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In nature we never see anything isolated, but everything in connection with something else 

which is before it, beside it, under it and over it.  

-Johann Wolfgang 

 

Nature does not hurry, everything is accomplished. 

-Lao Tzu 
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CHAPTER 1 

APPRECIATING A GARDEN AT THE BOTTOM OF A TEA BOWL 

When one visits a Japanese garden, they most likely note that it is inherently different 

from typical gardens in the United States of America.  Since many Americans are accustomed to 

the structure of a European garden, Japanese gardens can be confounding to a viewer.  At Como 

Zoo and Conservatory in Saint Paul, Minnesota, the Japanese garden is often described as 

natural, calming, or relaxing.  The other gardens at Como Conservatory are more geometric and 

formal in nature, as they follow traditional European gardening practices and design.  Aside from 

the very different practice of design aesthetics in Japanese gardens, it is the Japanese 

philosophical concept of ma that encourages a soothing and calming affect. 

It is this internal quiet that drew me to the Japanese garden when I was sixteen.  My 

mother, aunt, and I attended a tea ceremony at the Charlotte Partridge Ordway Japanese Garden 

at Como Park (Como Park Japanese garden).  The postcard directed us to dress modestly, with 

long skirts, covered shoulders and white socks, and to arrive early.  This was my first clue that I 

was in for a unique and to me, life-changing experience. 

 We arrived at the gate that led down to the teahouse.  The attendant told us that we had to 

wait to be escorted.  “What is so special about this place that we need to be escorted?” I thought.  

“Don’t they trust us?”  A young woman in a beautiful kimono greeted us, and slowly walked 

down to the teahouse with us.  On the walk she gave us a history of the tea ceremony, but I was 

too busy wondering where we were going, and worrying about what I got myself into to hear 

what she was saying.  In the teahouse, I removed my sandals and put on the white socks that 

were demanded of us upon the invitation (I was frustrated we had to wear socks and long skirts, 

as it was 90 degrees outside).  Then we put on slippers, like what I wear at bedtime, and walked 

across the stone path outside, and I tried not to step on the moss as I stumbled.  Before going into 

the actual teahouse structure, we each took our turn going up to the water basin.  It was so 

strange, we weren’t supposed to wash our hands, but rather symbolically purify ourselves before 

having tea by pouring water on our hands and having a sip of water from the ladle.  I didn’t 

understand for what reason I needed to purify.  I wondered if this ritual was going to be like 

confession at church.  Then we slid through a window-like door on the floor and sat cross-legged 

on the floor.  We were silent as mice as the tea master prepared each of us a bowl of tea.  I 

remember the correlating snack being sticky sweet; however, the bowl of tea looked like the 
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pond scum at my grandma’s house.  “Eww,” the tea was disgusting; it was bitter and frothy; I 

wanted another sweet to put in my tea.  At the end of the ceremony, I stumbled forward almost 

into the rice paper screen, since my feet were numb from kneeling for over an hour.  Despite all 

of this, I turned to my mother after the tea ceremony and said that I wanted to volunteer at the 

garden because I was so curious about this experience, and left with such a feeling of peace and 

calm.  I have been a volunteer in the Como Park Japanese garden since I was eighteen.  In fact, 

this is how I began a lifetime love affair with Japanese gardens, and ultimately the exploration of 

the principle of ma.    

It is the pauses in each motion that drove the ceremony forward and brought attention to 

the detail of the process.  This is ma, in an art form.  This thesis aims to elicit my research into 

ma, and while I do not have a space to actually create my own Japanese garden, I will explore 

aesthetic principles in another art form - papercutting.  In addition, by recording the history of 

the Como Park Japanese garden through oral histories and documentation, I am seeking to raise 

awareness of the importance of Masami Matsuda, a ninth generation Japanese landscape 

designer.  Fellow volunteers will benefit from additional information to add to their repertoire for 

interpreting and tours.   

How was the philosophical concept of ma used to develop the cultural values and 

aesthetics of the garden? How can the garden, through the concept of ma, provide inspiration for 

another genre of art (papercuttings)? In this study, I first argue that the simplicity of form and 

function of papercutting illustrates the aesthetic qualities of the Como Park Japanese garden, by 

analyzing the process through the Japanese philosophy of ma.  In addition, I will document the 

history of the garden and its designer as an example of lessons in cross-cultural communication 

and values (as ultimately, I seek to provide a basis for understanding about the Japanese 

philosophy of ma, a history of Japanese gardens and gardens in Minnesota will be provided 

including the history of Como Park’s Japanese garden and the designer Masami Matsuda).  

Following, a discussion of ma related to core Japanese garden aesthetics sets the stage for the 

presentation of specifically created papercuts of the Japanese garden, with a corresponding 

explanation of ma principles incorporated in each scene.  Lastly, this paper presents a reflection 

on the exhibit and papercutting process.   
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CHAPTER 2 

JAPANESE PHILOSOPHY OF MA 

Ma refers to space, place, and time.  As quoted by Isozaki, the Iwanami Dictionary of 

Ancient Terms describes ma as “the natural distance between two or more things existing in a 

continuity” (1990, p.70).  The concept of ma refers to time that is more cyclical in nature, rather 

than the traditional linear continuum of western view.  Ma has been discussed briefly in 

Philosophy, communications, Theater, and more in-depth within the field of Architecture, but 

there has been little discussion of ma in relation to Japanese gardening aesthetics.  Since ma is so 

ingrained into Japanese arts and customs, it could be said to be a part of the cultural identity 

(Pilgrim, 1986b, p.  32).   

