but stretched along the Pacific coast from Aomori in the north
to Kagoshima in the south. They could migrate freely because of the colonization of Korea by Japan.
However, after Korea’s independence from Japan after the war, their migration became restricted and
it was more difficult to move between different places. Even after the Second World War, the Korean
Peninsula was still unstable because of the Korean War. So many people migrated to Japan, some
stowed away on ships, seeking the help of relatives who lived in Japan.

Female divers from Jeju Island went to Japan as seasonal workers; for example, some were based
in Osaka, went to Tsushima in the fishing season and came back to Osaka after that; others arrived in
Japan using family visas or tourist visas, fished and then returned to Jeju Island. Also, those who were

based in Osaka sometimes went back to Jeju Island around the time of New Year; the lives of female

. . . . . 4
divers were based on migration between three different locations.

‘They made a living by actively migrating, looking for fishing grounds. The constant change and
movement that female divers from Jeju Island had to endure during and after the war was ascribed
by Miyamoto Tsuneichi to “the instability of the world they lived in.”> The female divers who bravely
moved between multiple bases seeking a better life can be regarded as pioneers of the Asian migrant

women whose numbers have been increasing through globalization in recent years.

Notes:
Segawa Kiyoko, Ama (Female Divers), Tokyo: Miraisya, 1970, pp.38-75.
Hiramatsu Akiko, “Kyu-Munakata-shi minzoku shiryokan ni tsuité (About Ex-Munakata City Folklore Museum)”, Munakata
denshi hakubutsukan kiyo (Munakata Electronic Museum Journal) 3, 2011, p.138.
Segawa, ibid., pp.22-25.
Ii Sunae. “Korean diaspora toshiténo Chejuté ama (Female divers from Jeju Island as Korean Diaspora)”, Ritsumeikan gengo bunka
kenkyu (Ritsumeikan Journal of Research in Language and Culture) 17-1, 2005, pp.43-53.
Folklorist Miyamoto Tsuneichi wrote in Umi ni ikiru hitobito (Pegple Who Live by the Sea), “People migrate when the world they
live in is unstable. They settle permanently and establish families so long as there is enough food and their safety is secured. Thats
why people migrate”. Miyamoto Tsuneichi, Umi ni ikiru hitobito (People Who Live by the Sea), Tokyo: Kawade shobé shinsya, 2015,
p.12.

Reference:

Hiramatsu Akiko, “Kyu-Munakata-shi minzoku shiryokan ni tsuite (About Ex-Munakata City Folklore Museum)”, Munakata denshi
hakubutsukan kiyd (Munakata Electronic Museum Journal) 3, 2011.

Ida Kumiko, “Seikei wo ninau onna no ijyur6d6—]Jeju ama hakubutsukan wo kengaku shite (Female Migrant Laborers as
Breadwinners—Visiting The Jeju Female Diver Museum).”
heeps://www.hurights.or.jp/archives/newsletter/sectiion3/2009/11/post-83.html#n1

Ii Sunae. “Korean diaspora toshiteno Chejutd ama (Female divers from Jeju Island as Korean Diaspora)”, Ritsumeikan gengo bunka
kenkyu (Ritsumeikan Journal of Research in Language and Culture) 17-1, 2005.

Miyamoto Tsuncichi, Umi ni ikiru hitobito (People Who Live by the Sea), Tokyo: Kawade shobé shinsya, 2015.

Okitani Tadayuki, “Hegurajima no ama no nadamawari (Hegurajima Female Divers in Noto Peninsula),” Syakai keizai sigaku (75e
Socio-Ecomonic History Society) 4-12, 1935, pp.1391-1405.

Segawa Kiyoko, Ama (Female Divers), Tokyo: Miraisya, 1970.
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Workshop as Research

For my project called Another Story (2010), I invited forty-one women to participate in a recording
of their reading aloud of several texts. After the recording, the participants told some stories

from their own experiences related to the texts they had read. I thus began to think of a possible
relationship beyond that between artist, theme and audience and this was how the idea of ‘workshop
as research’ occurred to me. In workshop as research, the relationship between artist and audience

is not that between those who provide and those who receive; instead, through the workshop they
construct a reciprocal relationship. The artist becomes one of the participants and preserves dialogues
that occurred there as a new memory and indirectly brings them into being. The cards written by
participants during the workshop are later displayed and can stimulate the memory of the audience.
In addition, the workshop offers participants the experience of ‘intimate imagination’ as they

appreciate the project. Thus, research workshop is an attempt to explore possibilities of creating.

Kioku Syugeikan Tansu (Memory Craft House, Cabinet)

At the request of Breaker Project, a cultural program promoting community-based art projects based
in Osaka, I became involved in the Sanno area in Nishinari-ward for three years from 2011.

I started research in the area, and in the hope of meeting local women and hearing their stories.
I hosted a series of workshops to unravel knitting. I asked local people to gather knitwear they didn’t
use and unravel them with participants. This workshop was first hosted at a day-care facility called
Midorien twice a month for about a year and then moved to a space in Suzuki’s cabinet shop in the
same neighborhood, as I wanted to be more accessible to people. I renovated the space we were using

and opened Kioku Syugeikan Tansu. The first floor had a workshop space and exhibition gallery and

. . 1
the second floor was used as a studio; it was opened two days a week and workshops were held there.

In the workshops, people exchanged various stories as they untwined the threads. I came to
notice through this experience that there were not many places where women could get together
whereas, there were many places for men in this area which is known as a day-laborer neighborhood.
Therefore, I tried to make Kioku Syugeikan Tansu into a space where women would find it
comfortable to meet. I learned that many migrants also lived in the area, but most of their children
moved out after they got married and the population was aging rapidly. The workshop of weaving
knit dolls” and its idea started from conversations I had with workshop participants, or from daily

events while I managed the space.

Exposing Shadow, Tracing Memory

Exposing Shadow, Tracing Memory was an example of workshop as research prepared for the Culture
Cities of East Asia 2018 event in Kanazawa.

