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On grand-mother island project

The imaginary isle, grand-mother island, is a space where individuals draw on their own memories to
envision personal histories / narratives linked by sea routes. It is a realm for intimate recollection,
conceived as a fictive community in which individual memories intertwine like the lines of a nautical

chart connecting islands.

Creating works drawing on grandmothers’ memories—what I call ‘silent memories'—has compelled me
to confront personal histories/narratives that have been left out of dominant historical accounts. In this

process, I encountered stories that proved difficult to articulate within the framework of the nation-state.

Benedict Anderson, a leading scholar of nationalism, defined the nation as ‘an imagined community.’
If sharing a nation’s history fosters unity among its people, then sharing histories that are difficult to

narrate within that framework may instead lead to the formation of a new community that transcends it.

Imagine the past not as the grand narrative of ‘the history of the nation-state,” but as an organic unfolding
that begins with individual stories. The present is inseparable from the past, and the way we imagine the

past shapes the future.

Through this process, the presence of the grandmother becomes an anchor. Imagining the past through
our grandmothers encourages a more intimate engagement with the past. Grand-mother island project
traces the paths of those who travelled across the Pacific, aiming to imagine and reframe the personal

narratives / histories woven into the fabric of history, originating from the grandmothers” generation.

OH Haji
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Installation view at Kurumaya Museum of Art, Oyama City
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Shifting Feet: Oh Haji’s Antipodean Turn to the Transpacific

SHIM Soo-Min (Lecturer at the University of New South Wales)

Being antipodean literally means having the feet elsewhere;
coming from the other side of the earth, being elsewhere,
outside the centres, displaced, implicitly disadvantaged.
This is the metropolitan view of the Antipodes, historically.
The antipodean view is that we are the centres, that they are
our Antipodes, logically. Politically, the Antipodes have
been seen as places too distant, inferior, too far away,
culturally, as derivative of the centres, or else, by local
inversion, as their superior.

- Peter Beilharz, Thinking the Antipodes: Australian Essays

The term ‘antipodeanism’ was coined by the art historian Bernard
Smith in 1959 to signify Australia’s geographic specificity of being
‘Antipodean’, diametrically opposite to Europe. Responding to his
context of postwar internationalism and the dominance of Euro-
American modernist art in the global art circuit, Smith suggested
the term to define and legitimate Australia’s local modernism.!
Since Smith coined the term, Australian art historians have
continued to question Australia’s vexed cultural identity in pursuit
of cultural autonomy and an Antipodean identity. One such
scholar is Peter Beilharz, who wrote about Australia’s status of
‘antipodean’ in 1997. Beilharz’s account pointed to numerous
contradictions: Australia as a colony of the British Empire
continues to have ties to its coloniser, and yet, is found
geographically opposite to them.?

Antipodeanism has now expanded to take into account
multiple registers of meaning. For art historian Ian McLean
antipodality is characterised by a “constitutional rootlessness and
mobility, an ‘in-betweenness’ derived from its oceanic origins.?
Writing on Australia’s cultural and geo-political position in the
Asia-Pacific region, McLean theorised Australia’s unique position

as country, island, continent. McLean notes:

The ‘South Seas’, the ‘pacific’, ‘Oceania’ all European names
for a place which is just not elsewhere, but opposite to
Europe in all respects. Sustained by antipodal metaphors,
they stage a vast space in redemptive terms — be they

utopian or dystopian, paradise or paradise lost.*

McLean had noted that the term ‘Oceania’ was first
popularised by Danish geographer Conrad Malte-Brun in 1812 to
define Australia and the Pacific Islands as a distinct geographic
entity. For McLean Oceania then came to represent “the antipodes
of European certitude and reason, a space where all that is solid
melts into air, a limitless threshold that always beckons but is
never crossed.”

Art theorist Nikos Papastergiadis has similarly theorised the act
of “moving South” in antipodean terms.® Papastergiadis notes the
work of Peter Beilharz, in particular, who had stressed that culture
is never bound to any fixed notion of geography, understanding
the term Antipodes to connote that cultural innovation arises
from relationships that people form between places. For
Papastergiadis, the Antipodes and the South “verges from its
intended axis, invents new relations, and sweeps up the missing.””

Oh Haji first moved South to Australia from Japan in 2014.
Over a decade of living and learning on Indigenous Dharawal
country has seen Oh’s practice evolve to look more broadly at
antipodal connections along a longitudinal axis, reflecting this act
of “moving South.” Oh has since become a significant voice in
Australian art history, as her works critically interrogate the
contradictions of Australia’s identity: as oceanic, as antipodean, as
settler-colonial. In particular Oh’s grand-mother island project
engages with the complexity of the multiple registers through
which Australia operates: as an island, as a nation, as a continent.
This essay considers the first work of Oh’s series, Nautical Map
(2017, p. 17 of this book) which highlights her early investigations
into the transpacific. Nautical Map visualises Oceania, not bound
by the Euro-American imaginary of stasis or fantasy, but one
grounded in Indigenous epistemology, dynamism, and
connection.

In Nautical Map, three horizontal textile panels are suspended
in space and woven into each is an image of an island. Oh has
woven three different islands: Firstly, Jeju Island, which lies 90
kilometres off the southern coast of the Korean peninsula and
forms a province of South Korea. Secondly, Mount Keira in the
Illawarra region of Wollongong on the east coast of Australia
where she is currently based, and finally, Waiben or Thursday
Island in the Torres Strait in Far North Queensland. Oh’s choice
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to bring these three islands into conversation with one another
emphasises the distinct local histories and stories that reside there
often eclipsed by the dominant and normative narratives of
nationhood.

For many, Mount Keira is simply a popular tourist destination
in Wollongong, but for First Nations communities, the Wadi
Wadi people of the Dharawal nation, it is a site of cultural
significance.® According to Wadi Wadi women, Mount Keira (or
‘Geera’ in Dharawal), is a women’s mountain. As told by Aunty
Lorraine Brown, Geera’s father, Oola Boola Woo (the West Wind)
lived with his six daughters when he threw five of his daughters
into the sea, where they turned into five islands.” Geera, the
remaining daughter waited for her five sisters where she turned to
stone and became the top of the mountain, now known as Mount
Keira. Geera is a key part of the local Dreaming, the foundational,
non-linear worldview of the Indigenous people from Australia. As
art historian Stephen Gilchrist explains, the Dreaming is an
“archive of narratives that tells how Ancestral Beings created the
world” and structures how Indigenous people understand and
interact with the past, present, and future.”” Oh’s woven textile of
Mount Keira highlights her investigation into myth making and
meaning making.

Jeju Island similarly has a women’s folk story, that of
grandmother Seoulmundae, a giant goddess who created the
island and its volcanic cones when transporting mud using her
skirt."! The indigenous people of Jeju believe grandmother
Seoulmundae not only created the geographical features of Jeju
Island but is the creator of the Earth and the supreme God,
reflected in their matriarchal family structure.'? By foregrounding
Jeju Island, Oh’s Nautical Map intervenes in Korea’s nationalist
narratives of history which have mainly been focused on the
peninsula’s mainland, while its islands have historically been seen
as distant and remote.

Oh recognises the colonial histories in both South Korea and
Australia and reinstates their origin stories. In this way, it is
possible to argue that Oh demonstrates a ‘transcolonial” position
that Lionnet and Shih describe as denoting: “the shared, though
differentiated, experience of colonialism and neocolonialism (by
the same coloniser or by different colonisers).””® In the Australian
context in particular, the act of shedding light on Indigenous
histories is particularly pertinent, where the myth of terra nullius
(land deemed uninhabited or unoccupied) that legally justified
British colonisation of Australia is predicated on the active erasure
of Indigenous culture."

By foregrounding these geological sites, and the ‘stories’ that
animate them, Oh recognises that mythology is not rarefied in the
past, but consists of ongoing practices for Indigenous
communities. Here I return to the Yamatji scholar, Stephen

Gilchrist and his concept of the ‘everywhen’ in which the

Dreaming is not calcified in the past, but active and alive in the
present, gesturing towards the future.”” The Dreaming of Geera
continues to be passed on orally amongst Wadi Wadi generations.
Meanwhile on Jeju Island, shamanistic rituals continue to pray to
Grandmother Seolmundae, such as the shamanic rite of the
Yeongdueng gut, held in the second month of the lunar calendar.
In her installation Oh brings together predominantly women’s
oral stories, that have been dismissed in androcentric narratives as
merely mythology. Instead, Oh privileges these women’s stories as
Sophia Jea Oh has postulated that mythology might be read as a

feminist intervention into history, a ‘her-story’, writing that:

[H]uman history was mostly written by patriarchal male
victors ... if history is indeed “his-story” (not “her-story”)
written and manipulated by males, then is mythology a
realm of female? Myths tell the origin of the cosmos, stories
of gods and ancient heroes, the mysterious relationship

between humans and gods, etc.!®

Oh brings Jeju Island into a conversation with Mount Keira
and the erased women’s oral histories of both sites, embodied by
her use of the hogushi-gasuri technique.”” Oh observes the act of
“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.”'® Oh’s weaving technique (which
involves a process of unravelling) is mimetic of the dynamism of
Indigenous culture, against the fiction of the nation in which
coherence and unity erase complexity and connection.

This examination is best encapsulated by Oh’s decision to
include Waiben, an island in the Torres Strait, traditionally owned
by the Kaurareg People (Waiben’s colonial name is Thursday
Island). Waiben became a major historical site of Australian and
Asian trade and connection when a lucrative pearling industry was
founded on the island in 1880s, attracting workers from Japan.
Waiben was the centre of marine industries in Queensland,
especially the pearling industry that was exempt from the
restrictive acts of parliament introduced to limit non-British
migration to Australia. One such act was the Immigration
Restriction Act that was enacted in 1901 and represented the
official establishment of the White Australia Policy, a set of
discriminatory laws designed to limit non-white migration and in
place until 1973. The Asian migrant community on Waiben
played a role in shaping Torres Strait culture and history,
especially as Asian migrants interacted with the Kaurareg People.

Their history and affinities challenge the predominant Western
bias of Australian history as a derivative British colony."” The
Asian-Australian history of Waiben has been noted by historians
Anna Shnukal and Guy Ramsay:
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Newcomers found Thursday Island ‘to be more like an Asian
than an Australian town’. It was the first ‘Asian’ port

encountered by outbound passengers from eastern Australia,
the last by inbound passengers ... [seen as a] ‘gateway to the

East), possibly to become ‘a second Hong Kong.*

It is also worth highlighting that post-war indentured labourers
from US-administered Okinawa constituted a distinctive Asian
community on Waiben from 1958 to 1962, when the peatling
industry officially ended.?’ Okinawa, one of the Ryukyu islands,
which had been an independent trading kingdom since 1429, was
annexed by the Japanese Empire in 1879 and was seen as subject
to a form of internal colonialism; the people of Ryukyu were
categorised by anthropologists as an ethnolinguistic minority with
a separate ethnic identity. The Ryukyu Islands were occupied by
the US during World War IT until they reverted to Japan in 1972.
The presence of Okinawan divers and workers in the Torres Strait
Islands in Australia highlights the complexity of multiple human
connections that existed in historical communities. The case study
of these communities presents a granular insight into the dense
and sophisticated networks of solidarity that have existed via
island-to-island axes, but have often been omitted from grander
‘landed’ conceptions of history.

