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Garden and Textile: The Shades of Shadows
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Hosoo Gallery is pleased to present the exhibition Garden and
Textile: The Shades of Shadows. The show puts on views a
multidisciplinary installation consisting of textiles, video, and
sound, created in collaboration with Rurihiko Hara, a scholar

of Japanese gardens and nohgaku, the architectural design
studio Altemy, and the Nishijin-ori textile artisans of Hosoo, with
Japanese garden as its theme.

In collaboration with Hara’s Garden Archives Project* the
tsuboniwa [small indoor garden] at the House of Hosoo textile
studio in Nishijin, Kyoto, was recorded in a variety of formats,
including a 12-month 3D scan. We spent about three years
regularly discussing and experimenting, in an effort to translate
the collected data into a textile that would reflect the ever-
changing appearance of the garden.

Textiles and gardens have existed in many cultures since
ancient times. Both are spatial and physical devices that
reconfigure elements of nature. As exemplified by karesansui
[dry gardens], Japanese gardens are created with rocks that do
not change over time, while ponds, streams, trees, flowers, and
grasses are arranged to present a different view each season.
Textiles, too, have been made from natural materials and dyed
with natural dyes since ancient times. The patterns on them are
also derived from the natural world. Textiles, like gardens, are
composed of different layers of time. Like rocks in a garden, the
warp is synchronic, whereas the weft is a diachronic element
like plants, trees, and flowers that transform the appearance of
a textile by incorporating threads of different colors one by one.

The textiles in this exhibition use special foil yarns, so that
the weft does not have a single color. Colors appear only when
the viewer examines the textiles under special lighting from
different viewpoints. The yarn is a result of “Ambient Weaving,’
the joint research and development project that Hosoo has

been conducting since 2020 in collaboration with the Kakehi

Yasuaki Lab., the University of Tokyo, and Zozo Next, Inc. It
gives the textile a dynamic appearance that changes with

the chromatic phenomena. This exhibition will present a new
perspective on gardens and textiles through an installation
featuring video and textiles, presenting a garden in which
diverse layers of time, light and shadow, and stillness and
movement, intersect.

* The Garden Archives Project is a research initiative focusing on niwa
(Japanese gardens), which have developed in diverse ways as an interface
between people and the natural environment since ancient times. The

Project seeks to propose a new interpretation of Japanese gardens based
on their history.
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|. The Shadows of 4D Garden

This video work is based on point cloud data obtained by
performing monthly 3D scans of HoH tsuboniwa 12 times a
month between March 2022 and February 2023. The data
consists of three-dimensional x-y-z coordinates and color
information. Here, 4D data was created by adding a time axis
to the 12 types of point cloud data. The 4D data was then
projected in three dimensions, becoming a kage [shadow],
and converted to video footage. The point cloud data exhibits
extremely complex behavior because it is projected in 3D from
4D data, itself modified in various ways including “rotation”

Il. The Shades of Shadows

The space where this textile is exhibited is exactly the size of
the actual HoH tsuboniwa. Archival data of the garden over
a 12-month period was projected onto this space to create

a three-dimensional heat map by extracting the amount of
seasonal change. The seven textiles are arranged to expose
that change. The heat map is converted from two different
time senses (micro and macro) into two-dimensional gradient
data. The gradient data then determines the spacing and
transparency of the foil threads in the textile, resulting in kage
where different temporalities coexist. The kage, thus born of
the fabric’s three-dimensional structure, generate complex
phenomena. The foil threads are made of OPP film and
polarizing film. The color emerges only when the fabric is lit
from behind by a special flat light source. It is a textile garden
in which “the shades of the shadows” of the tsuboniwa shift
diversely depending on the viewer’s perspectives, creating a

dynamic physiognomy.

lll. The Achromatic Garden

The textile on view in this section has the same structure and
design as that of The Shades of Shadows. However, there is

no chromatic phenomenon here. The main focus is to bring the
kage of the textile’s three-dimensional structure into clear view.
If The Shades of Shadows represents a garden as movement
and life with its lush vegetation, it is to stillness and death that
The Achromatic Garden corresponds, just like a karesansui (dry
garden) composed of white sand.
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Ambient Weaving

The special foil threads made of OPP film and polarizing film
are an adaptation of the technology developed in the course of
“Ambient Weaving,” a joint research and development project
that Hosoo has been undertaking with the Kakehi Yasuaki
Lab., the University of Tokyo and Zozo Next, Inc. since 2020.
Modifying the angle of the OPP film when overlaying it on the
polarizing film provides a variation in the colors that appear on
the textiles. The colors also change according to the thickness
of the OPP film. The fabrics’ three-dimensional structure
generates even more intricate chromatic variations within
individual foil threads.