The ma pause in space and time is eloquently evident in traditional Japanese arts (Di 

Mare, 1990).  In Noh, Japanese dramatic theater, ma can be seen as actors pause in scenes to 

draw attention to emotions, along with allowing the viewer to interpret the scene through 

gestures (Pilgrim, 1986b).  “The moments of ‘no-action’ are the most enjoyable.”  Nitschke 

explains that noh exemplifies ma as it is the “dynamic balance between object and space, action 

and inaction, sound and silence, movement and rest” (1988, p.  6).   In addition, ma is 

exemplified in chanoyu, a Japanese tea ceremony, where the tea master has studied for many 

years to master the technique of preparing a bowl of tea for guests, which involves precise timing 

and movement (Pilgrim, 1986a; Shoshitsu XV, 1986).  Similarly in music, ma is represented by 

the pauses between notes (which are as important as the sound) in creating a composition.  Ma is 

what makes various Japanese arts a thing of beauty in their simplified, minimalistic form.  It is 

more than “negative space,” the absence of physical things, or clutter; however, an art form that 

includes ma will also include the concept of time in addition to negative space. 

One of the first scholars to discuss ma in depth in English was Isozaki (1980, p.  2) who 

cited the term as a “natural pause or interval between two or more phenomena occurring 

continuously.” Pilgrim (1986b) gathers descriptions and illustrations of ma from various art 

forms, and describes the concept as “pregnant moments.”   Pregnancy is a transitional time prior 

to birth, but following conception.  It is the in-between moment of parenthood; one that can hold 

much meaning, from first-time parental anxiety to celebrations of the upcoming birth by going 
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on a second honeymoon, or “babymoon.”  This cyclical nature of space, place, and time exists in 

every aspect of Japanese culture from communication to the arts.   

Ma as a concept that includes place in relation to space and time was introduced by 

Nitschke (Nitschke, 1966, 1988).  He discusses the genesis of the symbols that make up the 

Japanese character for ma, which are “moon,” “sun,” and “gate.”  He asserts that the imagery 

behind the characters, “depict a delicate moment of moonlight streaming through a chink in the 

entrance way, fully expresses the two simultaneous components of a sense of place: the 

objective, given aspect and the subjective, felt aspect” (1988, p.  1).  Isozaki discusses physical 

space delineated by posts and screens as “rooms,” or “the natural pause or interval between two 

or more phenomena occurring continuously” (1980, p.  2).  Nitschke (1988) illustrates this 

through elements of a teahouse including roku jo no ma or “six-tatami (mat) room,” which 

defines a place, even though measurements are not exact for tatami mats, as they vary by region, 

and cha-na-ma refers to a tea room (Nitschke, 1988, p.  2–3).  To demonstrate subjectivity, 

Nitschke illustrates iwa-ma, which means “on the rocks,” referring to place, time, and mood of 

rocks (p.  6).  It is the objective (visible features) and subjective (emotions and feelings) 

combined that create a sense of place, a connection with the moment, in Japanese gardens.   

 Japanese gardens embody the concept of ma through the lack of a distinct focal point 

(Isozaki, 1980, p.  2).  A Japanese garden reveals itself as the visitor walks the wandering paths 

and lets the eyes wander throughout the layers of plantings and manmade features.  Japanese 

gardens favor blank space, the absence of bright colors, and asymmetrical designs.  In the film 

MA: Space/Time in the Garden of Ryoan-Ji, Iimura explores the concept of ma by experimenting 

with sound, line, and light.  He also explores the historical zen garden, Ryoan-Ji, in Kyoto, 

Japan, through film which shows 13 stationary rocks that cannot be seen all at once from any 

vantage point, but are brought to sight through the use of continuous space; the film is 

punctuated by pauses with poetry that explain and elicit ma (Iimura, 2002).  It is the combination 

of visualizations of the garden (space), punctuated with pauses and poetry (time) that create a 

sense of place.    
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CHAPTER 3  

HISTORY OF JAPANESE GARDENS 

 In order to understand the current iteration of the Charlotte Partridge Ordway Japanese 

Garden at the Como Zoo and Conservatory, it is important to understand the history of the space 

and architectural influences.  In this section, a brief overview of the Japanese garden will be 

provided in order to understand the history from expansive gardens built for aristocrats to the 

smaller, designer and setting-driven scenery seen in the current Japanese gardens of the United 

States.   