Oh’s artistic interventions dissolve and reconfigure these
‘imagined communities’ of nationhood by reflecting the sentiment
that “the nation is essentially constituted from a range of peoples
like gradated patterns in kasuri fabric.”** Oh envisions historical
relations transpacifically, connecting minoritised communities,
thereby offering new perspectives of the region. By doing so, Oh is
no longer bound by the ‘centre—periphery’ framework, going
beyond the binary of ‘here’ and ‘there’ through the activation of a
transnational imaginary. This is an Antipodean perspective
reflected throughout Oh’s entire practice as she uses the motif of
the ocean and depictions of water not only as a metaphor for
migration (representing the physical and geographic crossings of
‘seas’ by migrants) but as an epistemological exercise ‘in practice
... a threshold between landfalls’, a liminal space where new
worlds and communities are built.?

Oh’s Nautical Map investigates local histories of migration
surrounding Jeju Island, Waiben, and Wollongong. Oh looks
laterally at these countries that are bound in legacies of colonial
projects, thereby exposing the existence of multiple histories in a
single location. Oh thinks through the Antipodean, the Oceanic
and the transnational, effectively bringing minor cultural
formations into generative dialogue. Like the boundaries of her
textiles, these relationships are porous, shifting, and unfinished—

as vigorous as ocean currents, as vast as the ocean depths.
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Installation view at Contemporary Art Gallery, Art Tower Mito
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Workshop ‘Reading Sessions’

In 2019, as part of the residency program of ‘Publicness of the Art Center — Phasel, at
Contemporary Art Center, Art Tower Mito, I held reading sessions of the Japanese International
Marriage Fellowship Club Newsletter. Published between 1989 to 2005 across 56 volumes, the
newsletter served as a community tool for Japanese war brides. Its ‘Letters’ section offered a space
where members could share their everyday lives and experiences as war brides.

During the workshops, participants read aloud excerpts from the ‘Letters’ section, and
then shared their thoughts and reflections on passages that had left a strong impression. They
subsequently read aloud again the phrases that resonated with them, which I recorded. These
recordings are used as part of the installation for Chapter 3, A House of Memory Traces.
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Text:

Nikkei Kokusai Kekkon Shinbokukai Nyiisu Retd (Japanese
International Marriage Fellowship Club Newsletter), vol. 4-56,
1990-2005, National Library of Australia.

Date, Location and Number of Participants:

April 10, 16, 17, 20, 21, May 1 at Art Tower Mito: 23 participants
April 17 at Ms. T’s home: 5 participants

April 19 at Ibaraki Korean School Mothers’ Association: 3 participants
April 24 at Ibaraki University: 6 participants

May 1 at Sansuien Day Service: 4 participants

May 6 at Tokiwa University: 4 participants

Event Coordination:

GOTO Oko (Contemporary Art Center, Art Tower Mito)

Participants (in no particular order):

SATO Maiko | KOTAKEMORI Yuka | SAWADA Noriko |
MIYATA Sachie | OSONE Runa | KOIZUMI Eri |
ISHIKAWA Mikiko | SASAKI Miwa | YAMAGUCHI Iwona |
HONMA Miki | TAKAI Eika | KOZAKI Yuko | LI Pei Shen |
AN Jiryeong | JEONG Mikang | CHO Sunhwa | WANG Ying |
FUKUSHI Chicko | HAGA Arisa | KISHIMOTO Tsutae |
JIANG Yue | HAYASHI Kyoko | SONG Jinhwa | IWATA Misako |
YAMAZAKI Yoshiko | OTABE Junko | NONAKA Chiceko |
OKI Kaho | YAMAMOTO Hisako | GAO Jianhua |
KAWANOBE Sachiko | MATSUZAKI Rie | OSANAI Akiko |
ISHIZAKI Toshiko | FUJITA Haruna | KATOGI Tomiko |
AKIHO Takako | HITOMI Yoshiko | OKUMURA Maika
OUCHTI Akiko | SASAKI Shiho | LI Jiyu | KOMINE Hanako |
KAWAKAMI Sachiyo | TACHIKI Yumiko
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Fig. 1 Three Generations of Time, 2004.
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Fig. 2 (#i#E) 20054
Fig. 2 Sangé (Scattered Flowers), 2005.

BU &b olRE B oM. iR

(ZooBRE) cabohs X oic, MERICE T 2L, BBEFICORN5BE2IHER L,
BB 270D 0EELZZEL LTRShTw2, —HTIOMBOGFEER. ERBEL 2845
TR2RDOEORE L TRITRZ, KWW RER» 5FZNEL T2, 1lE—20Mmb 21FHED
KL LTI DI LES T 5,

200142 5 2006 4R 122 T, BB O RGEREX £ F —7 L 32 —dofER2HiEL Tw
3, SRS RBMRPHEROBEHFL2BEADELY, MEORBREDRIE2REMESELDI TS C
LTHERshTw2, 2oHEBFEICOLTRE., BARS G TERZEH T 2 BRICRHR L
TEHAEORELICHT 2BOMOBS 2B T T w27 95 TWIESLEHtEed 6 by
T’ L2 2 REARSE, fhicktto znid. RIGOMEE LEY 2B+ 2 LRI,
N2 A HEREE MG L, Bicilishs, SoLdogk»zoRE LIk b, HEEE
BEABLBAEME 2AD ST E 72 L 3BBIHEC 2w, 20004E B BE S e h b
T, BYEAbSh TS LBUAE25 2T L0106, 205H»r bFNIEANOERZD
FBEIERILS T2,

IS DfERICH T V=Y OEEMER. BIECAMOMASDbREDIE», 2 0HOEOIEM
RHS Y B AL 0 RE O BAR TS L 713 ¢ USF (o) o BIE TR S LT % . ()
(2005, Fig. 2) Cl&. FIR LR LM 2 flad b e fED ko, fEBE LEE RS 2 0 £
N F TR TGRS, 1 C LB > THRCEP T ED-> T2, ¢ LEFEo TRICX v B
ATERERE L SCF ORI, BIRS, BROWS ¥, EULomRE kb, MiElk s nickila
LA—MEIC BRI 23T 0 B, 1E0 LeBARECRoREER, hiky V7 2 AT IR WG TR
FEL, vz ua—F2EBLTT YT ICIAN 5T, HIZ20094E1C, HF XD 7 X A % 4 vIidbfE
PHLCZD ) —F 2ITo T 5, COFHELRET, HoBIKERR, MR ZILEDS Y 2K
WL, 4 A=Y DL EEFEEOMMcr CTHEL R 2 ERSHEL ko T T,



Fig.3 (tioF~ (AH—1) @& hicd D) 20064F Fig. 4 (TEBE) 2007 4%

Fig. 3 Inside Her Skirt, 2006.

Fig. 4 Flower Spot, 2007.

—J7 2006 4E %> 5 2008 4E A2 22 CHIME S It i) U RIERESLHEM 2o 7B T, HE PR
FEORDYICA =T Y Y=L o T WEIBOBCHEM DN T3, (ikoF~ (Ar—
F) cil & hicd o) (2006, Fig. 3). (RIEDIFIE) (2008), (fEBE) (2007 Fig. 4) Tk, Zh b
FWAEED X ) ITHVLRTWE, HBOEX RS 2L >0THEMID T F 2 P TE Rk
Sha2Ll3dar ERPELTOLI DR, REDHEPEE, KEOEETH 5,

B RERIEDHRE~ DT &3, HRED R 2 G IBERR T 28R 230 U T, im0 2k
Breficovicd 2b 6 FHE ISR S . WL S e DR E ANk & L T oo &
FOLP IV ThbbEA N AT —0fiEPHEIRAL LTHRAOLS Y,
BIKtoTOZRBHAPFES kot DIVEFES LI 2B o2rkrotk TEBRoR
B Ths, BEeNEHEDICLALVBRLELDT 2 k. B % 3. A5 4 S 2 RE
Licd s, EET2 2L 2ikaTwa% 2hBF~ICNET 2 RPN e HATEE LTE
ENd, FOWMRAEMENY., Z20—WBECESNTRIZRED, WEh, MiEhs, z2hid
MMesnte MERoFE o TR cfih, 223 ¢ L., MSiiseEs oL LE
hohTwb,

TR 2 HLRE TR BT

CIRD 6 O TH &) (2009, Fig. 5) Tl #® Tl THRE »8H4 5, MxaT. 20k
DB O 2 BHS T 3 B L 70 5 FHEL . RO L 0 M0 THA S h. RS2 HE
KEIhTW» 3,

HRIER R ICE N & L TEEShcHR A F X NoETE 2, HR=MHokMofisT

fivteyadq - a7 v/ TRbHE] R Obasan, 1981) 2T F—7 & L1c 2 OVER TR,

FAROHEPHAERICC AW TRFRERO BRI HIShTws, 35, 41 v AXVv—
Va v RT AEME LT, AEHELERY ITAALDOTLFHOEM»ES Yo — v —Fn
FAwohTed’, ik h dWBEE R OEMIZ, 2. M, A BT, BoT

Fig. 5 (k& D THAH) 20094E
Fig. 5 The Letters from Sister, 2009.

Lo leT FAXANVOFFELHIRD ORI Z HENICFE» T EB 68, 2 2EIBICEEN» D
A LIRMIETVS, it (b2 D b)) (2010, Fig. 6) TlX. o UFH (Hi) »
SESTEFRIRPER2H ML LMIc > TS, 20EHEPLLEDOBMEDSIE ¢S
N, MEnieya—1t LTHONIEE2 R oTcA TV 2 P LESIRRS NI,

BRAMI IS T W e 30T IR, BB CHEMZ R 2 3 >— T, AD (2 2T/hgio) X
MThaId., BAFICL>TREMSH 2, WRtRRofRICE b, HEAMEZ2EEL. KA
LTI Em, LEICH B 2FHPRBIPFR L Lo &G, Lo TREBRL S &b
HE2HMRENTH Y, FE LEATOHMZESY. B¥25HcbFriailiett, o
SO R & 7ok, MERPIERE L e P2 EEE T T 26 [BIEIC & 2 Wit 2 8HE
BT~ T b b EL I L WS O EERICIRETREEIN L RO MEC D B,

B3 oMo IEk%, R 2T DI, WIRER KRN, RRoBM &Y 2175 7,
ZUMIMF2RBLEDORZDINIFRE O BFELAM L2 Ia=r—va vy, BIE
L OAANNZBELEE oA IS 2B, 2 0BoflfE~ 2B Tw L, Bk S
BAERTIEICBME 2V, 77— ey b THB LB LT LIAE LY, BiRe
&Moot 327 —2vay Peikciiv, oo 2EREEICS T2 V9 —F L LT
BTV 25 LIGBRETHEL NHE ) BMEMCEBEHC RS L3 ko, SH
TS ha it % TR O B —grand-mother island—] & LT b EiF, AAD S 300k
WEZ D, 2RO PRIET R LRI LS 2 ESVEH S b,

lgrand-mother island project] #3 7 (WA DTEIC L WY 5l d D) (2019, AFAH) T,
WY —27 ¥ ay ZICBIM L Ichk A RN, TR, v—2 2RO 45402 o = BRI
LNTWw3, & THHSNIOEMEPBAELICEP DDA —2 5V 7 o EN XEEHCH
Lot THREBEESHRER =2 -2 Vv 2 —1"Ths, F—A M5V 7 2HU0AEEEOH R
Rtttz iz bk, oMt @ELltalar—vareRoTuwit vy, WiEshi B
bl a—F—o [T & REFELHE~ORHZHHELE L6 3N ZNEZEATH D,
FUBHBIcH 2 BT 6N BES L RNORBHSZHT 2. HFEOES L2 6T LR
CEENP OS> TV 5,

Fig. 6 {H 2 & o»372 ) 20104F
Fig. 6 Another Story, 2010.