On the Weaving Technique

In order for the light to pass through, the textile had to have

a degree of transparency. To this end, the double-weaving
technique was adapted to compose only 2,250 warp threads
out of the 4,500 that a loom has at once. It is as though one
layer of the double weave had been removed to obtain a looser
fabric. As soft threads will break the fabric when the density
of the woven structure is low, thin and stiff threads were used.
The design is based on Wave, Hosoo’s signature textile motif
representing the waves along the water’s edge. While this
technique consists in creating a three-dimensional structure
by applying heat to high-twist nylon threads and making them
elastic, the nylon threads can in itself take on elasticity even
with a very small amount of heat. This inherent quality means
that the design of the textile can be clearly seen even without

the use of strong yarns.

The Sound Installation

Multiple looms are set up in the kura [warehouse] behind the
HoH tsuboniwa, where Hosoo textiles are woven every day. The
faint clatter of the looms can be heard in the tsuboniwa. The
HoH tsuboniwa, as well as the looms weaving the textiles on
display in the current exhibition, were recorded and treated as
warp and weft, respectively, to construct a sound installation as
a “sonic textile” More than a dozen speakers are placed in the
gallery, offering visitors the chance to experience the sounds

from different moments in the tsuboniwa.

JED P D » UFA

Toward the Shadow of the Garden’s Shadow

S ENILRDELB DS /=-DEEE D3N ELILE
2 [LEB7] (935t8)
229

<FIE= [FHF#R0TEY] (1978)

ER7—hA47 - 7Y/ F
EET7—hA7 - 7RI b WUTFGAP) TlE, BICE{LEITZEA
EEICOW\WT, B4DT77/AY—%AWT—h4JIicHATY
%, BAREBRIZKCEDICL>THERINEI DD, BICBHWTE
WE LT, ZIICEERIRBE, BRICH T2 L5 HRER [
Bl 13K, FESN-LZIETLAKRATHY, RUOKERZHL T
BoTpL, ZNWR, ZOT7—hATIERAREISEL, EDELSIC
LTHRTHARHDICALIE%EEB RV, L L, I LIRATREARER
BICHATRD ZLICS->THAERDOAREZIRALS ETEDHET
0¥y FOBETHS
ZHLEBEDHE, GAP 202141 [Incomplete Niwa Archives
BROBWEDT —HA SFIINAD EWS T 79 A b ERBILT, &

DT HALTIE, Y% Fi0)3D RET—REHHELDD,

EORSEYE. BVHEYN. HE2VIEZITHRINIEADEY %
Eﬁ%ﬂ?&ﬁ%t:;ofﬁﬁﬁ'%z&ﬁ’G%\ 1o, V7 YA MNIEDE
LIS S LCRERFEFTRIBE TH B,

Jx7HAFINAl ORFEEDLE T LAOBR=M Y 2—
[YCAMIIZEWTA YR ZL—Yay - Ty —Y3>( \ncomplete
Niwa Archives $&S5BWED T —hA 7)) GTFUINA) ZRRLTz, £
Tld. YCAM KBEERICT64E DY LRy A=y kb PEE#RE
BEELNZIICEEEIZA. BYTIFONAIDDBEKE=42— ’CLJJ
O - H%“?E%E’Cﬂ@ BT — X PMEERNDIAREL— a3y
iR LTz, CZTHATDIE. BAEETORROBEA - BIEE

NEOESIB| A RZL—a v DRI THoTz, TDOLEEET
YAV HBYLI-DDEBRET YA ZZPH ALTEMY TH 5,

HOUSE of HOSOO EEEI D7 —H (7

SEO [EEHY] BiE. EROGRRICHEE T2, NREGDER I,

PEpEIC(IE 95 HOSOO ® TE HOUSE of HOSOO (M HoH) o 3
ETHD, HoHlE, ZHRETOWH DI RAETREET, TOHRIC
H1Imx#6m OIFEN 52, LEWMBOARZIELH, M 1B HBi
EBLADEYMNEVEKY, £ol BITOWTERER, MERLLE
SIRGEREN H Y, LTEE. FABLBELRBEINTLS, FEORED
B CTIEE4AHOSOO D TFFREAAILHEOSNTHY, REICWLD &k
DEHNEIZS, HOHEEEIZ, TDOLSICERH%ZBLTHOSOO D

HIfE%E RSFoTWBKIBETH S,
GAPHEESTZARERDOT7—HA T DEHIE, SDRFrIC
L2EBEET—RICHY., TN%EIBSOIFFEREB T =MMEARFEKYOTO
Design Lab ®ZEAME., /NILF - FILTA - R—&2— HEEES
THd, HFEIF. FYVERORKRZELZIIRZS7-9. —’JOJEEL:YTJL,
TEBE DX Fv>%{T>TW5, HoHTIE, 151258, BHFEMIC
2022F3/NBLRE2HETEAI12EDIDRF Y EITo7z, TDL
IBAAIECGAPELLTHHHTDIET, INITL>T, KWIZAEW
ICEEDOZEZARILTEIENTELS IRz, TNHDT—X
iR D774 b [INA] CREEFIEETH B2,
IOLIEWBRT—HAT ERELED D, ZNEBYICEIRT ST
L EnITlE. ZHTHE, B CIFANERV. E=HH DL L E
R HEVEFHLVE=BYDOLARTIHILHIEFEDENTHS,