I asked participants to bring doilies (crochet mats); they printed their crochet patterns onto
the cloth by cyanotype and made the cloth into bags and took these ‘bags to hold memory’ back
home. As they worked, I photographed their doilies and asked the participants to write a comment
about them (doilies) on some cards. I printed these picture data onto a film and used cyanotype
to transcribe it onto a cloth; this cloth was made into a large fabric using the Korean patchwork
technique, jogakbo’, and it was used as part of the installation Ama’s Homelboat Floating on Memory
with the Color of Emptiness (2018).*

Notes:

1 I was involved in the project Memory Craft House Tansu until March 2014.
See the link: https://brk-collective.net/kioku_tansu/
Dolls made from rectangular fabric knitted by multiple color threads. Sew the fabric into a tube and stuff it with cotton and tie with
string. I made a pattern from the doll displayed at the entrance of one of the local residents’ houses and held a workshop to make
similar dolls.

3 A square-shaped cloth traditionally used in the Korean Peninsula for wrapping or enfolding things made by stitching together scraps
of left-over fabrics.
For details, see the catalogue Culture Cities of East Asia 2018 Kanazawa: Altering Home. Culture Cities of East Asia 2018 exccutive

committee, 2019.
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Handcraft as Creative Expression

I use various ways of working with textiles such
as dyeing, weaving, embroidering, knotting
and knitting to create art. I learned dyeing
and weaving techniques from instructors at
university as well as private teachers. Other
handcraft techniques were taught by myself or
by my mother. The techniques used in my work
are not particularly skillful but instead, rather
basic. I became aware that my work relies on
the potential of handwork and handcraft that
can be used in creative expression.

Since the industrial revolution, people’s
lives have become more convenient because
of modernization, but at the same time,
“marginalization” of the fundamental role
played by human hands has occurred;
“the functional importance of the hand
has declined” and “the range of crafts and
artisanship has been diminished.” For example,
koginzashi, the embroidery in the folk costume
of Aomori, is a needlework technique designed
to give as much warmth as possible to hemp/
ramie kimono. In Meiji 24 (1891), the opening
of railways improved goods supply; cotton
fabric which retains more heat but was difficult
to obtain took the place of hemp/ramie kimono
and the number of people who practiced
koginzashi decreased.” Koginzashi was not the
only casualty of modernization, but mass-
produced commodities replaced the individual
production of clothes’; it’s clear that the decline
of handwork traditions was caused by this shift.

In addition, crafts such as dyeing, weaving,
embroidering, knotting and knitting were
absorbed into the education system as school
subjects. As these had been linked historically
to conventional gender roles, they automatically
became the basis of female labor.*

Meanwhile, just as I acquired handcraft

skills from my mother, koginzashi and its

techniques had been handed down from
generation to generation among women in
farming villages. To the present day, handwork
techniques using thread and textile have
been passed down as handcraft. Handcraft

is thus inseparable from the process of the
modernization of Japanese society and the
stories of the women who lived through this.
This gives us an opportunity to think about
the sheer amount of time and effort poured
into their endeavors, their lives and historical
background.

Therefore, handcraft can be seen as
creative expression, not merely as gender-
biased technique, but as a way of linking
people who are involved in women’s work and
reconsidering the fundamental, rudimentary
human expression that has declined in the face
of modernization.

Through organizing workshops using
knitted material, “Unraveling/Untying Knitted
Items” and “Exposing Shadow, Tracing
Memory’,” T became convinced that what was
inherited from the handcraft was not only
technical expertise but also the memory of
human activity. The knitted material stimulated
participants’ memories and its texture helped

them recall intimate moments in their lives.

Notes:

1 Oh Haji, Metaphor to shité no text-tile-orimono-chinmoku
no kioku wo megutté (7ext-ile as Metaphor: Centering on the
“Memories of Silence”), 2012, Kyoto City University of Arts,
PhD dissertation, p.78.

Yokoshima Naomichi, written and edited, Tsugaru kogin
(Needlework in the Tiugaru Region), Tokyo: Nihon Hoso
Shuppan Kyokai, 1974, p.40.

Segawa Kiyoko, Onna no hataraki: iseikatsu no rekishi
(Women's Role: History of Clothes), Tokyo: Miraisha, 1972,
p.200.

Yamazaki Akiko, Kindai nihon no ‘shugei’ to gender
(‘Handcraft’ in Modern Japan and Gender), Yokohama: Seori
Shobs, 2005, p.205.

See this catalogue, pp.46-47
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Weaving Textures, Textiles as Metaphor

The words ‘textile’ and ‘text’ both originate from the word ‘texere’ meaning ‘to weave’ in Latin.
Especially, the word ‘text’ derives from its past participle, ‘textus’, meaning ‘things woven or knitted’.
The process of textile-making, spinning thread, warping' and weaving a cloth resembles that of
writing; the writer uses language to “give expression to thoughts and ideas that become materialized
into the threads of abstract argument” and composes a text.

This similarity made me think that ‘unraveling fabric’ can be regarded as a metaphor for
‘deconstructing texts’. Feeling the texture of threads and weaving a textile resembles an act of
recalling memory. Disentangling the woven textile and re-weaving it. Repeating this procedure bears
resemblance to the relentless effort of historicising events, for example, discovering silent stories
neglected in history and affirming their existence. Thus, I sought to redefine textile-making in art
beyond ordinary fabric production or the kind of art that substitutes cloth for canvas; I came to
regard it as a way to suggest the existence of silent memory by introducing my own concepts and

ideas and creating a space to stimulate people’s imagination.

Silent memories are buried in history, never recorded in language and invisible on the surface. The
language experience for immigrants, another theme I have developed through making art, also
involves such non-verbalized memory. For example, for my grandmother who migrated from Jeju
island to Japan, was Japanese a language through which she could articulate her feelings?