LA TREBMMADWREZ I BN Z2HIME L T e, BTO ) F—F0UFEHE~D4 v &
Ca—WBhATHYTHI, MEOMANGBRBRLHERT 2 L. 2 L T2 0RECRER21EM
CEoTRATZ LIS L TEBERBE? LT, 20RHICHTVTRE, FFEonidr -
L eRE T2 LOWIES L, 2heHEMELTELT 2 LOFPFLHE A TS ER
LW,

L 2 AW, Tgrand-mother island project] #55% (HEZc i) (2025, AESIEH) ISH T, S3H)
HDTHMY F—F LBURE~DA Y 22 —%fT0, 2helFRICKBSER", 225 22T
oA FREBEENHIR SN2 0 Tz (L, EMEOBRT, SER (13 5 6 HiERE O
). 8 O ISEMNEE () ~b. BASHREOT 25 b 7S BIR LB S . S
P AAREE LEMGECHIRES h, W LBEMD 74 —vFrva—F 1 v 7L L icfbRrani,

25 LTMADREEEE oMo Sk ZIEI@EE LB o FHESRTH L L ic, oM
AP LB LTDEEPH>T L, O HOMRIHANORER 2 LEEDE K2 & > THEIC KR
FHILTHY, Wil AP EE LTHOMAONICTHESE 2 BB T H 5,

7). Sk, HX

2013 4R IC R X EHRT AR O RIRER o FiA 238 L7fR T8 A L. TcAtcA bl (BEHRAVKRY
EBREN & > 2 —HH) PR L 7c. S ORE SBIBIIC/ES hicltiR L. HFIHETHBHMNL
Tele® IORBEFICHA Y, ZRE2LMINCERL T2 Y, REFICE, PR (1869 41k
NSO MBED, ISHORFCH SOz A, L, #D BT c8EL, BAD
EEE L THZ LR (HEo & B ki o &M cBam L &3 Icii) Tha Z ENiLs
NTote, BEIERIFIRVZoEERZ, L L 2oL o i FENIC I VI -
Tl COREBERTAVPEHLLOR. BRIZOEIEORLSPMTLoTASTREL. Hl

LiECRE LicabohafiAoTo, HAPHATERNSRIC LRTHEDPRCOELR D,

SHICREREORCEH X o il s ¥ 2B L o te, RIRICK & N7 8o 578 o IR T
bHotze NEHEN LS EOLKEIES T2 NL0ETH Y., EEEIC 2oL rE%E
B, CORERICHCT, () I oEC LHomgr o h s oREL L ICER
Iz,

ECLHfE, TR 0T ARA—YDORLIDAR LT, —JEER LA AL, F O
ARBTECHITRD FLEERCHPCTEERERZL D, BT ETHYAZTRTR AR
Mol MWEHR L. —BHOA A =YK h, BRI ZEATHT 24 2 -V DBIn5,
o EMR, M e olRE LTIA 2% 613, BRI D 2 vk o Bk e 4105
LY)b., COIELLLTOMIZECT L, AL s hiclifEZ2nl s ¥ o L CRERR o K
OlE e EE D L, 2L TeND 2HMAKEIEIC L > TR 22 L3, KsRPiEL
LTOERICHT 2HPIL LToANVEF T 4 THRIFEHOMEPRMT 2, Bsh, Ebh, &
L LTREN R 2o EERROFE] cih, Z2hZ2TETDICHEL SN DX, HBES
NTEIRBERRZ2OEEREI LT DD, HoEHOEEIL, 20DOANVEFT 4 Tk
SHEOBMRLBAD LI TED, 2 LTI TEERBRHZELTON, 73224 VR
LA IERIEAMET 28Ik TH 5,

FHRARA NV, FHE, BHIBPPEEMEZACTOE X HICAZE0, RofEiid, MEL
LTOMENDHD, 2NV a— MEEMOBRSICE X 55, TEMICHIE L RO Sk E
PR BEbhTW2 L 3BITH A 9. lgrand-mother island project] 17 (¥EX) (2017, &

HI7E) RHE2T (O Q017 FE3BZE) 0 &S, FRAY 0L RIEL S h 3 B B
ErRws LAY, BoEMEMES. 2295, BT BRLVOIRTLAVWITAORET
Elsnhtws, 2nBENOWREZ MR E L CHONTRE2 X 5. FREA»HEH O
%58 L TR ORI 2 & O IS D iA A, 1RSSBS & - THIIR T 2B T3 & %,
heB U CRf LM e e, BT L, 2hE&HIcED 2 BT O J7 8 F 23 1ERk L
LB S,. v — v VEBO AT 4 v 2 Fx— P PRS2, BB 2L T2 (grand-
mother island project] Tk, KB LIELEEL T2, BAo4 A —Yoflick s shi
G oG, fTE 2o M2 R L, H4R (R b o) (2022, AHH) T, &
WAV T 4y 7 F v — b OIEMENRHIK O 4 2 =0, WENAERL Zh P RoEEE0 L
WicBg s s, EHBEEOENZE L 226, KEPIIEo SRS L LTI b 1
Sha, tEmE 22Xz 2HEHROBIRIE, HRHEEL 2 hITKiFe S 2 2R WIEEL 0 M
R, HIVCERTO R0 & 5 BIRMEZIER L T2,

fE W

eSSBS+ 2 TRLRE) 3. 20004FAFNEHO I & LT OMB» 6 b, Wikoho H%R7N
FEN, WAL L ARk AER e b, 2 LCHEE 2 B8 L e 62X 2 5 oo 1ol
T fciteb L, BHFONESLELEMLEER VLN 20 R PEZ TS, £ LTEDH
FE. o /NS BWEESMAANLETES TV 2, S0ED /NS RWEEREEO NI EiED

LR, 2o NGBS 2 LR BN 2 &, AN LE LTHRRT S C
Leilad, 2LT2RETFREN LIaIa=r—vavoddic, MURREILET 2, 3
LNBZLDBVEHEICZSLHFIRI SISO 2RHLEDE TV 2,

—HT RO GHicTd, IR TIFET S, b5 (=20l ITR->T&
X9, CoERE. MADTAF V5474 REBRLBIETEOCTLRIIEbSF, 4
A=Y L L TR THILT. AR shs o LTEALSh T2, oL 2
Holt=20MRELET 27/ =~ ALLMED, FHLERIFE TR ETHFEL, W
CEEITERT 2, 203, bhrdBEhoe 7r=—dbb e, 7 =< ALhFE R
V73 =—L L TEEESRIILTEINDEITHS, BMBOAHFRFRATD H. For LM
DIHE LR DT, HEAERMIC T, JeflBik ol Lo B 2GR ISR L. 2 o MRS 2 Sk
AN EECL, MosefvER2 LT MMRoRE #2 dukol 2LT bk
Licbo) fdfEE LTHEBT 282505 EFE 9 L45, 2RERERT 2 Larkro idfEr it
A3 2B ORZIIRS 2 ATE H B,

NG HEEYD, —0o0 [FH] b EFEHoE+s2 L, 2REEMNLEEED. KX
b, HimS 2 CoRM 3 B 2B R %, Bftthofianr obky, BEMELTORIF. ¥
ERFiEH T L LU TV S, BREFoERE. —H L TAHIP I 2EmiZii s LTl s
Twa%, BAzdiic AT & T30 2O R TEESEREZE SR TH D, 2R
[FEFAME] Th 2, ERBZ20RM BB OB, 2hBfELIL A RLE, LSS
TWw3,

57



10

HEAGE O AR 2 FRE P HZE O UL T 6 2 i QLBORYY = v X — 7 4 — 5 £ 2013 42 A
A [ LTl pChLEUIRE— 2% Eicsins 2L BEiicshs 2 L
------ MR A DR (> <) OB~ TNLEKREY = v X —7 4 — 7 24EMI 1550, 2014483 11,
5-37 ).,

OH Haji, “What does the ethnic costume represent?”, YCAR visiting scholar with discussant Ted Boossen, York
Centre for Asian Research, York University, May 1st, 2011.

HEROFE—b 7+ 95X b (20094F),

VRy - Ve Ay TRER GF - »~F) LB (74 - v=) offfhiicesirs TRA P XTI —]),

INFALTR, ZEffiE DRG0 797 - Bih - 7— b oRK~L HIEEIE, 20094, 211-235H,

TRADFE S e b o feiclE TIEBR ol 25 b L0 EEY X5tk Did. 2001 4E IS HEEDTE
Bolel EBES>NITH B (BEM TFEF—M]. TEEE T w3 M dzE
EfiEE ( &xw 7). 20194, 11H.,)

BER TIER—ME), TRER Tk (3. pwafed 70, IMUTILHEESEMNE (0 2w 7). 20194F, 11

o

m

IR Tetoisip h 2D 28] BIRET 2 Y75 F Y 20 EUBFETHR- Y2 —bu—70
BIROBHE Y THM» R T 28 KL BES . ML OTORMZPELTVS] LML TWs (BE
e T##ticowt), TRER P 3. ke300 AMUmrsER AN (7 % w 7)), 20194,
26-27H).

BEE VY=Ll Tov—2osvay 7] TRER Fioi . Shda 300 AL E R £ e
(M & v 27), 20194F, 46-47H,

1989 4> & 2005 4F  TH4T. No. 4 (19904E) 7 5 No. 56 (20054F) ks hie (%] 2—F—0
—I AR S v,

VEROFBE L B 2HA~D Y Yy —F 2RO L &, 4 Y X2 — 2T 2 EHHNTR AL o7, 8D
W) BREFICHELHC CLicE o7

TCAAY = 7% 4 b, HWANEE S (heeps://www.tokyocontemporaryartaward.jp/column/oh_column.heml,
20264F3 F 20 HIRA& M%)

TR X HERNEERE T8l A L. AT A L), BHRANKPEEZEMN v 2 —FHHk (B xv ),
2013 4,

S v —2 v 2 v 7 [Tgrand-mother island project) #E > 7 —flfEo X 23 ¢ ) (202642 H21H)
EHCT, AT 49 2F¥— PO THRLTVS,

Textiles, Grandmother, Letters, the Body

On the Work of OH Haji

KONDO Yuki (Program Director, Tokyo Arts and Space)

At the center of Oh’s work stands the figure of the “grandmother,” both as a familial presence and as a
symbolic one.