ELHY

RE, ELBOEO DL D,
BHEDICBbNEH LN,
3RERV, HDEWVIEZTNEEYZ
DETA—7. BEEMERE LTEY A H‘k% . ELIBEBLER%E
WEOHLBRHT e TES, B, E%uﬁ&ﬁ@@ﬁmt?ﬂi%:t
HAEES A, LT, BAICHELWTEER DI, 2015F(CTh N
foo BEDOT—TAZN, LY - F3v U4 EYCAMIZES [RED
NE] Z#7—< &9 % [Promise Park] BICHEWLT, 17mx17TmDE
ABIMBEEFIELI-CLICH B, ZOHMBOHIEEESZDAED
RHLHBHOSO0THY, IhAFh, HEAEFELHOSOO DRI D
ERTH-o7:, HOSOO GALLERY DREERIFZZICHBHLE->THIB
ETIERL, GAPEBFRLZDEXITAMBHLLYY—F - AV RZ
L—yarv A EBORRICA->TWS, ZOMEDOFIEICHz>TA
YREL—=YavORO—D oDk, T - T—a—hFE)
[~NTHEIET] 1966) ICHEWT, HHEDHBDL S L LER%]
72D THHILITRILL, HEE [R—2T7LAER] LRRTWS
TLlThoT=% [ELEY] 1. ZOLEDRKREIRYERSZ LA DI
LCiE=7E"

B, BREBRZEAGDEIILICE>THEREINSG, £
FTHRTHILDTEDRARE, ZTICETA—T7PHEREICIELT
BYVAENTHLESR, mFIE. BRERICS LW TEANLEES
BbEIT2AEHIE. BLID2ALDIGEYRK, HHWIEZIITH
SHONIEZHRBENICHIET S, ALVEELRDIE, @YV ESL
TEEFEOZEEML] ELTOUEERFOILETHD, BPICELTIE
[BFRIE =R E A3 ],

ZDFEUPDEIFREN
>N Eé’ﬁh‘bowﬁu‘:
Zik. LIELIEBA




EIEECHVTEY, ZLTW, EICELT—D2—20BERIE
—[EIEICEDE, :OtLTﬁUﬁ%Lii)%b‘ﬂf\ ZELRILAEER
RTERL, COZLEBEATH. [EREHOBTES~L] L1
SEANBH D, GAPHRABEDT—HAT ElE,. THLEEICE
F3—[ERYDBER —HoWE [ LEE| —%2B4DT7/AY—
ZRAVWTIRZAESI ETHLDTH S, ZhlE. WAL ICLTHR 5
(incomplete) BHDITARSEZEEBE L,

BYO [EBEOER] IC2NEE ZOL5A—[ERYDEDIR
ROT—HAT%AHNSEBZ N TERVD, RVEYZ, RE
D7AIVLDESICKS ZET, ERORROBFHE -7, ETS
Y, HBWE, ZOLEERET LN TELZDTEEVLD, £
NIck-T, T hIE. TEHR] W, BROEHRATUANAIC
WHHIL, ZNOHTRTEFHLAMLCWD LS5 D 2bT, EOT—
NAT%#BRBTEIENTELDTIERLD,

EoD 515

BIZELCTWIHAEEO—ERYDRK., H25WLIEEE, GAPH
AR LTELNINAL Lk, EbIE. Eo LERHEETHZ, TNId.
DGO HENERLEEL LTOEDIFAD—EEIRZ - [F+
DIIER| THD, SEDHOHERDID RFv>T—RITLTH, %
NIEERT—XTRHZLOD, EEO—EREISBERL, LAL.
ZDESICZDO—FHEYPWHITZLICL->T, ZTNETHMETE LD
bW EDICED, Ik, FAEMEL Y7L R— - RV IvD
HHENASRICASS>TEOREFHNLGLD | Lilk~R7z, [INA] &
k. ZoL5BR [E0ESFHNALO| 2#BELL. EBIEHD
THH 5,

EDT—hATEFYICERTEENSIT LI, TNETT—HAT
T —RELTLD - TWANST=GAPICESTIE, ZNHEED L
SICEMEDE/ELTESFLTESRD, EWSIBEBETEDHHT, [
LY EDCHOTIEICRATEREENILNTELLIEMEY S
FZIEICHT=2D. ZD5360—2h [hif] THDE, HDHD%EE
ICT I BRLTIEARLBWA, ZOLE [HIT] HELSE, Lo
LEAD, T—2E AZN—RZEFICEVTIE, ZDfHD7Bs
FLEJIBRMEAFRFNIEL DT IFELRVL, EOT—hA7 %
FLIHHICAHVWTELERICLTSH, BRKICLTH, 3DRFrVICL
TH, BILEDNIE, HEHLODEESIDLEBZEDIGAICIEN DL
70,