Language is a set of symbols whose meaning is shared among community members such as
a particular ethnic group. Its symbolic meaning is lost outside the context of its own community.
Language can be divided into written and spoken language: the former is based on letters which are
linearized and encode sound, the latter on speech. According to André Leroi-Gourhan, a scholar of
prehistoric archacology and anthropology, written language originated from graphic demonstrations
of sound and illustrative descriptions of pronunciation using linear shapes. Especially, phonetic
alphabets transcribe language into phonetic notation and it became a tool to record accurately. Also,
with the development of grammatical systems, signification came to be more sophisticated; the
preservation of social records and communication of ideas became possible. Language stimulated
rational thinking and thus became indispensable in the development of civilisation. In order words,
language enabled people “to possess a means of expressing and preserving thoughts and ideas that
became materialized into the threads of abstract argument.”> Meanwhile, with overly specified
meaning and rationalised, uniformed literation, people can “fail to capture what lies beyond
notations and to represent thoughts and ideas,” he states. In addition, spoken language based on
sound gradually became subordinate to written language as the latter stylistically developed.’

The migrant who moves to another community has to learn a new language and acquire
common perspectives shared by speakers of the majority language. Becoming fluent in language is to
acquire customs and the value system of the society as well as to master vocabulary and grammar.

For immigrants, language often does not function literally; it rather conveys pre-verbal elements
such as corporality or materiality and the sound sometimes invokes memory related to their past.®

Regarding the correlation between human gesture, language and illustrative descriptions, Leroi-

Gourhan notes that “gesture translates speech and speech annotates graphic images.” If such
correspondence between linguistics and ideographic semiotics exists, immigrants non-verbalized
thoughts, emotions, feelings and unexpressed memories can also be expressed through gesture.

The texture of history woven through eloquent words—disentangling it is to expose what is
hidden between threads, that is, silent memory. Weaving it into knots and repositioning it; a tip
of memory/thread thus extends into the future. This cannot be achieved at one time; there are
always some elements that refuse to be represented. Still, by weaving and knotting, the undertaking
continues.

In my previous work, I called my grandmother’s memory ‘silent memory’ but I hesitate to do so
now. That is because giving expression to it might reduce the reality of her experience and transform
it into an abstraction. Considering the gravity of the words ‘silent memory’, what I have been trying
to do might well be inadequate. However, my experience of creating art convinced me that weaving
a textile as a metaphor is not an abstract act but gives shape to uncertainty; it is a way of imagining
silent memory, tying it to the present with threads, and retaining traces of our struggle to pass it
on to the future. Memory changes over time. Therefore, it is important to pass it down to future
generations. Human imagination can then play a significant role. I seek as an artist to create a space

that stimulates people’s imagination in this way.

Notes:
1 To measure the number of warps and their length needed to weave a cloth, and arrange them in parallel lengths of equal tension
avoiding entanglements. This process is called seikei in Japanese.
André Leroi-Gourhan, Miburi to kotoba (Gesture and Speech), trans. Araki Tohru, Tokyo: Shinchosha, 1973, p.208.
Ibid. p.208.
Ibid. p213.
Ibid. pp.187-214.
Oh Haji, Metaphor to shité no text-tile-orimono-chinmoku no kioku wo megutté (Zext-ile as Metaphor: Centering on the “Memories
of Silence”), 2012, Kyoto City University of Arts, PhD dissertation, pp.40-44.
Leroi-Gourhan, ibid. p.203.

Thise essay (pp.12, 20-21, 28-29, 56-57) based on Metaphor to shité no text-tile-orimono-chinmoku no kioku wo megutté (Zexz-ile as
Metaphor:Centering on the “Memories of Silence”), 2012, Kyoto City University of Arts, PhD dissertation.
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Towards the Archipelago of Memories: Oh Haji’s Art of Unraveling

Kakigi Nobuyuki (Professor, Department of International Studies, Hiroshima City University)

Opening a Space for Memories

Storytelling. It has always been used as a
metaphor for weaving textiles. Weaving the
accumulation of time in the warp and space
extending beyond boundaries in the weft—
the texture so creates and reveals the memory
of people’s lives. It tells of experience that can
be passed on to others. Weaving textiles as

a medium for memory. And telling stories.
This also includes unraveling; Oh Haji’s art
represents these things.

To unravel is, needless to say, to create a
space in-between. In Another Story (2010), this
space is given a voice and the work explores the
possibilities of the act of storytelling. This work
is in the shape of a book: textile woven in jute
and silk and made of many layers. Both ends of
the textile are untwined like an unraveled text
and one end becomes female hair in a braid.'

Unraveling here means to release memory
from the bottom of a body like sediment;
likewise, in 7he Letters from Sister (2009), a
prior work inspired by Joy Kogawa’s novel
Obasan, this memory seems to permeate into
the chairs.” Thus, the memory of Japanese-
Canadians who experienced discrimination
and persecution during the war, that has been
silenced, can be heard.

Kogawa’s novel describes in detail the lives
of three Japanese-Canadian women who were
discriminated against as Asians, and as enemy
aliens during the Second World War— one of
whom becomes a casualty of the war. Inspired
by this novel, in Another Story, Oh uses a part
of Aunt Emily’s diary, written as letters, and
records the voices of forty-one women from

various backgrounds reading it.

Hearing these voices of different
generations of people with various ethnic roots,
the audience can read multiple stories in the
metaphorical book. Thus, when the experience
of these Japanese-Canadians is responded to
by that of other immigrants and the memories
of people who were obliged to move across
borders in modern history, they resonate with
cach other and the artwork becomes a space for
the immigrants’ memory which has never been
expressed openly.

‘The audience hears the diary being read by
various voices and can extend their imagination
towards memories which can never be told by
living people. In Kogawa’s Obasan, this silent
memory’ is compared with stones. Oh’s Another
Story creates a space for silent memory and
attempts, together with the audience, to unravel

a multiple ‘stone memory’.

Unraveling Silent Memory

Oh could create a space where multiple
memories resonate with each other in Another
Story, because of the artist’s background as
a third-generation ethnic Korean, and the
fact that she has examined the memory of
her grandmother, who was from Jeju island
and passed away in 2001, without revealing
much about her life. Especially, a series of
works giving various shapes to chima jeogori,
Korean ethnic costume, made before 2007,
was an attempt to release and express the
grandmother’s ‘silent memory’, as the artist calls
it, to be shared with others.