In Three Generations of Time (2004, Fig. 1, p. 52), the images of the artist, dressed in hanbok
(traditional Korean clothing) of varying colors and moving along a path, are repeatedly imprinted onto a
ten-meter length of sambe." This hemp cloth was left behind by Oh’s grandmother, who had prepared it
for her own funeral. The garments worn by the artist in this work consist of her grandmother’s white
chima (skirt) and jeogori (top), her mother’s red chima and jeogori, and her own pink chima and a pale
yellow jeogori. Here, the title indicates the temporal span of three generations—grandmother, mother and
“I”—while the repetition of the same body and the stillness of photographic time gives the scene a
trans-temporal quality. The landscape presents a flat, straight path with water in the distance and
indistinct figures in motion, their faces difficult to discern. Rendered in washed-out tones, the landscape
appears drained of warmth and material density, and thus detached from reality. Even without knowledge
of the origins of sambe, it evokes associations with liminal spaces between life and death—places such as
sai no kawara (the riverbed of the dead) and otherworldly realms. This work juxtaposes the lived time of
three generations within a single spatio-temporal continuum, articulating individual trajectories through

the artist’s own body. As such, it anticipates several defining characteristics of Oh’s later ocuvre.

The Grandmother as Point of Origin, Second Skin, Memory

As seen in Three Generations of Time, the grandmother in Oh’s early work emerges as a crucial catalyst
through which the artist processes and imagines a past connected to the self. At the same time, this figure
of the grandmother recurs not merely as a vessel for reliving history, but as a singular symbol of living
existence that has fallen outside the framework of dominant historical narratives.

Between 2001 and 2006, Oh created a series of works inspired by fictional ethnic costumes. These
were made by piecing together second-hand kimono (traditional Japanese garment) and hanbok (traditional
Korean garment), or by combining design elements drawn from multiple ethnic costumes. When asked
about her motivation, Oh cited the discomfort she had experienced in Japanese society at the specific gaze
directed toward her when wearing hanbok.* Ethnic costumes, which she regards as a “‘second skin’ that
reveals interiority and corporeality,”® embody the history and pride of ethnic groups, while also conferring
a form of social belonging that transcends the individual, and at times particularly those worn by women,
exposes them as outsiders. It is not difficult to imagine that, through such gazes, Oh’s own body has been
burdened with blunt preconceptions and political connotations. In these early-2000s works, Oh embraces
the political weight she has been compelled to carry, while giving form to individual lives and expressions
that elude the frameworks of such discourse.

In these works, the multiplicity of roots is conveyed not only through the combination of designs and
fabrics but also through hogushi-gasuri (warp-printed ikat) technique which emerged from the mass

production processes of modernization and came to define Oh’s subsequent works. /n Sangé (Scattered



Flowers) (2005, Fig. 2, p. 53), floral motifs and song lyrics—originally Korean and transcribed
phonetically into Japanese katakana—emerge faintly across a garment composed of both 4imono and
hanbok fabrics, rendered through the hogushi-gasuri technique. The smudged patterns and outlines of the
characters, created through the distinctive processes of hogushi-gasuri, serve as metaphors for ambiguity,
fluid boundaries and non-duality, destabilizing fixed frameworks and notions of identity. The kasuri (ikat)
techniques that produce these blurred and softened effects developed across a wide region, including
Central Asia, and spread throughout Asia via the Silk Road. In 2009, Oh conducted research primarily at
the Textile Museum of Canada. Through this, kasuri came to be understood as embodying a historical
and spatial depth, becoming a foundational visual language for both image formation and the structural
logic of the work itself.

Meanwhile, in works made between 2006 and 2008, Oh continued to engage with ethnic costumes
and related materials; however, instead of vintage garments and traditional designs, she employed organza
and silk—materials of attenuated physical substance. In Iuside Her Skirt (20006, Fig. 3, p. 54), Being of
Emptiness (2008) and Flower Spot (2007, Fig. 4, p. 54), these fabrics are used almost as a kind of thin skin.
While accompanying texts occasionally refer to the historical period in which the grandmother lived and
to her lived experience, the works themselves evoke absent bodies, their traces and the lingering presence
of body heat.

Oh’s references to ethnic costumes and to her grandmother can be understood as an attempt, through
the imaginative re-enactment of her grandmother’s experiences, to approach the unconscious gestures and
traumatic memories of Zainichi Korean (Ethnic Koreans in Japan whose families came during Japan’s
colonial rule of Korea) women living in Japan—memories that, despite the artist’s lack of direct
experience, have been passed down and internalized.* For Oh, this engagement with the domain of

>: memories that her grandmother

post-memory simultaneously involves what she calls “silent memories”
did not speak of, or did not even think to articulate. Rather than exposing or interpreting them, Oh seeks
to transform them into works of art while maintaining their silence and the condition of not-knowing.®
This is rendered, for instance, through layered forms imbued with the air and light inherent in the chima
(traditional Korean skirt). The hem of the chima extends outward into space; one end unravels into
thread, is rewoven and retied. This process is overlaid with the idea that an externalized “silent memory”

may come into contact with another’s “silence,” gradually unravel it and open a point of connection.

‘The Universal Grandmother, Letters, Readings

In The Letters from Sister (2009, Fig. 5, p. 55), a “grandmother” figure beyond blood relations appears for
the first time. The work also marks the introduction of letters and jute rope—elements that would come
to characterize Oh Haji’s subsequent practice.

Inspired by the novel Obasan (1981) by Joy Kogawa, which depicts the lives of Japanese Canadians
persecuted as enemy aliens during the Second World War through the perspective of a third-generation
Japanese-Canadian woman, the work incorporates excerpts from a diary written in the form of letters
from the protagonist’s aunt to her sister in Japan. The installation is further composed using jute rope,
whose uneven twists retain visible traces of manual handiwork.” Possessing a stronger material presence
than fabric or thread, this medium vividly foregrounds the language of textiles and the traces of gesture—
such as weaving, knitting, tying, unravelling and hanging—inscribing them directly and expressively into
its form. In the subsequent Another Story (2010, Fig. 6, p. 55), the same letter (diary) was read aloud by 41
women from diverse generations and backgrounds. These recordings were presented alongside a book-like
object woven from jute and silk, its left half partially unraveled and then re-woven.

While the text written by the younger sister to her elder sister adopts an intimate, colloquial tone, its
status as someone else’s writing—in this case, a passage from a novel—introduces a certain distance for
the readers. Although the readings were performed in an understated manner, in accordance with Oh’s

instructions to avoid theatricality, the emotions embedded in the text—such as quiet anger and
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bewilderment—remain familiar affects that most readers are likely to have experienced in some form.
This shared emotional register brings the author and readers closer together, imbuing the spoken words
with a subtle warmth. The key difference between the two works lies in the shift from “the audience
reading letters transcribed by the artist” to “the audience listening to readings performed by workshop
participants.” That s, it resides in the active bodily engagement grounded in the individual act of reading
aloud and attentive listening.

Following the recording of these readings, Oh conducted interviews using the text as a point of
departure, asking participants about their sensations, emotions and experiences during the act of reading.
Her interest in communication mediated by letters—exchanged while imagining an intended recipient—
and in the sharing of personal thoughts and emotions with participants was subsequently carried forward
into her later practice. Since then, Oh has continuously organized workshops in which participants are
invited to take part in the creation of her works, engaging in dialogue and listening to others’ experiences
through collaborative art projects. These activities are positioned as research within her artistic practice.®
Although the narratives gathered through these processes were not directly incorporated into the works, a
world formed beyond language was conceived as an imaginary isle, “grand-mother island.” Within this
framework, the works were envisioned as temporal and spatial sites in which quiet personal accounts
might gather and resonate with one another.

In A House of Memory Traces (2019, p. 41 of this book), the third chapter of the grand-mother island
project, the voices of 45 women of diverse age, background and cultural origin who participated in reading
workshops are incorporated into the work. The text used was drawn from the Japanese International
Marriage Fellowship Club Newsletter®, which Oh encountered at the National Library of Australia shortly
after relocating to Australia. These newsletters are said to have served as a means of communication
among Japanese war brides living in various countries, including Australia. The letters featured in the
newsletter’s “Letters” section, selected for the readings, contain personal content despite being intended
for public circulation. Words arising from everyday life form its basis, interweaving an intimacy directed
toward others in similar circumstances with an objective awareness of their shared situation.

While Oh’s practice has drawn upon personal narratives, she has deliberately avoided conducting field
research or interviewing those directly involved. This reflects her cautious stance towards the potential
exploitation of others’ lived experiences, as well as towards speaking for those memories and experiences
through her work. In this regard, Oh may be understood as an artist who has persistently grappled with
both the difficulty of representing unspoken memories and the inherent contradictions involved in
rendering them into artistic form.

However, in A Narrated Journeyscape (2025, p. 81 of this book), the fifth chapter of the grand-mother
island project, Oh conducted field research and interviews for the first time, incorporating these materials
into the work.!* The collected testimonies were not presented in their original form; rather, they
underwent a layered process of translation and interpretation—from spoken Tsushima dialect into written
Korean, and subsequently into spoken Jeju dialect—undertaken in collaboration with poets and
researchers. The resulting texts were ultimately recited in both Japanese and the Jeju dialect, and presented
alongside field recordings from Tsushima and Jeju.

In this way, individual memories are re-enacted as they pass successively through a series of different
bodies, gradually distancing themselves from their original source. This process entails an intimate
retracing of personal experience through living bodies, while the act of reading aloud becomes a means of

reconstituting those memories—now rendered corporeal—within another individual.

Labor, Body, Maps
In 2013, Oh organized the solo exhibition “Gestures in Clothing” (Aomori Contemporary Art Centre,

Aomori Public College), based on her research into folk artefacts in the collection of Aomori City. During

this process, she encountered a Meiji-period (1868—1912) mosquito net with a written record composed
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by its donor, the maker’s grandchild, and presented these symbolically within the exhibition." The record
notes that the net had been made by the donor’s grandmother, born in 1869, who, at the age of 15,
planted and harvested hemp herself, wove the cloth, and brought it with her as part of her trousseau (the
accompanying metal fittings having been surrendered, along with other metals, during wartime
requisitioning). Though devoid of emotion or personal commentary, the memorandum nonetheless
allowed the presence of the grandmother to rise quietly from between its lines. What drew Oh’s attention
in this exhibition was not the rarity of design or the refinement of craftsmanship associated with
traditional craft, but rather the innumerable traces of labor inscribed in the garments themselves: the
marks of individual hands visible in misplaced stitches and added threads of differing color; the
accumulated layers of dye and stitching that testify to use across generations; and the fraying and abrasion
that recall the wearer’s body and habitual movements. These traces evoke memories of people through the
everyday presence of the body, inviting the viewer into an intimate imagining of their lives. Alongside
these artefacts, Sangé (Scattered Flowers) and a video documenting the hogushi-gasuri weaving were also
presented.

In Oh’s work, hogushi-gasuri carries significance not only in the visual fluctuation produced by the
slight misalignments in the weave, but also in the process by which a completed textile is dismantled and
rewoven. Through unravelling, elements previously embedded and unseen within the structure are
brought to the surface; the initial image is deconstructed, and a new image, imbued with ambiguity,
emerges. If the textile is understood as a metaphor for history, this process may be read as articulating the
relation between official history and unofficial or privately recorded histories. To unravel the textile of
official history, to distort the contours of established patterns by drawing out presences that had remained
invisible, and to give them form through simple, repetitive gestures—these acts symbolically construct
alternative histories as a resistance to History as grand narrative. To approach and transmit “silent
memories” that have been concealed, overwritten or never articulated in language requires, at the same
time, a questioning of historically-constructed narratives and their language. The development of Oh’s
practice may thus be understood as a search for an alternative language capable of this task. Central to
this is both the structure of the textile and the body that intervenes within the work.