BARERD [HIF] 1E. SEHLrLITNIE Ehd TEEREET
Ho1ze SHEAVLDLNDG, HICE->THIEICELDER, Db
SHEWEEZIE TR [HESL] 6eres) FLHBEINDRR S,
LZAN B PAFE] LW EEIE. SH. KBPAICE-
ThHhobNBEDIEEZETLIICBONEA, BARICBEVLTIEXE
PROKZDEDEIE LI, HEHWIE, KE~NDRBRE [HIF] £0F
. BLWERTRZZADEN, /-, [EF] 0k, RBiEICL-
TRWHINEBIFA T AEE [HIF] EERZELHHT=,

REAAXZHIWH/LD LIS, [HIF] LiE. HiIcHT2EEIETOT
ldid, TLAMEBEBZ—FICIRA S THo7, [HUIF] LILTH -
EOKIE, B HMOBOL. B ROEBRBRRELTIFEHHN
TW] ERFAREELTLSS, ZLT, [ER] LWL EENRTL
5. ANRZZBOBObNERML, $7. (B LWIHEKC
BohaLdic, EMICBE TRV EEREY., BEROILL [H
F] e, ZhEZEREAZFDLDEL TR T2 BBV, BICDH
[T ] EBLRHEEAREIN TV,

BAEEZODL DI HER->TH, ZTITIESEIEL [HIF] v
BLTWD, ZZISMOECED LI AEZRVTELTHITIEZT

ADBZELEE D, /-, BRZBLTHAERICHT 2o NT
MoK, BHICHELELEHS [MIF] Z2ELSEILRABEIC. A
FORREZFEDOLIIC[HIF] LTRSS, KABULLNAR WL
WAERICEWTH, KEREITZ2EM T TEMELRRELZE A
HY, Bk, ELFTCEAOEFZBIBTCLH DI, 228 [H
IF ] OB THEZLEDIETHBLIICHBbND, Thdo [H1F] IF
WINHRLTEHNAL DT AL RBAEIERTHI DA W2,

HED [HF] OE=RICIE, EOT—hA T OBEREMVET LA
TINETICRBLTW MK LBLE2RDZLHD, GAPDEHKE
I, BEo [Df] 2B ThHo7,

EobFodF
AERIE, SESERFERICEDHOHER® [HI1F ] hoERINT
W5, BDRAF¥/(ICLBIAEMERE. 4ARTEVHIHELADMEZER
TRRITDT —RDERICL DGR, KEOLSHBRE, =MLY
A OEHHSINDBYDOILEHEIEICES [HIF ] FARINES
EHZHT [DIFL W IE ETRERIZZED [HIF] - o il
IERTHIRTbHNIE, HEIRRDIFIT—avThHh5,

TSRz, ADBEEZZ. IFAPYEEDT—HATERDD
B4V RZL—2av (INA) Z, FAIZLIEL. BORYYIVITALST,
AL ED [ERFHNLLD] =2 246872 [EFOEDEE] &
AT, INEBETT2%E01E, SEIZTRRSNDZDIE [EDH
O] THD, COREDLIBEVFrIY—IC, FEREICHD HoH
DIFEDELRZEERO [HIF] HHERT 2, Thid. 77 o [E
Rl ICH2HDEZHERAEDOLROKTZITEEZONZDE LA,

HoL BRI ZTTOREIE Eo (D] o [2F] ZifHs ¢
5ZETHDB, TN, ZEAEL BTV HINS [HIF] 2 £
B3 [MF] LEREbEZZETHHY, £ BB [HITF] DI
IS Z520LEBZETHH D, [ZEDFE], ZTIICAL TN,
=i [ ] A>T <,

LB HA (D] DoBBFLVEL IEWARILDD, KE
RIEZDOEREBEDETHY, ZTORIEIEINDILDBREBETH S,

SCFHET S, hLIE, CDEE CDXE, ZAICL>T—
BRI L =D /=L, BIdPRIICIERB L4 L, Z AL
SO TEEFAEXZFATLES7, DELIE, KBBDEYDN—
!
Wo k& HAL
—BEFTEH FICFELESDIE, KEICHBEZIEDHVXE
(archives) 423 DEH 5,

o

—R—i - 7a—F L [EF O] (1929)
2RBH13% [—ZEOK] (EETER)

. GAPOZNETOFEBOFMICOVWTIH, 7RV bDVxTHA b

(http://niwa-archives.org) ¥ RBHBE [BFREEEHE—FT IR - T—HA T DF

Bt (NYHTEE. 2023%) 2BRINL,

https://niwa-archives.org/ina/hosoo/

7z 7H4 k [Promise Park] (https://promise-park.ycam.jp/) &,

Iy - 73— [A—-FeTHREE/~TOMET] EBEEER (kA 20134). 428,

. 20 [Promise Park] TOMEICIREROA X —IH Y AENIA [BESE] 3R7TRY s
IEBVTHLY, POHART—YTHo7, TNIOWTIE [ - B - BEOZETZHLL
ATAT - BEA]
(https://www.hosoogallery.jp/research/articles/article-gardenandtextile01/)
EBREINT L,

- RERZ [RoER] (B, 19914), 178,

a o~ wN

)

Kage mire ba nami no soko naru hisakata no sora kogi
wataru ware zo wabishiki

(When | see its light

‘Neath the waves, | seem to be

Rowing all alone

Far across the heavenly sky, —

Lone and desolate am I.)