For example, in Inside Her Skirt (2006),
imagined from her grandmother’s silent

memory, a hem of white c¢hima (skirt) hung

from the wall spreads over the floor and a
photograph of the jeogori (top) left by her
grandmother is on the wall. The memory of the
deceased body remaining in the clothing that
used to belong to her is released and emerges in
the gallery space.

In fact, the space where the newly woven
skirt made of organdie is displayed is suffused
with air suggesting the existence of someone
who is not there. Once you step in, you
cannot help but remember through your body.
The audience recognizes the fact that this
person who lived a unique life, caught up in
modern history, actually existed. However, the
experiences of the dead recalled through these
works are fragmented.

The images of silent memory appear
one after the other in the exhibition space.
Memory itself inevitably multiplies in the
process. However, for the very same reason,
the memory of the dead person can be released
from silence and the chima jeogori, where the
memory dwells, and will no longer be a symbol
only of ethnicity. Therefore, we could say that
ONl’s installations create a space where ‘post
memory’ is formed and everyone is welcome to
participate in it.”

However, we shouldn’t forget that recalling
the experience of the deceased is to share the
pain of those who lived in their unique bodies
and were exposed to the violence of history
including that under harsh colonial rule.
Recalling the memory of the dead whose lives
are not recognized in history is to confront this,
especially examining what happened in the
modern period, and contend with it, accepting
the pain of the dead as ‘a wound that still
remains’.*

Flower Spot (2007) must be mentioned as
an example that realizes this idea. The textile
spread over the floor like a flower or fountain
has the shape of a cast aside skirt but this time
it is not easy to see it as such. As you look into

the center of the round shape, you find a skirt

with flower embroidery woven by threads with
sewing needles still attached.

The needles in the pincushion in Flower
Spot symbolize both the memory of the
grandmother’s suffering that sometimes recurred
to her mind and body and the pain shared by
the artist as she traced it. The needles give a
distinctive feature to the work and invite the
audience to take part in sharing the wound that
still remains. The work implies that seeing this
merely as a symbol of ethnicity will continue
until we have the experience of recalling the
unique individual suffering of those who are

represented by it.

Unraveling Handcraft

Oh has thus faced her grandmother’s ‘silent
memory through a theme of ethnic costume
and created a series of works to unravel fabrics.
She has incorporated folk fabrics from regional
areas in her art along with associated techniques
of spinning yarn and weaving cloth. In 7hree
Generations of Time (2004) a photograph of
women from three generations: grandmother,
mother, and the artist, are depicted in their own
chima jeogori, printed on a long sanbe, a cloth
used in the Korean peninsula to dress the dead.

In this way, fabric from the garment
for the dead is used to show the intersection
between the living and the dead. After this, she
created Sangé (2005) in which the technique
of hogushigasuri (warp printing) was used. This
is an installation that presents contrived ethnic
costume and the work itself becomes a space
where people of multi ethnic backgrounds can
mingle. This work is made from fabrics used for
Japanese clothes and traditional Korean dress;
the technique of pulling out the weft is used
on the jacket part. On the petals surrounding
the dress, the words from a Korean song in
katakana, one of the two phonetic Japanese
alphabets, are printed.

The cloth woven by the hogushigasuri




technique not only dismantles the notation
of the song in katakana which the artist

first memorized as sounds but also dissolves
its meaning in Korean. Thus, the artist
deconstructs her own linguistic biography and
materializes it in the work, through which
this experience becomes available to other
immigrants. Sangé presents the garment for
anybody who has gone beyond the borders of
different languages and navigated the difficulties
of doing so.

Through creating this, Oh began to be
conscious of the act of unraveling which she
combined with knotting techniques and 7he
Landscape at which She Gazes (2009) was made.
In folklore, knotting represents the act of
bringing together different people or bridging
this world and the other; knots are considered
to be a symbol of people’s wishes and
sometimes create ritual boundaries. Whereas,
the artist’s interest was in creating a new space
and exploring its meaning by knotting threads
and textiles together. For Oh, knotting also
gains significance through the act of unraveling.

In fact, in the installation of 7he Landscape
at which She Gazes, the textiles hanging from
the ceiling which are woven by the hogushigasuri
technique are formed into knots in midair.

The pieces of fabric sinking down onto the
floor create a tension and there is a billowed-
out texture above the knots. In this way, the
memory of life retained in the fibers is filled
with wind and is ready to be unraveled.

Furthermore, the tips of knotted textiles
are frayed into individual strings which are then
knotted together again and spread over the
floor extending towards the adjacent wall. This
suggests that the memories contained in the
kasuri textile can be linked to other memories.
Ol’s art thus creates a space for recollection by
using knotting and unraveling; the encounter
with materials such as jute used in Another Story
mentioned above, or linen, opens up her art to

new possibilities.

Towards the Archipelago of Memories

Here I would like to focus on Oh’s more recent
work using linen; this is a recent development
employing her unraveling technique. For
example, Nautical Map (2017), the first chapter
of the series grand-mother-island, is made

of linen and uses weaving techniques from
Guatemala and Indonesia. The hems of the
textile showing a seascape with an island are
again unraveled; threads extending from there
lead to a different textile with a seascape and
island on it.

This evokes the stories of immigrants,
including the artist’s grandmother, who were
obliged to travel beyond borders; it also
suggests the possibility that different peoples’
memories converge as they traverse borders. The
image vaguely shown on the textile resembles a
volcanic island —Jeju where Oh’s grandmother
came from is also a volcanic island —we could
say the textiles have been woven from the
memories of peoples” suffering which have
accumulated into a mountain on the islands,
seeking to travel over the sea.

Nautical Map connects different islands by
thread; whereas, Floating Forest, also created in
2017, reminds us of islands responding to each
other through wind and the deep forests that
they contain. Individual linen textiles resemble
a rocky reef on the water's edge as well as the
forest which starts there; the way they are
randomly hung reminds us of an archipelago.

The textile filled with wind, floating in
the air with the image of a forest. It opens up
the approach towards islands floating in the
sea and invites us to recall those who live or
sleep in the forest. Another interesting thing to
be noted in Floating Forest is its use of multi-
layered colors in delicate shades which gives an
aesthetic depth to the textile and emphasizes
the existence of features in the landscape. This
was made possible by extracting threads.