Although her practice appears to employ “light” materials—textiles, sound and photography—Oh’s
works possess a pronounced material force. This derives not only from the durability of materials such as
jute, but also from the distinct inscription of the artist’s bodily traces within the work. As seen in Chapter
1, Nautical Map (2017, p. 17 of this book) and Chapter 2, Floating Forest (2017, p. 33 of this book), of the
grand-mother island project, her works—produced using a backstrap loom that corresponds to the width
of her own body—are formed through the endless repetition of acts such as weaving, dyeing, unravelling
and knotting. In a manner akin to tracing personal stories through reading them aloud, the artist
incorporates moments of silence into her own body through repetitive labor, translating them into the
language of the work.

To trace and render time and space through the body recalls corporeal cartographies produced by
premodern laborers in various regions, as well as the stick charts of the Marshall Islands.? In the grand-
mother island project, whose central focus is human migration, the motif of the map recurs throughout.
The fine threads stretched between the island images in Nawutical Map evoke intersecting maritime routes,
while in Chapter 4, Seabird Habitars (2022, p. 65 in this book), the immaterial imagery of an old Pacific
chart is projected both onto the material work and onto the viewer’s body. Suspended in space while
retaining traces of the body, the work functions as an external apparatus for presence and memory. The
relationship between the work and its supporting structure suggests both the relation between social

structures and those compelled to depend upon them, and a network of connections linked by fine lines.
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Conclusion

The “grandmother,” who appears in Oh’s work originates in the early 2000s as the artist’s own biological
grandmother, yet over time her figure has undergone a gradual transformation. Intersecting with Oh’s life
and the places she inhabits, it shifts from the Japanese Canadian woman in the novel, to Japanese war
brides who emigrated overseas, to ama divers who continued to labor across borders in order to sustain
their lives. On each occasion, their small stories are handed over to individuals. The stories Oh gathers do
not speak of specific persons; rather, without abstracting their lives or reducing their singularity, she
attempts to present them as anonymous individuals, each remaining irreducibly themselves. Like
communication through letters, this approach carries a certain quiet modesty, gently accompanying the
unspoken memories shared by those who have undergone similar experiences.

At the same time, “silent memories” exist for everyone, everywhere. Returning once more to 7hree
Generations of Time: although the work is deeply bound to personal identity and family history, its
imagery remains strikingly neutral, and its figures are rendered anonymous through repetition.
Anonymous women—embodying three generations shaped by modern and contemporary history—
proliferate across the hemp cloth, a fabric closely associated with death, traversing along the same path. It
is as if the work resists the monophonic narrative of history, secking instead to let anonymous voices
resonate as a polyphony. The countless dead are ourselves, and we are, in turn, among the countless dead.
In her work, Oh structurally articulates the relationship between history and the individual through
techniques of dyeing and weaving. This structure is then unraveled through the mediating presence of the
body, and by layering individual voices, she secks to open a space in which “silent memories” may be
imagined as both “your” and “our” memories. It is also an attempt to expand the framework of a
community that can collectively share memories which could only remain unspoken.

To gather these clements and bring forth a single “landscape” is akin to gazing at the night sky: from
one’s present position, stars differing in spatial distance, scale, and the time their light takes to reach the
eye are connected into a constellation, from which a narrative emerges. Oh Haji’s works are consistently
conceived from the place she herself inhabits; yet the present exists within a temporal axis that extends
back three generations from that point. This constitutes her sense of “contemporaneity.” Her work connects

these three temporal layers seamlessly, and it is at their point of convergence that it comes into being.

Translation: MIYAKE Michiyo

63



Notes

10

12

A textile used in traditional Korean Confucian funeral and burial practices (Lee Chonghwa, “Otozureru Kioku,
Okuritodokeru Kioku—Sonogo: Zangai ni Fureru Koto... Okamura Natsue no Sanbe no Sumika e,” Gender
Forum Public Lecture, 2013, Rikkyo University, Rikkyo University Gender Forum Annual Report, no. 15, Mar. 2014,
5-37).

Oh Haji, “What does the Ethnic Costume Represent?,” YCAR visiting scholar lecture with discussant Ted Boossen,
York Centre for Asian Research, York University, 1 May 2011.

From Oh Haji's portfolio (2009).

e

Rebecca Jennison, ““Postmemory’ in the Work of Oh Haji and Kum Soni,” Zanshi no Oto: Asia Seiji Art no Mirai e
(Still Hear the Wound: Toward an Asia, Politics, and Art to Come), edited by Lee Chonghwa, Iwanami Shoten,

2009, 211-235.

“The death of my grandmother in 2001 made me want to give expression to her untold, silent memories.” (Oh Haj,

“Non-Identity,” Oh Haji: Memories in Weaving, Kurumaya Museum of Art, Oyama City, catalogue, 2019, 12).

Oh Haji, “Non-Identity,” Oh Haji: Memories in Weaving, Kurumaya Museum of Art, Oyama City, catalogue, 2019, 12.

This jute rope was hand-twisted by women in Bangladesh and sold by the Association for Promoting Women’s
Corporation Abroad in Fukui Prefecture. The artist explains her choice as follows: “Jute ropes woven by Bangladeshi
women have a different texture to industrially spun yarn; they convey traces of the workers” hands.”(Oh Haji, “On

Material,” Oh Haji: Memories in Weaving, Kurumaya Museum of Art, Oyama City, catalogue, 2019, 28-29).

Oh Haji, “Workshop as Research,” Oh Haji: Memories in Weaving, Kurumaya Museum of Art, Oyama City,
catalogue, 2019, 48—49.

Published between 1989 to 2005. Excerpts from the “Letters” section—appearing in issues No. 4 (1990) through
No. 56 (2005)—were read aloud.

When the artist decided to conduct research on the site that would become the setting of the work, interviews were
not initially intended; however, through a series of coincidences, this led to speaking with those directly involved.
(TCAA website, Overseas Activity Report: https://www.tokyocontemporaryartaward.jp/column/oh_column.html.
Accessed 20 Mar. 2026.)

OH HajixAomori City Archives Exhibition: “Gestures in Clothing,” catalogue, Aomori Contemporary Art Centre,
Aomori Public University, 2013.

The artist referred to stick charts in the workshop held during the exhibition, “grand-mother island project Viewing
Tour: Drawing a Map of Memories.” (21 February 2026)
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Unraveling the Ocean: Relationships Across Water in the Work of Oh Haji

Greg DVORAK (Waseda University Professor; writer, curator, and researcher)

1.
Ocean people are rope people.! For millennia, voyagers have
trusted their lives to waves, currents, winds, and stars, and also to
the knots that held their worlds together. The human history of
seafaring has always been one of threading, braiding, tying, and
binding: rolling coconut husk fibers into sennit in Oceania, or
twisting hemp, ramie, and rice straw into ropes and nets that
secured boats, hoisted sails, caught fish, and tethered bodies in
storms across East Asian coasts. In prehistoric Japan and the
Korean peninsula, early cord-marking practices suggest not only
maritime lifeways but a shared material sensibility in which
twisted and woven fiber bound people to the sea in countless ways.

Like the ropes that enable us to traverse our liquid planet, the
lives of those who take these journeys are intertwined across water,
weaving invisible tapestries of remembrance stretching from one
shore to another. Over centuries, and with particular intensity
under wars and empires, laborers, settlers, soldiers, wanderers,
conscripts, prisoners, and picture brides moved along these routes,
binding their lives—often unevenly and under duress—to distant
places. Though the foamy white wakes of their vessels dissolved
rapidly behind them, threads of yearning, nostalgia, and trauma
persisted in tying these migrants elsewhere, across generations and
genealogies.

Oh Haji’s grand-mother island project meticulously unravels
and repairs these threads, both metaphorically and methodically
approaching the sea itself as a constellation of trans-local relations
hewn from knots and entanglements. In Oh’s textiles, the ocean
exists not as a blue void but as a fibrous materialization of
enmeshed histories—a dense, worked surface of fraught, difficult
relations that rarely register in official records. She has spoken of
arriving at the Pacific almost belatedly, even with a sense of
embarrassment, having grown up with migrant roots in an island
chain like Japan without attending to these connections. It was
only after moving to Australia that she began to engage deeply
with these relational waterways, linking her grandmother’s origins
on Jeju Island and relocation to Osaka, the passages of Korean
women divers via Tsushima to Japan, and wider maritime
articulations of indenture, empire, and remembering. What had

once seemed distant began to gather into a more fluid, intimate

geography.

Through processes of dyeing, layering, stitching, and undoing,
Oh’s practice makes visible these transoceanian traces: fragments,
glimpses, and voices that surface and recede between countless
unnamed and forgotten individuals, itineraries, and islands. These
are not mere cartographic interventions; unlike mapping, they are
labor-intensive, embodied acts of retracing and reassembling an
imperfect archive, including its foggy uncertainties, gaps, holes,
and tears—a process of fraying and recuperation in which
memories remain partial or unsettled, sometimes erased, worn,

and strained.

2.
If grand-mother island project weaves these crossings into material
form, it also prompts a more fundamental question: what is an
island? Japanese people often refer to their own country as a
shimaguni, an “island country,” a phrase they use to imply that it
exists within a bubble, set apart from the rest of the world and
impervious to foreign influence. In everyday usage, being a
shimaguni is often invoked as a convenient explanation—an
excuse, even—for perceived gaps in global awareness, linguistic
ability, or engagement beyond Japan’s shores.

Yet, islandness is, in fact, the opposite of isolation. As Edouard
Glissant argued, archipelagos are a vivid illustration of
relationality.? In the Pacific frame, Epeli Hau'ofa famously argued
that Oceania is an interconnected “sea of islands” rather than
remote specks of land freckling an empty expanse.® For Japan, a
chain of 14,000 islands, the claim of total insularity is just as
untenable. Although some are lonely places once used for exile or
imprisonment, all of these islands are linked by water and
constituted through movement and exchange with other
archipelagos. The nodes of this sprawling network span from
northern Ainu homelands bordering Russian territories down to
the outer reaches of the former Ryukyu Kingdom, where the
islands of Okinawa look out toward Taiwan and the wider East
and South China Seas. Southeastward, Ogasawara reaches toward
the waters of Micronesia, while to the west, the arc from Kyushu
through Tsushima toward Busan extends into the Korean

Peninsula.
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The shimaguni narrative is thus more an ideological maneuver
than it is a reflection of reality. As Tessa Morris-Suzuki and other
scholars suggest, Japanese discourses of insularity depend on
selective histories that obscure longer trajectories of uneven power
relations.” In doing so, they naturalize myths of cultural
uniqueness, racial superiority, and homogeneity that have
underwritten Japan’s exclusionary and imperial projects. The pasts
they disavow have not vanished; they endure in lives that refuse

the borders drawn around them.

3.
“Where are you from?” asked the elderly Okinawan woman as she
set breakfast before me at her inn on Aka Island in the Kerama
Islands.

The question felt routine, the kind often posed to foreigners in
Japan, so I answered as I usually do: that I am American, but
spent my childhood in the Marshall Islands.