—Ki no Tsurayuki, The Tosa Diary (c. 935) trans. William N. Porter.

Kagemil [the name of the heroine; lit. “the body of a shadow”]

—Junji Kinoshita, Requiem on the Great Meridian (1978), Scene IV

The Garden Archives Project

The Garden Archives Project (hereafter GAP) aims to archive
ever-changing Japanese gardens [niwa] by means of a variety
of technologies. Composed of water and plants, Japanese
gardens are always moving and changing. Unlike architecture,
painting, or sculpture, they never reach a definite “completion”
At the time of their creation, a niwa is still underdeveloped, and
continues to evolve over a long period of time, rendering the
act of archiving nearly impossible. The result remains inevitably
inadequate, regardless of the efforts exerted. By taking on
this challenge, however, GAP seeks to capture the essence of
Japanese gardens.

With this aim in mind, GAP unveiled a website in 2021
called “Incomplete Niwa Archives” (INA). On this website, visitors
can view the sights and listen to the sound of multiple niwa,
using 3D point cloud data of them. Photos and videos of the
rocks, plants, and various organisms found on site are available.
The website can be updated in response to the changes in the
gardens.

In conjunction with the release of the INA website, an
installation version (Incomplete Niwa Archives, hereafter INA) was
presented at the Yamaguchi Center for Arts and Media [YCAM].
The installation consisted of 764 urethane seats on the grand
staircase of YCAM, where visitors could lie down and watch
point cloud data and videos of the Joei-ji Garden in Yamaguchi
City on nine suspended screens. The task here was to take
apart and reconstruct the experience of a niwa to generate a
“garden-like” installation. The architectural design studio Altemy
was in charge of space design for this presentation.

The House of Hosoo Garden Archives

“Garden and Textile” is a sequel to the exhibition above. The
subject is the tsuboniwa [small indoor garden] at the House of
HOS00 (hereafter HoH) workshop located in Nishijin, Kyoto. The
HoH is a two-story building, so-called kyd-machiya [Kyoto’s
typical townhouse], with a tsuboniwa, approximately 11 X 6 m,
in its center. The site also boasts a diverse array of arboreal
species, including oak, pine, plum, and camellia. Additionally,
a variety of rocks, including kurama-ishi and garan-ishi, are
positioned in the garden, accompanied by a stone lantern and
a water basin. The Hosoo textiles are woven on a daily basis in
the kura [storehouse] situated behind the tsuboniwa. The sound

of the operating looms is audible in the garden. In this way, the
HoH garden keeps watch over the production at Hosoo all year
round.

At the heart of GAP’s archives of Japanese gardens are
point cloud data from 3D scans created by Kazutoshi Tsuda,
Barna Gergey Péter, and Tomohiro Inoue, of the Kyoto Institute
of Technology’s Kyoto Design Lab. In recent years, multiple
scans have been performed on a single garden to better
capture changes over time. The HoH conducted twelve 3D
scans each month between March 2022 and February of the
following year. This effort, the first of its kind for GAP, allowed
us to visualize change from more diverse perspectives. The
data can be accessed on the INA website mentioned above.?

The present show seeks to translate these abundant
archives into textiles while engaging in dialogue with them.

We also aim to examine the very essence of gardens and
textiles, proposing a novel interpretation or illumination of these
subjects.

Garden and Textile

Why link gardens and textiles? The association may seem
arbitrary. However, textiles, made of natural threads, dyed

with vegetable dyes, and frequently incorporating natural
motifs and landscapes into their designs, have a lot in common
with gardens. Conversely, a garden may be seen as a three-
dimensional textile. A milestone for us was the creation of an
enormous, 17 x 17 m carpet for the 2015 show Promise Park,
organized by South Korean artist Moon Kyungwon and YCAM
on the theme of “Parks of the Future”® It is on this occasion that
| and Kumiko Idaka met Hosoo, responsible for the production
of the carpet. In that sense, Hosoo Gallery had its origin in

this project. GAP also stems from the research installation

| produced for the exhibition. One of the inspirations for the
carpet was Michel Foucault’'s characterization of a carpet as “a
sort of garden that can move across space” in his 1966 address

“The Heterotopias,” based on the fact that Oriental carpets were

originally designed to mimic gardens.* “Garden and Textile”
began by revisiting this project.®

A textile is constructed by weaving warp and weft together.
The warp can be as long as desired, as the weft is woven into
it in consideration of the design and function of the fabric. The
two threads thus seem to correspond respectively to the rock
arrangement that provides the basic structure and the ever-
changing plants, water, and various living creatures in the niwa.
Most importantly, a textile is a spatialization of time. In a textile,
time becomes space.