Here again, weaving is to unravel. This

handwork creates a pluralistic seascape. What
becomes visible is memory including that of the
artist’s grandmother, which has been ignored by
the master narratives of history. Oh’s handwork
enables the dismantling of history and creates a
space where memories of each individual can be
revived. This space of recalling resembles that of
an archipelago where islands are connected to
each other by invisible, threads of inheritance.’
What we find here is an archipelago of
memory where the spirits of the dead meet.
To experience this space where the wind of
the wandering souls blows, is to share others’
lingering wounds and recall their past, and
weave their memories into a story. By tying
these threads of different stories into knots, a
space where people with different roots can live
together will be created. Oh’s unraveling art
invites the audience to such a future where this

memory can be inherited.

Notes:

1 The basic information related to Oh’s work mentioned above
is based on her doctoral dissertation. Oh Haji, Metaphor to
shité no text-ile-orimono-chinmoku no kioku wo megutté
(Text-ile as Metaphor: Centering on the “Memories of Silence”),
2012, Kyoto City University of Arts, PhD dissertation.

2 Joy Kogawa, Obasan, Toronto: Lester & Orpen Dennys,
1981.

3 For a study that relates Oh’s work to Marianne Hirsch’s
concept of ‘post memory’, see below: Rebecca Jennison, “Oh
Haji to Kum Soni no sakuhin niokeru ‘post memory’ (‘Post
Memory’ in the Work of Oh Haji and Kum Soni),” trans.
Yanb¢ Yiihei, Zanshé no oto : ajia, seiji, ito no mirai é (Still
Hear the Wound: Toward an Asia, Politics, and Art to Come),
ed. Lee Chong Hwa, Tokyo: Iwanami Shoten, 2009.

4 Inspired by the above-mentioned book Zanshi no oto, the
essay below was written to reflect on the memory of those
who survived the atomic bomb in Hiroshima and explore
the possibility of ‘sharing of remaining wounds’ through the
inheritance of painful memory. “Zanshé no bunyu toshiteno
keisho: ima kokode hibaku no kioku wo uketsugu tameni
(Inheritance as Sharing Remaining Wounds: Inheriting
Atomic Bomb Memories Here Now),” Patto hagitotte
shimatta ato no sekai é: Hiroshima wo souki suru shiké
(Towards the World Stripped of All in an Instant), Tokyo:
Impact Shuppankai, 2015.

‘The book below is suggestive in conceiving an idea of the
archipelago. Imafuku Rytita, Yoshimasu Goz6, Archipelago:
gunto toshiteno sekai ¢ (Zowards the World Seen as an
Archipelago), Tokyo: Iwanami Shoten, 2006.
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Reading World History by Unraveling Woven Textiles

Nakao Hanae (Curator, Kurumaya Museum of Art, Oyama City)

Textiles were traded worldwide by merchants
in ancient times and by multinational
corporations in the modern era. The process
of making textiles itself is maintained by local
tradition, collective knowledge and physical
technique. This two-sided aspect of textiles,
both global and local, can be said to represent

the complexity of modern people’s lives.

Oh Haji uses various techniques including
weaving, knitting, stitching and knotting
as well as materials and skills that have
been handed down as custom and tradition
among different ethnic groups and regions.
Her multi-dimensional method explores the
socio-economic dimension of handcraft and
the practice of dyeing and weaving in daily
life. Through working with textiles, which
are universal in human life and a symbol of
our existence and belonging, she reflects on
the relationships between people and that
between humans and society. Her work using
thread and fabric recounts and imagines the
past that belongs to particular individuals and
reconstructs their history.

This approach derives from the artist’s
background as a third-generation ethnic Korean
woman who grew up in Japan where the
majority of the population prefers being passive
observers of the country’s past aggressions, and
few people can afford to reveal their Korean
heritage. This is at the core of Oh’s creation but
her positionality is not immutable; it constantly
experiences temporal-spatial movement,
constant change and renewal. From this
position her work suggests to us the possibility
of representing and inheriting memory.

Because she lacks a direct relationship

to her ancestor’s country, Oh starts from
examining the memory of her grandmother
who migrated from Jeju Island, South Korea
to Osaka. A series of works using the theme
of ethnic costume can be understood through
the concept of ‘post memory’: the ‘generation
after’ which lacks memories based on direct
experience but gains pseudo-memory by
retracing the experience of those who came
before, with the purpose of bridging the gap
existing between generations'. Oh’s work
stimulates individual experiences and memories
in the audience and re-produces them. This
leads the audience to extend their imagination
to the grandmother’s silent memory; thus,
remembering becomes a reciprocal act and
the memory is re-constructed as multi-layered
beyond the boundary between those who
did and did not experience the events, and
that between ethnic Koreans and others. Oh’s
search for identity through her grandmother
encourages the audience to direct their
imagination towards the identities of others that
constitute the society. It leads us not to avert
our eyes from historical memory, especially that
of Japan’s colonization; otherwise, the existence
of her grandmother would be extinguished.
Her approach of extending the imagination
towards the memory of others and constructing
new memory can be regarded as an applied
practice of the concept of ‘post memory’ which
originally focused on how memory is inherited
in families that have survived traumatic events.
Oh adopts this methodology by introducing
a letter appearing in the novel of a Japanese
Canadian writer and evoking personal
memories residing in knitting and crochet mats,

and stimulates past memories that participants

themselves have forgotten.

Oh uses the hogushigasuri (warp printing)
technique in works using ethnic costume,

The Landscape ar which She Gazes (2008) and
the ongoing grand-mother island project. This
technique creates subtle gaps in the contours
of images reminding us of the past woven into
the present and its obscure outline evokes the
artist’s positionality in Japanese society. Oh
clarifies where she stands in the society but
does not stress it too much so as not to create
a dichotomy. “Every human being is to some
extent a mixed-race child and migrant,” * as
Suga Keijiro states; the nation is essentially
constituted from a range of peoples like
graduated patterns in kasuri fabric.