Mrs. Shinjo paused, then smiled in recognition. Her reply
caught me off guard: “Ah, me too,” she said matter-of-factly. “I
was born in the Marshall Islands. I don’t speak Marshallese, but
that’s why I can speak some Korean.”

She explained that her father had been a karsuo (skipjack)
fisherman who traveled south in the 1930s, following tropical
currents and the expanding ambitions of Japanese industry,
bringing along her pregnant mother. She spent her later childhood
on the Micronesian island of Chuuk (formerly Truk), among
overlapping communities of Japanese settlers, Okinawans,
Koreans, and Pacific Islanders, playing mostly with Korean
children and picking up bits of their language. When the Pacific
War broke out, her family escaped the battlefields of Micronesia
only to endure the American bombardment of Okinawa a year
later.

Born into a prewar world of inter-island movement, her life was
not as unusual as it might now seem. From the late nineteenth
century onward, the Japanese Empire, following its forceful
annexation of Taiwan in 1895 and Korea in 1910, extended its
reach southward into the Pacific. This was the region Japan called
Nany®d, a vast and indistinct southern frontier of conquest,
commerce, and aspiration. Even before formal colonial rule,
traders, pearlers, and plantation laborers had followed these
currents in search of opportunity, some traveling as far as
Australia.

Under a League of Nations Mandate beginning in 1922, much
of the north-central Pacific, including Palau, the Northern
Mariana Islands, the Caroline Islands, and the Marshall Islands,
was reorganized as the Japanese-administered Nanyo Gunto. As
trans-imperial migrants from Japan, Okinawa, Taiwan, and the
Korean Peninsula were drawn into this tropical sphere, civilian

towns grew rapidly, and, in many places, settlers came to

outnumber Indigenous inhabitants. Seaways that had sustained
Islander exchange for generations were rerouted toward capitalist
extraction, turning fluid contact zones into hierarchies of race,
labor, and power.

Japanese Pacific imperialism began long after Spain and
Germany had already colonized much of Micronesia; the United
States had established control over Guam, Hawai‘i, and the
Philippines; Britain and France had claimed territories across
Melanesia and Polynesia; and the Netherlands had consolidated
rule over the Indonesian archipelago. But in the Pacific War, Japan
invaded many of these territories, violently redrawing its southern
borders. Vast numbers of Korean and other colonized women were
coerced into sexual servitude, while large numbers of men were
also conscripted into hard labor. Their journeys followed similar
routes of expansion and exploitation, binding human suffering to
imperial infrastructures.

After Japan’s defeat, the US-led postwar order absorbed many
of these imperial geographies into a new architecture of American
hegemony. My own childhood on a US military base in the
Marshall Islands belonged to that later formation, shaped by the
convergence of Japanese and American empires. These are not
distant pasts but ongoing structures that continue this structural
violence today.

In Japan, however, much of this history has been elided from
dominant postwar narratives of the nation, leaving behind only
faded scraps of maps and memory. Oh Haji begins from these
remnants. Across the entangled histories of Japan, Korea,
Oceania, and Australia, she gathers frayed threads back into
relation, restoring the ghostly afterlives of Nanyo into a fabric

where these places still touch.

4.
Transoceanic crossings also accumulate in the land, as explored in
grand-mother island project’s chapter on seabird habitats: a
meditation on the ecological and colonial histories of Nauru.
Sedimented over millennia with deep strata of phosphate-rich
guano deposits that were later mined, the island itself is the
residue of nonhuman migration, an archive of seabird flight in
deep time. Yet Nauru is not an empty or incidental landscape; it
has long been inhabited by Pacific Islanders, whose ancestors
navigated to and settled such islands thousands of years before
European and Japanese arrival.

Throughout the Pacific Islands and most Indigenous worlds,
land is not merely property or territory but the basis of kinship,
identity, and collective life. On both Nauru and neighboring
Banaba (in present-day Kiribati), mining from the start of the
20th century removed millions of tons of rock to fertilize settler-
colonial agriculture in Australia and New Zealand. When the

terrain of these islands was gouged out and shipped away for profit
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elsewhere, land was severed from the relationships that had given
it meaning. As Pacific scholar Katerina Teaiwa wrote of her
ancestral home, “Banaba is the body of the land and the bodies of
the people.” To mine these islands was thus to disperse the very
ground of a people’s selfhood.

Drawn into Japan’s violent wartime occupation, Nauru was
militarized through airstrip construction that relied heavily on
coerced labor by Koreans, Chinese, and other Islanders.® During
the war, 1,200 Nauruans were also deported to Chuuk, where 463
died.” It is a landscape where mining, war, and exile have formed
successive layers of dispossession, compounded today by
Australia’s ongoing use of the island as part of its notoriously
hostile offshore asylum regime.

Nauru is but one stark example of environmental colonialism,
in which outsiders have abused Native lands as extractive zones
and disposable military frontiers. Across Oceania, decades of
nuclear testing contamination in the Marshall Islands, French
Polynesia, and elsewhere are converging with accelerated sea-level
rise, warming, coral bleaching, and intensifying storms, causing a
crisis whose costs are disproportionately borne by locals. Islands
once mined, bombed, occupied, and made strategically useful to
distant powers now face inundation and ecological collapse. Yet
this crisis is not limited to the Global South. Our oceans regulate
planetary systems, and their warming reshapes climates
everywhere. They are the waters that birthed and sustain all life,
and their destabilization implicates us all.

Oh Haji’s textiles make this interdependency tangible. In her
work, the sea ravels and unravels, ebbing with loss while swelling
with possibility. It grants presence to those who are gone, while
drawing the living into forms of responsibility that extend beyond
the present.

In this sense, Oh reminds us that we all are, in some way, rope
people. We simply do not always see the threads that link us across
water, through memory, through our very existence. To ignore
them is to risk further unraveling; to attend to them is, perhaps, to

begin the work of tying the world back together again.
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From Creative Notebook

Chapter 1 Nautical Map

One day in August 2015, Wollongong:

I had an opportunity to talk about my work regarding
grandmothers’ memories—silent memories.! Someone told me
that Mount Kiera? is called the “Grandmother Mountain.” The
mountain, visible even from near my home, takes on a special
presence in the evening when the setting sun casts a halo over its flat

summit.

One day in September 2016, Wollongong:

I attended a lecture on the history of Australia.

Learning about Aboriginal women’s connection to the pearling
industry briefly brought to mind my grandmother, who was a
female diver on Jeju Island. Female divers from Jeju travelled across
the sea; I wondered if any might have even reached Australia, but
I found no evidence of such connections. Instead, I learnt that

migrant workers from Japan had worked as divers on Thursday
Island.’

1 In aseries of works inspired by the unspoken memories of my grandmother from Jeju
Island, South Korea, I explore experiences that resist expression, which I call ‘silent
memories.’

2 A mountain in New South Wales, Australia, sacred to the local Indigenous peoples
and featured in Dreamtime myths.

3 Anisland in the Torres Strait at the northern tip of Queensland, Australia. From the
late 19th century, the pearling industry attracted many labourers, primarily from
Wakayama, Japan, who worked as divers, leading to the formation of a Japanese

community.

Chapter 2 Floating Forest

One day in March 2017, Hiroshima:

I visited the Hiroshima City Museum of Contemporary Art to
prepare for the exhibition. The ceiling of the atrium connecting
the exhibition rooms was highlighted in a soft, circular patch of
ligh, as if I was gazing up at the surface of water. The evening light
fell upon the asphalt in front of the art museum, and the shadows
formed by the distinct outline of the trunk and the overlapping

leaves were striking. I touched the camphor tree! and felt the texture

of its bark.

1 The camphor tree in Hijiyama Park is registered as an ‘exposed tree.” Hiroshima City
designates trees that were within approximately 2 kilometres of ground zero, survived

the atomic bomb, and later sprouted new leaves.

Chapter 3 A House of Memory Traces

One day in January 2018, Canberra:

I visited the National Library of Australia in Canberra to research
archives related to Japan and Australia. On the shelves, volumes
of the Japanese International Marriage Fellowship Club Newsletter'
were neatly filed and arranged. Their simple bindings, and the pages
which recorded the intimate feelings shared among the members,
touched me deeply.

One day in December 2018, Canberra:

Ever since I read the Japanese International Marriage Fellowship
Club Newsletter, it has remained in my mind. I was introduced to a
researcher on wartime brides” and had the opportunity to meet her.
I asked her about the library’s acquisition of newsletters containing
private content. She informed me that there were diverse opinions
on the issue, but that ultimately, the women wished to preserve
them as testimony.

One day in April 2019, Mito:

I held a workshop ‘Reading Session™ at the Contemporary Art
Center, Art Tower Mito. Participants were asked to read aloud the
‘Letters” sent by members in the newsletter, and then share with
one another the phrases that caught their attention. During the
discussion, a participant who had migrated to Mito from Eastern
Europe said that the passages read aloud resonated with her own

experiences.

1 A newsletter published in 56 volumes between 1989 to 2005, serving as a community
resource for Japanese war brides. The newsletter correspondence took place by post
with an editor based in the United States.

2 Women who married foreign soldiers stationed in their country during or after the
war. Many of them emigrated to their husbands” home countries. In the case of war
brides residing in Australia, they met Australian soldiers stationed in places like
Kure City, Hiroshima Prefecture after the Second World War, and later relocated to
Australia. At that time, as the White Australia policy remained firmly in place, their
lives were shaped by both social prejudice and institutional barriers.

3 Areading workshop held as part of ‘Publicness of the Art Center — Phasel,” which
took place at Contemporary Art Center, Art Tower Mito in 2019. Participants’
readings of the Japanese International Marriage Fellowship Club Newsletter were
recorded, followed by a group discussion. Over the course of 11 sessions, a total of 45

participants took part.
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Chapter 4 Seabird Habitars

One day in January 2015, Wollongong:

Since coming to Australia, I've had many opportunities to consider
the plight of refugees. It is a subject that frequently arises, both in
English classes and in the news. It reminds me of an article T once
read about the 7ampa,' and my thoughts extend to those who were
forced to leave their home countries due to conflict or had no other
choice. This led me to reflect on Zainichi | Korean residents in
Japan through the lens of refugees who experienced war and violent

oppression.?

One day in August 2016, Wollongong:
I attended a lecture on the historical relationship between Nauru,
located in the Pacific Ocean, and Australia.

Today, the Republic of Nauru receives economic aid in return
for hosting Australian government-run refugee detention centres.
The island was once economically prosperous due to its phosphate,’
a natural resource used as a raw material for fertilisers and other
products. However, extensive exploitation by Australia and other
countries led to its depletion, leaving the island facing significant
economic hardship.

In contrast, Australia’s agricultural soils have been enriched by
this very resource. I learned that aspects of our everyday lives are

sustained by the benefits derived from Nauru.

One day in July 2021, Wollongong:

With activities restricted during the pandemic, I turned to online
resources, researching archival photographs of the Pacific islands
while consulting written sources.

The striking landscape of jagged rock pillars is a consequence of
the devastation caused by phosphate mining. One image, showing
numerous people boarding two ships of different sizes at sea,
appears to document an evacuation from the island. Apparently,
the island was once home to labourers from Korea and Taiwan
as well. The images and written materials came together like a
patchwork. Through them, T imagine both the island’s past and its

present landscapes.