A Japanese garden is always moving and changing.
There, each phenomenon is a unique occurrence. No two
phenomena are ever identical, and they cannot be experienced
in the same way a second time. Perhaps in reference to this,
there is a dictum that says: “A garden should be seen with
the eyes of a dying person’” It is such singular phenomena—
or “performances”—in a niwa that GAP attempts to capture
through a variety of technologies. The result will be inevitably
incomplete, regardless of the level of effort invested.



Would it be possible to configure the archives of such unique
occurrences by taking cue from the spatialization of time in a
textile”? By treating long, narrow strips of textile as if they were
movie films, perhaps we can trace back in time the phenomena
in a niwa, make them unfold, or take in their entirety. This would
enable us to arrange the archives in the manner of the Hua

Yan Sutra, with myriads of jewels aligned side by side in all
directions, all interlocking and in harmony with each other.

The Kage of a Garden

Single-time phenomena, or performances, always occurring at
a Japanese garden—the INA that GAP has developed is, so to
speak, a collection of recordings of such “performances” in a
niwa. It is an “incomplete reproduction,” capturing only a limited
facet of the garden, which is a complex dynamism and difficult
to grasp in its entirety. The 3D scan data of the HoH garden,
although abundant, is only one aspect of its object. By isolating
a part of it in this way, however, something that was previously
imperceptible comes into view. Following Walter Benjamin’s
classic essay, | once called that “the unconscious of the garden”
INA is also a manifestation and collection of such “unconscious.”

The translation of our archives into textiles presented
an additional challenge. How might GAP, which has hitherto
treated the archives solely as digital data, transform them into
objects in space? One of the numerous topics that came up
during our three years of discussions on “Garden and Textiles”
was kage, or shadows. To see something, there must be light,
which creates a shadow. In the digital space of a metaverse,
however, a shadow cannot appear without a dedicated program.
All of the media we have used to construct our archives, be
it photography, video or 3D scan, are in essence nothing but
methods to capture the shadows of things that exist.

Kage in ancient Japan was a far more complex concept
than today. As seen in the Man’y0sha (late 8th century) and other
sources, the word was used early on to mean, just like today, a
shadow created on the ground by light, or area that was not
illuminated by light [i.e., shade]. However, whereas the terms
like hikage [hi- (sun)] and tsukikage [tsuki- (moon)] would
seem today to refer to a shadow cast by the sun or moon, in
ancient times they actually denoted the light of the sun or moon.
Kage could also be applied to a reflection on the water, or the
figure of a person seen in a dark space or hazily recalled, as in
omokage.

Kimiyuki Inukai argues that kage did not oppose darkness
to light. Instead, it combined the two as one. Inukai sums up
the concept as “the intersection of light and dark, the confusion
between the manifest and the obscure, and the overlapping of
the light and the shade”® As the word y6g6 [translator’s note:
the word literally means “shadow coming toward you”] suggests,
people found the manifestation of gods in kage. As exemplified
in the term mikage or goei, portraits painted in the likeness
of real persons and replicas were also called kage, treated
as equivalent to their spirit. Dreams were also found to have
characteristics in common with kage.

Japanese gardens are replete with a wide variety of

shadows. The shadows cast by the rocks and plants, standing
there bathed in light, are a constant source of delight for the
eyes. The surface of the pond, a staple of niwa throughout the
ages, creates an intricate, flickering kage, while reflecting the
surrounding landscape like a mirror. Even in karesansui [dry
gardens], white sand acts as a proxy for water, continually
producing complex patterns of shades and shadows. The
fact that gardens were traditionally a place to remember the
departed seems to attest to their status as a site for kage.
None of these kage are static. They are elusive and constantly
changing.

The ancient concept of kage shares a number of
characteristics that we have been discovering in our efforts to
rethink the meaning of archives on niwa. GAP’s work has also

been a pursuit of the gardens’ kage.

Kage of the Garden’s Kage

The present exhibition consists of the HoH garden’s kage,
created by a diverse array of techniques. Three-dimensional
kage produced by 3D scanning, images generated through
mapping data in four dimensions, i.e., beyond our perception.
Reflections like those on the surface of water. Kage resulting
from the three-dimensional structure of textiles, which in

turn are a product of materials and the way they are woven.
Kage cast by deflected light, or those of the sound heard in a
garden.... They are both dimensional reductions and gradations
of a given phenomenon.