Time-consuming handweaving techniques
including that of kasuri have declined in the
era of modernization. One of the features
of modernity is the reduction of working
hours. Looking from today’s point of view, the
technique of kasuri expresses the irrelevance of
the modern value of efficiency for traditional
weavers. The techniques used in Oh’s work
including macramé, the Korean patchwork
technique jogakbo, and others reveal her
intention to resist the spirit of modernity where
everything is valued according to the notion
of efficiency. The process of making artwork
using your body in time consuming tasks is to
question the meaning of your body.

Dyeing and weaving are generally regarded
as women’s work worldwide, but there are some
places where they are considered masculine,
for example, in Africa or India. This has
evolved not only for physical reasons, but has
also been historically embedded in the social
structure. Especially in Japan, the association
between handcrafts and women, and that of
free domestic labor and femininity was created
by the state in the process of modernization.
However, Oh’s Workshop as Research projects
look beyond such conventional roles given to

handcrafts and associate them with modern

practices related to recreation and gift exchange.
Handcrafts function here as a medium to

relate different people and help them connect
to their community; you can say this is a
positive change for women who have acquired
handcraft skills through an oppressive social
structure. Workshop participants and the artist
establish relationships based on trust through
their shared experience.

Oh’s interest is recently more focused on
work that questions the notion of individual
subjectivity. She goes beyond the boundary of
nation, deconstructing the conventional female
image related to textile-making, releases dyeing
and weaving from gender confines and redefines
them as human activity; this is an attempt to
dismantle human history and reconstruct it

from countless voices and stories of individuals.

Notes:

1 For examples of the concept of ‘post memory’, see below.
Rebecca Jennison, “Oh Haji to Kum Soni no sakuhin
niokeru ‘post memory’ (‘Post Memory’ in the Work of Oh
Haji and Kum Soni)”, trans. Yanbé Yiihei, Zanshé no oto
: ajia, seiji, ato no mirai e (Still Hear the Wound: Toward an
Asia, Politics, and Art to Come), ed. Lee Chong Hwa, Tokyo:
Iwanami Shoten, 2009; Aso Takashi, “Betonamu kei imin
no rekishi to ‘post memory’ (The History of Vietnamese
Immigrants and ‘Post memory’)”, AALA Journal 17 (2011):
14-21; Obayashi Yuki, “Aimee Phan no Cherry Troung
no sai-kydiku ni okeru kako heno souzouteki henyou (An
Imaginary Transformation of the Past : Aimee Phan’s The
Reeducation of Cherry Troung),” Nihon jyoshi daigaku cibei
bungaku kenkyu ( Japan Women’s University Studies in English
and American Literature) 48 (2013): pp.127-143.

Suga Keijiro, Okami ga tsuredatte hashiru tsuki (75e Moon
When the Wolves Run Together), Tokyo: Kawade shobo
shinsya, 2015.

3 Yamazaki Akiko, Kindai nihon no ‘shugei’ to gender
(‘Handcraft’ in Modern Japan and Gender), Yokohama: Seori
Shoba, 2005.
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(EES
Title

HHEDH =Y
Another story

Ja—tu—7 fHRk.
THEDFE AV F T
=97

Jute rope, silk yarn,
female audio voice,
original technique

40*100%10

D D17
her relevant date

BIASCHK : Pad - ah v R RR
[ebif-tE | ~RERF. 1983
Reference: Joy Kogawa. Obasan. Toronto,
Lester & Orpen Dennys, 1981.

ZODREH 2004
Three generations
of time

PN (CKIRAG) . 741

[iReA

Sanbe(cloth), thermal
transfer print paper,
photo on fabric

e
Dimensions
variable

b3 AR
Photo: Lee Seon Min

HLROFOBHBEGE 2008
The landscape at
which she gazes

R, FLER. B R
WL e =2 T A KR
Silk, brass hook, I-kat,
printing i-kat, discharge
dyeing, macramé

B3
Dimensions
variable

[#kVHETYRGFBLD — LMD — (747
ErTORA?G) | 20084, Voice gallery
pfs/wTD R A

“The scenery in her daily life,” 2008,
Installation view at Voice gallery pfs/w.

Nautical map

Y EF, 1k
NP
Plain-woven, warp-faced
pick-up patterns, Four-
selvaged cloth

A%
Dimensions
variable

[ — K ® & — grandmother island
—3 ] 20174, Voice gallery pfs/wT
DR

“—imaginary landscape— grandmother island,
chapter 1,” 2017, Installation view at Voice
gallery pfs/w.

DR
(2012-2013)
Thread of memory
(2012-2013)

M A IZECECT
V—r7vay 7 TiEREL
7R

Thread from
“unraveled-knitted
items” workshop

i3
Dimensions
variable

[“ex-pots 2011-2013] 20144 L2
B SAL 25 A3 LY 2 — TO BRI SR
“ex-pots 2011-2013”,“2014, Installation view
at Enocojima Creates Osaka.

ZEHVAD BT 2018
P REROR

Ama’s home/boat

floating on memory

with the colour of
Emptiness

di A R A OR Rl .
AL L) | THRSAR
Vi % 5% 90§, 47
IRAT Fak R
Used ramie and

cotton clothes, linen,
yarn, sinker, fishfook,
cyanotype, patchwork

EE
Dimensions
variable

W7o 7 AL 2018 &R [LET 55K
20184, e BRI # TO R B
“Culture City of East Asia 2018 Kanazawa:
Altering Home,” 2018, Installation view at

Kanazawa City.

fEs ) 2 b 7 References

PLErILS
‘Wearing memory
(ver. Tokyo)

B - Rt F <532y
DEH TZAVLHIITAL
Z7) b

Jute rope, grandmother,
mother and aunt’s
chima-chogori photo on
film

W2
Dimensions
variable

CEZELS ] 20144F NRIFT — P ARy
b b—2FTO R JE 5t
“Wearing memory,” 2014, Installation view at

Koganei Art Spot Chateau 2E

WhOF=(2A—) 2006
ainszso
Inside her skirt

RYVZAFNVA—H P,
BUEL AR e §E
WER, ARG, v
2Y)—=v7) b

Polyester organdie,

ink, silk yarn, reel,
mirror, bulb, silk-screen
printing

RS
Dimensions
variable

[RC1E ] 2006 4. Voice gallery pfs/wT
[2)E% =

“Memory,” 2006, Installation view at Voice
gallery pfs/w.