1 A Norwegian ship that rescued 438 Afghan asylum seekers off the coast of Australia
in 2001. The Australian government refused to allow them to land and, under an
arrangement, transferred them to Nauru and New Zealand.

2 Japanese government’s colonial rule over Korea, the Second World War, the Korean
War, and the Jeju 4.3 Incident.

3 In the 19th century, it was discovered that the Pacific islands were rich in phosphate
rock deposits, formed from the accumulation of seabird droppings, known as guano.
Nauru, an island in the Pacific, was one such location and Australia became involved
in the race to secure rights to these resources. Phosphate played a crucial role in
enriching Australian soil for crop cultivation. There is a notable parallel with the
procurement of phosphate by Western nations including Japan, and the broader
context of the outbreak of the Second World War and the invasion of these islands.

4 During the Pacific War, the Japanese military occupied Nauru and labourers from
Japan—including people from Korea and Taiwan, which were under Japanese
colonial rule at the time—were brought in to assist with the construction of the

runway.

Chapter 5 A Narrated Journeyscape

One day in July 2024, Tsushima:

From Osaka, I travelled via Fukuoka to Tsushima. The ship arrived
at Izuhara Port, where I picked up a rental car. The purpose of
this trip was to trace the migratory routes of the female divers
from Jeju Island.! I visited several coastal towns including Magari,

Yoshigaura, Karasu, Toyo, Oura and Sasuma Port.

One day in February 2025, Tsushima:

My second visit to Tsushima was to meet the family of a female
diver from Jeju Island who had lived there.? The conversation with
T and H, a married couple, continued for several hours over lunch.
T’s mother had been a diver who used a compressor-based method
for her work. Originally from Gapa Island, an islet belonging to
Jeju, she moved to Tsushima at the age of fourteen after living in
Busan.? She later gave up being a diver and lived in Osaka and Gifu.
But when her husband returned from his hometown to his family
home, he was detained at Omura Detention Centre? on charges of
‘stowing away’ and was subsequently deported. This prompted her

to resume work as a diver on Tsushima.

One day in June 2025, Jeju Island:

The Gapado Artist in Residence program is coming to a close.
Talking with a taxi driver on my way to the ferry terminal for
Gapa Island brought to mind a story I'd heard on Tsushima. H

in Tsushima had apparently learned Korean from her parents.
“Perhaps I can communicate with older people from Jeju Island
even now,” she said. For her, Korean meant the Jeju Saruri (Jeju
dialect). The driver said, “People don’t use the dialect much these
days. If you want to learn the Jeju dialect, you should go to Osaka.”
His words reminded me of the moment I realised that the Korean

spoken by my relatives in Osaka was also the Jeju Saturi.

1 Since the early 1900s, female divers from Jeju Island (South Korea) migrated to
Japan, China, Russia and other countries in search of favourable fishing grounds.
They harvested abalone, sea urchins and seaweed—first through free diving and later

with compressor-assisted techniques.

]

During the period when Korea was under Japanese colonial rule, these divers were
able to travel freely. After independence, movement became restricted, yet by relying
on the livelihood foundations and networks they had built earlier, they continued to
move between three bases: Tsushima (for economic activity), Osaka (as their living

base), and Jeju Island (as their home).

w

In the 1920s, regular shipping routes operated between Hakata and Tsushima,
Hakata and Busan, and Jeju Island and Osaka.
A facility established in Omura, Nagasaki Prefecture, in 1950 to detain illegal

I

immigrants, particularly Koreans. For Koreans whose legal status remained
precarious after the war, their entry was less an ‘illegal” act than a continuation of
long-standing mobility practices rooted in family and livelihood purposes. In such

circumstances, these ‘stowaways’” could arguably be considered war refugees.
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Backstrap Loom and Four-Selvaged Cloth

A backstrap loom is a loom in which one end of the warp is passed between two rods, and is secured
to the weaver’s waist belt, while the other end is tied to a post or table. The weaver adjusts the tension
of the warps by moving their body back and forth, lifting the threads and passing the wefts through
them, and shaping the fabric with a tool called a touhi (beater).

Four-selvaged cloth has a unique structure where warp threads run in a figure-eight. Not only do
both ends of the wefts become selvaged, but so do both ends of the warps. In other words, the cloth
forms a continuous looped structure, with warps running continuously without breaks.

Woven on a backstrap loom, four-selvaged cloths inscribe the weaver’s bodily movements into
their looped, spiral structure. The fabric itself records the weaver’s physical responses and repeated

gCStLlI'CS.

Photo: AR FER;F / MATSUMOTO Mieko
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Weaving Notebook

Textile as a Map-j.i, created in Feb. 2017

Thread type: warp and weft: linen 16/2

Warp preparation: figure-eight

Warp length: 164 cm

Weaving width: 48 cm

Number of warp threads: 48 cm x 16 threads/cm = 768 threads
768 threads + 2 = 384 ends = 16 ends x 24 bundles

Required warp length: 160 cm x 768 threads = 122,880 cm
1,229 m + 1,230 m/roll = 1 roll

Finished length: 156 cm

Dye: Reactive dye — black

Discharge agent: Rongalit C, Guar Gum

Stages

1 Warping and loom preparation: warp the threads in a figure-cight
pattern to the required length.

First weaving: plain weave.

Tie-dyeing.

Pull out the weft threads and unravel the fabric.

Discharging: bleach the fabric with a discharge agent.

Pattern printing: apply dye using patterns.

NN R W N

Second weaving: plain weave + wrap-faced pick-up pattern (a weaving
technique where warp threads are lifted to form patterns)

8 Hand sewing: to finish a fabric with four selvedges, thread the wefts onto
a needle, pick up every alternate warp thread and sew to complete the

piece.

TFE8 Stage8
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A model for textile creation Weave diagram
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About Linen Yarn

Flax is an annual plant of the linaceae family. Like hemp and ramie,
its fibres are obtained from the bast, the layer of tissue between
the stem’s epidermis and the woody core. The fibres are called flax
fibres, and the yarn or fabric spun from them is called linen.

The harvested flax is spread out on the ground to be exposed to
the night dew, or soaked in water in a process known as retting.
During retting, microorganisms break down the plant material
through fermentation, separating the bast fibres. These fibres are
then processed through drying, breaking and scutching before
being spun into yarn.

The cultivation of flax originated in the region from West Asia
to the Middle East before spreading to Europe, Asia and North
America. Today, flax yarn is produced through a global network
of movement and division of labour: raw materials grown and
harvested in countries such as France and Belgium are spun into
yarn in places like China.

However, despite this globalised production system, plant fibres
retain their own form of memory—memories of the lands, the ways
of life and the natural environments that shaped them. As flax is
processed, spun and transformed into thread, it carries these traces
with it, even as it moves across multiple locations. This quality
resonates with the experiences of people who live between places,
carrying layered memories. In this way, textiles made from flax
fibres come to embody the land.

The Latin word for flax, linums, is the root of both ‘linen’ and
‘line.” Linen, produced from flax yarn, can thus be understood as a

line that organically connects individual memories and places.
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weaving cyanotype + unravelling
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Hogushi-gasuri and Cyanotype

Hogushi-gasuri (warp-printed ikat) is a textile art technique whose name, hogushi—meaning
‘unravelling'—derives from its distinctive production process. The method can be broadly divided
into three stages:

1. The fabric is woven.

2. Dyes are applied to the woven cloth to create printed designs.

3. The printed fabric is returned to the loom: the weft threads introduced in the first stage are

removed, the warp threads are unravelled, and the fabric is woven again.

This unique ‘weave—unravel-weave’ process produces subtle gaps between the ground and the
patterned areas, resulting in softly blurred contours—an effect reflected in the term kasuri.

The act of ‘unravelling’ loosens what was once fixed, opening spaces between the threads.
Though fabric is inherently two-dimensional, the moment it is undone, a three-dimensional, air-
filled space emerges. The discovery of this space evokes a sense of what exists in-between, what once
existed there, or what might yet come into being. In other words, ‘unravelling and weaving anew’ is
also a process of revealing what had been woven in and rendered invisible, bringing a latent presence

to the surface.

Cyanotype is a photographic process that uses a chemical reaction between light and iron salts to

fix an image. It is classified as a direct contact print because the image is formed by placing a film or
object directly onto paper or cloth coated with a photosensitive solution and exposing it in contact.
Also known as a blueprint or sun print, the technique fixes the boundary between areas exposed to

light and those shielded from it, rendering this contrast as the image’s outline.

fik 2

weaving
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Installation plan
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In 2024 and 2025, I conducted fieldwork and interviews on
Tsushima Island, tracing the areas where ama, female divers, from
Jeju Island had once established their home bases. From April to
June 2025, I also participated in an Artist-in-Residence program on
Gapado Island, which is part of Jeju Island, South Korea.

The texts of interviews conducted on Tsushima were re-organ-
ised by theme whilst retaining as much as possible the integrity of
the original words. The texts were translated from Japanese into
Korean, and then into the Jeju dialect, and recorded as readings in
both Japanese and Jeju. Images and sound materials gathered from
various locations are incorporated into the installation for Chapter
5, A Narrated Journeyscape.

Xt | tiwk= | Tsushima (Nagasaki, Japan)
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On 22 February 2025, on Tsushima, I spent several hours with
Mr. and Mrs. M, whose mother was an ama diver from Jeju Island,
listening to their recollections of her life and work. Afterwards, I
visited the places where the @ma divers had once lived.

%1% Tsushima

Otedo %10 @O Toyo
it @ON Izumi
X .(})\u(f OB IF; Tonozaki
{eju 4.3 Msn:::nl Stone 5 B Furusato O OV Nishidomari
K% iﬂ;ﬂ 3| :;gé};{. P SNMOOH: [HP Hitakatsu
% BB | it . IR Sas
Tenjintakuzudama Shrine | Sago .O:F1£Ff”|
I 2 Senbyomakiyama
Saozaki Park
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Gonyo
OZF | Wittt
Kin | Koroku Shrine
OF il
Ashimi
Offc# Saka
Ol . O} Akashima
Mavwari @ OF 7 {ifi Yoshigaura

.H'J'ﬂ Magari
@ O | 15 G fE

Izuhara | Tsushima Muscum

@ :20244E6 H 6 H—9 HICHM L 7o tthisg
O :20254E2 H 22 H— 27 HIC#H U 7o il

@ : Arecas visited between 6 and 9 June 2024
O': Areas visited between 22 and 27 February 2025
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ZED#  Port of Kin
Kin_port_1850-1852,2025/2/22, ¢.7:30 p.m.
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—The path that welcomes the ama divers, the path they follow—
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Change the position five times and you’ll find where the rock fits in—Basalt stone wall.

Fept
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—Hallasan Mountain—Jeju Island seen from Gapado

Ikl | 7FoHE | Gapado (Jeju, Korea)
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Gapado Island is my mum’s home. A tiny
island, isn’t it? Round in shape—you can
walk all the way around it. We only caught a
glimpse of it from the mountain we climbed.

—From an interview on Tsushima—

West coast_ama path_4862_4864_4866,2025/6/16, ¢.6:00 p.m.

Stone wall_4465-4468, 2025/5/2 c. 5:00 p.m.