Following Benjamin again | once referred to the INA
installation, in which people lie down and look at the archive
absentmindedly, as a “collective dream garden,” a place where
people experience “the unconscious” of the garden—its “dream”
The exhibits in this show can be seen as the garden in the
kage [shadow] of the garden. The cavernous, dark gallery is
inundated with the kage of different moments at the HoH’s
tsuboniwa in Nishijin. It may be likened to Plato’s famous
metaphor of the cave in The Republic.

Specifically, the intention here is to precipitate the kage of
the garden’ kage. It is also to superimpose kage, cut out in a
variety of forms, on other kage, or to capture the kage of a kage.
Visitors come to these double kage, adding their own to them.

What will a new garden consisting of these diverse kage
look like? The current exhibition serves as a testing ground—a
garden—for this hypothesis, and the verification of the results
will be the focus of our future research.

Now [ charge this man and this woman, by whom | have
existed a single second, never to end again, by whom |
have been stamped on the page of eternity.

For what has once existed is forever part of the
imperishable archives—

—Paul Claudel, “The Double Shadow,” The Satin Slipper (1929),
Scene XllIl, The Second Day, trans. John O’Connor.

Notes

1. For more information on GAP’s past activities, see the project’s website (http://niwa-archives.org) and my Nihon teien o meguru—dejitaru akaivu no kanései

SO
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[Walking Around Japanese Gardens: The Potential of Digital Archives] (Hayakawa Shinsho, 2023).

https://niwa-archives.org/ina/hosoo/
See the “Promise Park” website: https:/promise-park.ycam.jp/.

Michel Foucault, “Les Hétérotopies” (1966), rpt. in Le Corps utopique—Les Hétérotopies, ed. Daniel Defert (Paris: Lignes, 2019).
The image of ruins, initially a central theme in this project, was woven into the carpet in “Promise Park.” See my “Niwa orimono kenchiku no kosasuru atarashii

media kankyd e” [“Toward a New Media Environment at the Intersection of Garden, Textile, and Architecture”]

(https://www.hosoogallery.jp/research/articles/article-gardenandtexitle01/).
. Kimiyuki Inukai, Kage no kodai [“Kage” in Ancient Japan] (Oft-sha, 1991), 17.
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On 3D Scanning of House of Hosoo Garden
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Japan has four seasons: Spring, Summer, Autumn, and Winter,
each with different characteristics. Nevertheless, nature’s
changes are not limited to these, and there is a gradual
change day by day in the yearly cycle. Buds open, and insects
approach to gather the pollen of the blooming flowers. Autumn
leaves fall on the ground and decompose into soil. Plants,
that expanded in summer are suddenly trimmed short by
gardeners. The more we observe this dynamism, the more we
can apprehend of its intricacy.

Since its foundation in 2014, Kyoto Design Lab has been
challenging the boundaries of state-of-the-art technologies
by fusing design, engineering, and humanities. The 3D survey
of the House of Hosoo garden was conducted along these
endeavors from March 2022 to February 2023, to digitally
archive the detailed changes in the diversity-capturing
framework of the “Incomplete Niwa Archives” To achieve this,
laser scans at 26 positions, and according to the state of the
vegetation 1,000 to 3,000 pictures were taken 12 times in
a year. This large amount of data was spatially matched at
millimeter-level precision based on immobile base points, and
a 3-dimensional model was computed with the application of
photogrammetry, a technology that generates coordinates from
the geometrical calculation of the offset of feature points from
consecutively taken pictures to output 12 sets of point clouds.

Digital technologies tend to prioritize rationality rigorously.
The way the scans and the photographs were taken was to find
a distinct pattern as the surveys were conducted. The shooting,
which was somewhat random at the beginning, has settled to
a certain route as the site got more and more familiar, and the
recording of the garden found its clockwork pace at a settled
speed. However, passing the same route as clockwork 12 times,
one, on the other hand, starts to discover the minute changes
each time. Bracken spirals appear where the soil heaped up
a little last time. Small fruits are growing where the Japanese
Plume used the blossom, and leaves are playing in a vigorous
green. Things noticed during the survey, and the data archived
have captured the garden of the House of Hosoo as a fabric

woven of space and time in 4D.

Scan direction and alignment, Photogrammetry, and point cloud generation:
Barna Gergely Péter
Laser Scanning: Kohei Ishida, Ryo Ikeda, Tomohiro Inoue, Kazutoshi Tsuda

Barna Gergely Péter

Kyoto Institute of Technology, Kyoto Design Lab Project Assistant Professor
(until November 2024.) He has a PhD in Japanese Architecture. Since 2019 he
has been executing pragmatic research projects at the Kyoto Design Lab with
the theme “Dynamic Heritage” that combine traditional craftsmanship with
state-of-the-art archiving, computation, and machining technologies. In 2024
he stayed as a postdoc fellow at the Gramazio Kohler Research at ETH Zirich
with his project “Augmented Craftsmanship.”
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Gardens, textiles and architecture must have something in
common. With this expectation, | visited House of Hosoo for the
first time about three years ago.