Sangé
(Scattered Flowers)

R, R A
FLHE, v 2r)—
¥7) b

Silk, used-Kimono
fabric, silk gauze, warp-
printing, silk-screen
printing

250*250*250

[ZONE —poetic moment—] 2005 4.
F—=Fa—Tr & —H A TOER R
“ZONE - poetic moment —” 2005,
Installation view at Tokyo Wonder Site

TEBE

Flower spot

fiA . Fhil, BEC S 7
Y, AT ATA
T —. BRI =2
F AR

Silk, pincushion, sewing
needle, acrylic board,
wire, bulb, embroidery,
macramé

150*150*180

[ AR IR 5 AR 257 856588 A ~ 7 L L i
2007 FEAEEM ) 2007 4, 5HE AL
PfE TOE IR SR

“Yong Artist Selective Exhibition,” 2007,
Installation view at The Museum of Kyoto.

koD TH A
The letters from
sister

IR, 7y o R
Rk

Jute rope, hook,
embroidery frame,
beeswax, macrame,
embroidery

B
Dimensions
variable

THOME]J 20094, # & 23 3 K [H B
FEfier 2 —F R TOREMRIAG

“HOME,” 2009, Installation view at Aomori
Contemporary Art Center, Aomori Public
University.

untitled

Ca—tu—7 K.
#HlHE, <75 %

Jute rope, cotton yarn,
braid, macramé

A%
Dimensions
variable

[Inner Voices — 4574 | 20114, iR
21 AT SE A TO R R

“Inner Voices,” 2011, Installation view at

21st Century Museum of Contemporary Art,
Kanazawa.

+HoR

Fifteen tassels

Ta—tu—7 HiAk,
kD =74

Jute rope, cotton yarn,
plain-woven, macramé

250320

[VOCA2012] 20124, E¥Fo 7 F A
FE TR REE

“VOCA-vision of Contemporary Art 2012,”
2012, Installation view at The Ueno Royal
Museum.

Floating forest

[N DIRE-13¢
DN ICpop

Linen, plain-woven,
warp-faced pick-up
patterns, four-selvaged

cloth

i
Dimensions
variable

[Zbdot—[HOE] 2O6ELT]
20174 TRl B S A8 TR R
“Binding threads/Expanding threads — The art
of creating “Between-ness”,” 2017, Installation
view at Hiroshima City Contemporary Art
Museum.

NG IR
LEDHTHD
(2012-2013)
Spinning and
keeping time

MRAMEIZEC13CT
7= ay 7 DT R,
B2 VNP SRERO¥i
Wiaste thread from
“unraveled-knitted
items” workshop, plain-
woven, four-selvaged-
cloth

120*120

[“ex-pots 2011-2013] 20144F L2 F
BT Al e % — TORR A
“ex-pots 2011-2013”,” 2014, Installation view
at Enocojima Creates Osaka.

DT 2013
(2012-2013)

Glimpses of

memory

(2012-2013)

WA EIZE ST
=7 ay 7 TiREW
TR A D —

Parts from “unraveled-
knitted items” workshop

i
Dimensions
variable

[“ex-pots 2011-2013] 20144F iLZ ¥
B3 AlE Y 2 — TO R R AR
“ex-pots 2011-2013”,” 2014, Installation view
at Enocojima Creates Osaka.
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Haji Oh

Born 1976 in Osaka, Japan. Currently lives and works in Australia and Japan.

2012 Ph.D in Fine Arts, Kyoto City University of Arts, Kyoto, Japan.

2008-2009  Visiting Scholar, York University, York Center for Asian Research, Toronto, Canada

2009 Internship, Textile Museum of Canada, Toronto, Canada

2002-2004  Korean Traditional Costume Restoration Class, the National Fork Museum, Seoul, Korea

Solo exhibition

2017 “ —The imaginary landscape- grandmother island,” MATSUO MEGUMI +VOICE GALLERY pfs/w,
Kyoto, Japan

2015 “wearing memory” ver. Wollongong, TAEM gallery at University of Wollongong, Australia

2014 “wearing memory,” Koganei Art Spot Chateau 2F, Tokyo, Japan

2013 “OH haji x Aomori City Archives “Gestures in Clothing”,” Aomori Contemporary Art Center (ACAC),
Aomori Public University, Aomori, Japan

2010 “Dwelling of memory,” Shibakawa building, Osaka, Japan

2008 “Slipping through the texture — the moment of silence — From the journey in the Philippines,” VOICE
GALLERY pfs/w, Kyoto, Japan

2006 “Memory,” VOICE GALLERY pfs/w, Kyoto, Japan

2001 “Roots,” VOICE GALLERY pfs/w, Kyoto, Japan

Selected group exhibition

2018 “Culture City of East Asia 2018 Kanazawa: Altering Home,” Kanazawa, Japan

2017 “Binding threads/Expanding threads — The art of creating “Between-ness” ,” Hiroshima City Museum of
Contemporary Art,
Hiroshima, Japan

2014 “Breaker Project “ex-pots 2011-2013"," enoco and Kioku Shugei-kan Tansu, Osaka, Japan

2012 “VOCA - Vision of Contemporary Art 2012,” The Ueno Royal Museum, Tokyo, Japan

2011 “Inner Voices,” 21st Century Museum of Contemporary Art, Kanazawa, Ishikawa, Japan

2010 “We love books! International Book Art Picnic,” Nakanoshima Library, Osaka, Japan

2009 “HOME,” Aomori Contemporary Art Center (ACAC), Aomori Public University, Aomori, Japan

2007 “Young Artist Selective Exhibition,” The Museum of Kyoto, Kyoto, Japan

2005 “Zone-poetic moment,” Tokyo Wonder Site, Tokyo, Japan

2004 “Orientity, Korean Young Artist Exhibition” Kyoto Art Center, Kyoto, Japan

Artist in Residence
2019 Contemporary Art Gallery, Art Tower Mito, Ibaraki, Japan
2015 University of Wollongong, Wollongong, Australia
2009 Aomori Contemporary Art Center (ACAC), Aomori Public University, Aomori, Japan