North-west coast_Hallasan_3454-3457, 2025/4/7 c. 7:00 a.m.
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pp. 18-24

Chapter 1 Nautical Map

2017

Linen, lead, hook, reactive dye, discharge agent, sumi ink

Warp printed ikat, backstrap weaving, four-selvaged cloth, wrap-faced pick-
up pattern

Dimensions variable

Photo: KIGURE Shinya

Photo courtesy: Kurumaya Museum of Art, Oyama City, Tochigi

pp. 34-40

Chapter 2 Floating Forest

2017

Linen, reactive dye, discharge agent, sumi ink

Warp printed ikat, backstrap weaving, wrap-faced pick-up pattern
Dimensions variable

Photo: ONISHI Masakazu

Photo courtesy: Hiroshima City Museum of Contemporary Art

pp. 42-49

Chapter 3 A House of Memory Traces

2019

Linen, lampshade, light bulb, bobbin, wooden stand, sound

Cyanotype, warp printed ikat, backstrap weaving, macramé

Dimensions variable

Photo: NEMOTO Yuzuru

Photo courtesy: Contemporary Art Center, Art Tower Mito

References: Nikkei Kokusai Kekkon Shinbokukai Nyiisu Retd [Japanese
International Marriage Fellowship Club Newsletter], Vol. 4-56, 1990-2005.

pp- 6672

Chapter 4 Seabird Habitats

2022

Linen, lead, projection

Cyanotype, warp printed ikat, backstrap weaving, wrap-faced pick-up
pattern, macramé

Dimensions variable

Image source: Photo archives of Australian War Memorial, National Library
of Australia, State Library of New South Wales and State Library of
Queensland.

Photo: KIOKU Keizo

Installation view: “Roppongi Crossing 2022: Coming & Going,” Mori Art
Museum, Tokyo, 2022-2023

Photo courtesy: Mori Art Museum, Tokyo

Collection: Queensland Art Gallery | Gallery of Modern Art, Australia

pp- 82-88

Chapter 5 A Narrated Journeyscape

2025

Cotton, sambe (hemp cloth), linen, sound (24min.)

Cyanotype

Dimensions variable

Cooperation: MORIYAMA Totetsu, MORIYAMA Haruko

Japanese narration: NAMEKAWA Sawori

Jeju language (Korean) narration: KANG Soonji

Korean translation: SEO Yuna

Jeju language translation: KIM Sinja

Sound of the waves: Wil BOLTON

Installation view: “Tokyo Contemporary Art Award 2024-2026 Exhibition
‘Wetland’,” Museum of Contemporary Art Tokyo, 2025-2026

Photo: TAKAHASHI Kenji

p.- 90

Empty Grave

2025

Sambe (hemp cloth), lead, text

Cyanotype

Dimensions variable

Installation view: “Tokyo Contemporary Art Award 2024-2026 Exhibition
‘Wetland’,” Museum of Contemporary Art Tokyo, 2025-2026

Photo: TAKAHASHI Keniji

This work is not part of the grand-mother island project.
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OH HaJl Notes:

Artist’s biography was compiled on the basis of publications and references provided by the artist.

Biography The biography indicated for each exhibition, “the title of the exhibition”, the venue, the city, the prefecture-the country. However,

in cases where the venue includes the name of the city it is held in, the city name is omitted. For exhibitions in Japan, the names

of prefectures are omitted when the city is a prefectural capital or prefecture-status city. For exhibitions held overseas, the country

names are omitted when the city it is held in is the capital or a major internationally-known city.

Born in Osaka in 1976. Based in Japan and Australia.
Earned her PhD in Fine Arts, Dyeing and Weaving, from Graduate
School of Kyoto City University of Arts in 2012.

Selected Solo Exhibitions

2024

“grand-mother island project: Chapter 1-Nautical Map,”
THIS IS NO FANTASY, Melbourne

“grand-mother island project: Chapter 1-Nautical Map,” Linden New Art,
Melbourne

"Un/Weaving: Haji Oh," Alison Bradley Projects, New York

2019

“Memories in Weaving,” Kurumaya Museum of Art, Oyama City, Tochigi

2017
“The imaginary landscape-grandmother island, chapter 1,”
MATSUO MEGUMI +VOICE GALLERY pfs/w, Kyoto

2015
“Wearing Memory,” TAEM Gallery, University of Wollongong, Australia

2014
“Wearing Memory,” KOGANEI ART SPOT Chateau 2F, Tokyo

2013
“OH Haji x Aomori City Archives ‘Gestures in Clothing’,”

Aomori Contemporary Art Centre, Aomori Public College

2010
“Dwelling of Memory,” Shibakawa building, Osaka

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

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

2001
“roots,” VOICE GALLERY, Kyoto

Selected Group Exhibitions

2025

“Tokyo Contemporary Art Award 2024-2026‘Wetland’,”
Museum of Contemporary Art Tokyo

“And Still T Rise,” Art Gallery of New South Wales, Sydney

“TOP 30th Anniversary Thoughts of a Distant Window: Contemporary
Japanese Photography vol. 22,” Tokyo Photographic Art Museum

“Connections,” Wollongong Art Gallery, Australia

2024
“The 11th Asia Pacific Triennial of Contemporary Art,”
Queensland Art Gallery | Gallery of Modern Art, Brisbane, Australia
“ANTEPRIMA x CHAT Contemporary Textile Art Prize 2024,” CHAT,
Hong Kong

2023
“KANTEN %L : The Limits of History,” apexart, New York

“Texture,” Canberra Contemporary

2022
“Roppongi Crossing 2022, Coming & Going,” Mori Art Museum, Tokyo

“Nuno no Tsubasa,Musée de Somé Seiryu, Kyoto

2020
“Grandmother's Life, Tracing the Passage of Memories,”

KOGANEI ART SPOT Chateau 2F, Tokyo

2019
“Publicness of the Art Center—Phase 2,” Contemporary Art Gallery,
Art Tower Mito

2018
“Culture City of East Asia 2018 Kanazawa: Altering Home,”
Neighborhoods in Kanazawa (Ishibiki)

2017

“Binding Threads/Expanding Threads: The Art of Creating ‘Between-ness’,”
Hiroshima City Museum of Contemporary Art

“Everyday Life-Signs of Awareness,”

21st Century Museum of Contemporary Art, Kanazawa
2016

“Crafts of Korean Peninsula, Pojagi as a portrait-with Haji Oh’s

photograph works,” Kurumaya Museum of Art, Oyama City, Tochigi
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2014

“Busan Biennale Special exhibition ‘Going, Going, until I Meet the
Tide’,” KISWIRE Sooyoung Factory, South Korea

Breaker Project “ex *pots 2011-2013 ‘Glimpses of Light, Flickering
Shadows’,” Enokojima Art, Culture and Creative Center,

Osaka Prefecture (enoco) /Kioku Shugei-kan “Tansu”

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

2011

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

2010
“We love books! International Book Art Picnic,”

Osaka Prefectural Nakanoshima Library

2009
“HOME” Aomori Contemporary Art Centre, Aomori Public College

2008

“Hiroshima Art Document 2008,” Former Bank of Japan Hiroshima branch

2007

“Young Artist Selective Exhibition,” The Museum of Kyoto

2006

“NIPPON vs FINE ART -Striving for Identity in the Context of Western
Art,” Osaka City Museum of Modern Art, Shinsaibashi Temporary
Exhibition Space

“Nroots,” Honen-in Temple, Kyoto

2005
“ZONE-POETIC MOMENT-" Tokyo Wonder Site Hongo

2004

“Orientity,” Kyoto Art Center

2002

“several situations: Kyoto style Lab, 02,” Kyoto Art Center

Awards
2026

“Asia Pacific Arts Awards 2026,” Innovation Award, Creative Australia

2024

“ANTEPRIMA x CHAT Contemporary Textile Art Prize 2024,”
The Audience Prize, Hong Kong

“Tokyo Contemporary Art Award 2024-2026,”
Tokyo Metropolitan Government and Tokyo Arts and Space

2011
Grant, Han Chang-Woo-Tetsu Cultural Foundation

Collections

Queensland Art Gallery | Gallery of Modern Art, Australia

Research and Activities

2012-2014
Founder and operator of Kioku Shugei-kan “TANSU”, Breaker Project,
Osaka, Japan

2012-2013
Research, Kogin/Sashiko Archives, Aomori City Archives

2009-2014

Trained in backstrap loom weaving technique

2008-2009
Visiting Scholar, York Centre for Asian Research, York University,

Toronto

2009

Research / Internship, Tkat Archives, Textile Museum of Canada, Toronto

2002-2004
Completed the Korean Traditional Costume Restoration Course,

National Folk Museum of Korea

Residencies

2025

Gapado Artist in Residence, Jeju, Korea

2022

Bundanon, Shoalhaven, Australia

2019
“Publicness of the Art Center-Phase 1,” Contemporary Art Center,
Art Tower Mito

2015
University of Wollongong, Australia

2009

Artist in Residence Program 2009 / Autumn “HOME,”

Aomori Contemporary Art Centre, Aomori Public College
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Message from

the Organizers

The Tokyo Contemporary Art Award (TCAA) was established in 2018 by the Tokyo Metropolitan
Government and Tokyo Arts and Space, with the aim of encouraging mid-career artists in Japan to make
breakthroughs in their work and take their practice overseas.

Award recipients are selected with an emphasis on the need to provide support at a pivotal time in their
careers, and screening is conducted by a selection committee through artist research and studio visits by
which committee members gain a deeper understanding of each artist’s work and its context. Two
artists—Oh Haji and Umeda Tetsuya—were selected as recipients of the fifth TCAA. In addition to a
monetary prize, they received funding for overseas activities in the year following the award, and in the
second year of a multi-year program of support, an award exhibition was held at the Museum of
Contemporary Art Tokyo.

This monograph, produced as part of the award’s support, presents the artists’ past works and projects
alongside installation views of the award exhibition, which included new works created following their
international activities. It aims to publicize their practice with audiences both inside Japan and abroad.
Bringing together essays by researchers and specialists along with the artist’s own production notes, the
publication offers a detailed account of Oh’s grand-mother island project, displayed comprehensively for the
first time in the exhibition.

We hope that the support this award provides will prompt its winners to build on their exceptional
achievements and pursue new developments in their practice.

In closing, we would like to express our most heartfelt gratitude to the many individuals and

organizations whose generous cooperation has contributed to the administration of this award program.

Organizers

Tokyo Contemporary Art Award 2024-2026

‘Winners

OH Haji, UMEDA Tetsuya

Organizers
Tokyo Metropolitan Government

Tokyo Arts and Space (Tokyo Metropolitan Foundation for History and Culture)

International Selection Committee

Sofia HERNANDEZ CHONG CUY (Director, Kunstinstituut Melly)

Lesley MA (Ming Chu Hsu and Daniel Xu Associate Curator of Asian Art in the Department of Modern
and Contemporary Art, The Metropolitan Museum of Art)

NOMURA Shino (Senior Curator, Tokyo Opera City Art Gallery)

TAKAHASHI Mizuki (Executive Director and Chief Curator, CHAT)

WASHIDA Meruro (Director, Towada Art Center / Associate Professor, Graduate School of Tokyo
University of the Arts)

KONDO Yuki (Program Director, Tokyo Arts and Space)

*Positions and titles current as of the time of the 2023 selection process.

Selection Secretariat

Arts Initiative Tokyo [AIT]
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