In order to gain an insight into Nishijin-ori, | visited the
workshop and observed the techniques. After gaining a general
understanding of the process, | looked into the textile itself
through a small magnifying glass. The delicate patterns and
minute unevenness felt on the surface of the fabric turns out
to be only a small part of it, and | sensed that Nishijin-ori’s true
essence lies in the three-dimensional world within. The fabric,
which | had previously thought of as flat, suddenly took on a
volume in my mind. At that very moment, the textile struck me
as architectural. | wondered if it would be possible to create a
fabric that would reveal the hidden structure of Nishijin-ori. That
vision was the origin of The Shades of Shadows.

| thought about how to translate the point cloud data,
3D-scanned over 12 months in the tsuboniwa [small indoor
garden] at the House of Hosoo, into a Nishijin textile, as well
as how to stage it at the Hosoo Gallery. Rather than looking
at the material in front of us now, the garden is a place to take
in the constant changes throughout the four seasons, and
view the situation in the shifting moments of time. Can we
create such a situation with a textile? Instead of treating it
as a physical object, | imagined the textile as a mediator that
brings phenomena to light only in dynamic situations such
as temporal transition and bodily movement. In other words, |
wanted to create a situation in which the body’s movement
around the textile brings different phenomena into sight, and
the textile’s appearance changes with the movement of the
viewer—a situation that incorporates time, just like a garden. A
garden also consists of a perfect balance between man-made
and natural elements. The idea was to weave the handiwork of
generations of Hosoo artisans and environmental phenomena
into a textile, striking a delicate balance between these two
elements.

Examination of 12 months’ worth of point cloud data of
the tsuboniwa makes visible what might be termed the data in
ma [in-between space], imperceptible in the actual garden. By
superimposing 12 sets of data in a digital space, we were able
to extract and recognize the variations in each month and each
season. We focused on the dynamic aspects of the garden in
motion and translated the ma data into a textile.

For this exhibition, we used the same photoelastic
mechanism as in the 2023 Ambient Weaving Il exhibition at
Hosoo Gallery to cause the design to change according to
the dynamic conditions around the textile. Photoelasticity is
a mechanism whereby a soft elastic material (transparent
film), deformed by external force, birefringes the light to
generate a diverse range of colors. The color also changes
depending on the viewing angle. In an attempt to translate
these two elements—the color change due to film deformation
and different viewing angles—into textiles, two scales were
extracted from the ma data of the garden. One is the minute
changes in the garden from month to month, and the other is

the dynamic changes from one season to another. By applying

a small external force to the textile using the structure of
Hosoo’s signature Wave design, the subtle monthly changes
turn into textile phenomena. Also, by unfolding the textile

as a curved surface of several meters in the gallery, a path

is delineated to guide visitors around the exhibition. As they
stroll along, their viewing angle shifts, revealing the dynamic
seasonal changes throughout the space. The textile’s minute
and dynamic changes are transformed into an organization
chart by means of point cloud data from the garden and
ultimately sublimated into the design of the textile.

What we see in The Shades of Shadows are not shapes or
material colors, but shades of different situations. The aim is to
make the dynamic situation of the garden, which does not have
a definite contour, emerge as shades on the textile, between
the textile and human beings.
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Altemy is an architectural firm in Japan headed by Eri Tsugawa, the winner of
the first prize in the competition for Kobe Sannomiya Station Square, with
members Yo Tomura, Takahito Konishi, and Shuma Tei. Known for its innovative
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and more. The notable projects include Spectra-Pass (2021), Incomplete Niwa
Archives at Yamaguchi Center for Arts and Media [YCAM] (2021) and Tagukore:
Dunno A Thing About Art (But | Like It) exhibition venue (Kadokawa Culture
Museum, 2023). Altemy has received multiple accolades, including Special
Award for Urban Landscape, Ministry of Land, Infrastructure, Transport and
Tourism, Excellence in Civil Engineering Design Prize, Shortlisted for the Japan
Kukan Design Award, and Good Design Award.
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Textile and material research and development:
Yasuaki Kakehi, Yumi Nishihara (Kakehi Yasuaki Lab., the University of Tokyo),
Satoshi Nakamaru (Zozo Next, Inc.)

Sound recording and design: Takeshi Azuma

Virtual gallery development: Skeleton Crew Studio Inc.

Curation: Kumiko Idaka

Direction: Masataka Hosoo

PR: Momoko Aoyagi
Promotional design: Akihiro Morita

Organized by Hosoo Co.,Ltd.
Supported by Nitto Denko Corporation

Grant-in-Aid for Scientific Research (B), “Research and Development of a Comprehensive
Digital Archives of Japanese Gardens as Dynamic and its Sustainable Construction System.”
(23K21898)
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Editors: Rurihiko Hara, Kumiko Idaka
Translator: Gaku Kondo

Design: Akihiro Morita