(]
AEORMECHY, TR F LERAERKE
BU®, ZRETHIEBY & LI, 04 v se
72L& . Cieg)

SRER

WG, ARG, HEHE A b= 2—Y AILFEF,
REFRRIL FliA 2, RHRESE, Sk HIAC, Bh 1

VR AP = A R TR EL SRS
ThPESERE, thEF e, EARHESE, U A L DSR2 kR,
HEABAT, BREFFIR, =25 2 - =—¥ v v REIH T

AR IS, B R ERL SR TR, AR
Bzl

Tv—H—TImTs

[EEE2]

K24 v [RERE Tl RN

1:20194:10A12H - 12H15H

ERNTIT AL =3B i

5 /NI SR A

% H T EE R FMes — 6 U, = 7 = 45K,
FERSHT AL = S R T IAL
7 v e/ NGRSO E SR
EbE 7 v BIAREGE. 0T E R,
FFCHT R R R

B
mE

4 ] TR (N s S A 25 1)
R DIIEGEE, EARHER (TRNK)

[#%u7]

M b RERE

B T ARG R Z, i REIER

FHA 2 ERBAT (54 77— Ty o R)

otk —Rk (pp.1, 36-37). ILA# (pp.2-3, 6-9, 22-
23,27). BUKECE (pp.10, 14-15) IIF#E— (p.13)
HEIHFERE (pp.16) . KRR (pp.24, 38-40). L¥F
A (p.25) . HUFAILE (pp.21, 30-31, 45) . KVHIE
— (pp.32-33). HiAFIH (pp.46-47)

AR - BIR21 AT, TR EERZE € v &
— &, L% o HEM g, MATSUO MEGUMI
+ VOICE GALLERY pfs/w. Ik &5 B0 4
Tv—Hh—=TmT st

ZEHETR (pp.12, 20-21, 28-29, 35, 43-44, 48-
49, 53, 56-57, 62-65, 68-69). v Xy A - ¥z =
2 (p.9)

o k477 7y 22

¥ AT ML R A A
T 329-0214 A BVINLITT 2% 3-10-34
Tel.0285-41-0968

©2019/I it 37 HR KAl

[Acknowledgements)
We would like to express our warmest gratitude to the artist, Haji Oh
and the following individuals and organizations for their generous

contributions to the realization of this exhibition:
Haji Oh

Nov Amenomori, Shiho Asakawa, Kazuo Fukunaga,

Toshiyuki Fujimoto, Oko Goto, Nobuko Hiroi, Toshie Hoshino,
Alihiko Inoue, Tto Tari, Rebecca Jennison, Nubuyuki Kakigi,

Yuki Kondo, Hiromi Kurosawa, Lee Chonghwa, Nicholas Marshall,
Mayuko Matsuo, Megumi Matsuo, Kaoru Matsuda,

Michiyo Miyake, Miho Miyashita, Miho Nakanishi, Nao Nakano,
Masahide Nobusue, Hironori Onuki, Ritsuko Takahashi,

Koji Takeguchi, Yumiko Tatematsu, Sachiko Uchiyama,

Tatsuhiko Yamaguchi, Tadasu Yamamoto

Breaker Project

[Exhibition]

Title: Haji Oh Memories in weaving

Dates: October 12, 2019 — December 15, 2019
Organized by: Kurumaya Museum of Art, Oyama City
Venue: Kurumaya Museum of Art, Oyama City

Under the auspices of: Asahi Shimbun Utsunomiya Bureau,
EM. Oyama Broadcasting Co.,Ltd.,

EM. Tochigi Broadcasting Co.,Ltd.,

The Sankei Shimbun Utsunomiya Bureau,

The Shimotsuke Shimbun, TV Oyama Co.,Ltd.,

Tokyo Shimbun Utsunomiya Bureau, Tochigi Television,
CRT (Company Radio Tochigi),

The Mainichi Newspapers Utsunomiya Branch Office,

The Yomiuri Shimbun Utsunomiya Bureau

Curator: Hanae Nakao
(curator at Kurumaya Museum of Art, Oyama City)

Installer: Tatsuhiko Yamaguchi, Masahide Nobusue (TRNK)

[Cataloguc]

Edited: Hanae Nakao
Texts: Haji Oh, Nubuyuki Kakigi, Hanae Nakao

Design: Toshiyuki Fujimoto (LIVE ART BOOKS)

Photo: Kazuo Fukunaga (pp.1, 36-37), Tadasu Yamamoto (pp.2-3,
6-9, 22-23, 27), Seiji Tominaga (pp.10, 14-15), Riichi Yamaguchi
(p.13), Miho Fujiba (pp.16), Keizo Kioku (pp.24, 38-40), Norihiro
Ueno (p.25), Kazuma Makino (pp.21, 30-31, 45), Sciichi Onishi
(pp.32-33), Toshie Kusamoto (pp.46-47)

Photo courtesy: 21st Century Museum of Contemporary Art,
Kanazawa, Aomori Contemporary Art Center, Aomori Public
University, The Ueno Royal Museum, MATSUO MEGUMI +
VOICE GALLERY pfs/w, Hiroshima City Contemporary Art
Museum, Breaker Project

‘Translation: Michiyo Miyake (pp.12, 20-21, 28-29, 35, 4344, 48-
49, 53, 56-57, 62-65, 68-69), Rebecca Jennison (p.9)

Print: LIVE ART BOOKS

Published: Kurumaya Museum of Art, Oyama City

3-10-34 Otome, Oyama City, Tochigi, 329-0214, Japan

Tel. +81-285-41-0968

©2019 Kurumaya Museum of Art, Oyama City



	バインダー4.pdf
	バインダー3.pdf
	バインダー1.pdf
	ohhaji_01_25_0903.pdf
	ohhaji_04_05_0912.pdf

	ohhaji_0906.pdf

	ohhaji_26_49_0903.pdf

	ohhaji_50_72_0903.pdf