Japanese gardens in Japan  

The Heian period (794-1184) is named after the then-new capitol of Heinankyo, which is 

modern day Kyōto.  The Han period is marked for the reinterpretation and translation of Chinese 

landscape design into Japan (Kuitert, 1988, p.  3).  Gardens built during this time were for the 

aristocrats and clergy, or those with power.  During this time Sakuteiki, the oldest published text 

on Japanese garden theory, was published.  This document is also known as one of the “secret” 

texts passed down from master to student over time, and was only recently translated into 

English.  In this text, a typical residential pond and island garden style is discussed, illustrating 

core elements that make up a Japanese garden (Kuitert, 1988, p.  3).  Hidensho, or Japanese 

secret texts, are found within every traditional Japanese art form from chado, (the Japanese tea 

ceremony) to ikebana, (a Japanese form of flower arranging) (Slawson, 1987, p.  48).  As water 

features are a key discussion in Sakuteiki, one of the few remaining gardens from this period is 

Daikaku-ji, outside of Kyoto.  The temple dates back to 814, and features a large artificial lake, 

which reflects the outlines of Dongting Lake in China.  In the lake are two islands, one of which 

is known as Chrysanthemum Island, and is featured in many poems from the period.   

The Kamakura period (1186-1393) featured the rise of a warrior class and the decline of 

aristocracy and the Zen sect of Buddism (Kuitert, 1988, p.  57).  Following the grandiose palace 

gardens of the previous era, this era recoiled from the ostentatious and focused on the “good 

rules of landscaping” with Zen gardens (Newsom, 1953, p.  14).  In the Hein period, palaces 

faced gardens featuring a pond and island allowing for the festivals and ceremonies (Kuitert, 

1988, p.  3).  More attention was paid to size and scale , and groves of trees from the previous 

period gave way for the use of evergreen plantings (Newsom, 1953, p.  14).   
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During the Momoyoma period (1335-1573) “the role of shoguns as patrons of the arts 

was especially important during the first half” (Kuitert, 1988, p.  62).  Zen gardens continued to 

be built.  It was during this time that the most famous of Zen dry gardens was created, Ryoan-ji: 

the Temple of the Peaceful Dragon, in Kyoto, Japan.  In this rectangular garden 15 stones are 

placed; however, the viewer cannot see all the stones at any vantage point.  The white gravel is 

raked in various patterns mimicking the ocean.  It was also during this time that the tea ceremony 

was simplified under the direction of tea master Sen no Rikyū.  The focus on form in the tea 

ceremony led to the creation of gardens, meant to be walked through and integrated into the tea 

ceremony.  Tea gardens introduced manmade objects, such as lanterns, fences, and stepping-

stones into Japanese landscape design.   

The shogun capitol was moved to Tokyo during the Edo period (Newsom, 1953, p.  15).  

Stroll gardens during this time were “vast in scale, large lakes with islands, surrounded by paths 

leading to various garden structures and objects of interest” (Newsom, 1953, p.  15).  These 

gardens featured famous geographic sites, such as Mt.  Fuji (Newsom, 1953, p.  15; Nitschke, 

2003, p.  169).  It is here that the design element of borrowed scenery is constructed; where one 

incorporates the surrounding landscape into the design and makes the garden appear larger than 

it is in reality.  One of the most noted gardens incorporating the idea of borrowed scenery is 

Koishikawa Kōraku-en in Tokyo.  At the time Koishikawa Kōraku-en was built, large trees 

surrounded the garden to give the illusion that is was larger than the actual dimensions.  Today 

the scenery includes large skyscrapers that wrap around the expansive garden, providing an oasis 

in the middle of the city.   

The United States of America and Japan Friendship Treaty was signed in 1854.  Since 

foreign consulates were opened in Japan, the Meiji period (1869-1912) saw much foreign 

influence on Japanese gardens with adornments and flowers (Newsom, 1953; Nitschke, 2003).  

One such garden to illustrate this period is Chinzan-so, which is a part of Hotel Chinzanso 

Tokyo.  “Prince Aritomo Yamagata built his mansion here and named it ‘Chinzan-so’ or ‘House 

of Camellia’ after the numerous camellia flowers that blossomed here; he made use of the 

undulating topography of the mansion grounds to its best advantage” (Kuri, 2014).  Japanese 

gardens incorporated more synthetic and sculptural forms, along with flowering shrubs.  These 
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periods continue to be key factors in modern design as Japanese gardens continue to evolve with 

the changing needs of the community.   

History of Japanese gardens in the United States 

While the 450 Japanese gardens are relatively young in North America, their 100-year 

history can be broken out into different periods or themes.  Two historians have provided a 

breakdown of gardens in North America: Makaoto Suzuki and Kendall Brown.  Suzuki identified 

“three eras in the history of Japanese gardens in North American and Europe: the age of world 

fairs from about 1870 to 1940, the four post-war decades characterized by sister city gardens, 

and, beginning the 1990s, a new period marked by greater exchange of information through 

conferences, journals, websites, and education programs, and an emphasis on adaption rather 

than authenticity” (Brown and Cobb, 2013, p.  11).  Suzuki also outlined five main reasons for 

adapting Japanese gardens in the world: commercial, political, cultural, pleasure, and friendship 

(Suzuki, 2009).  Brown (2013) furthers this discussion with five periods of Japanese gardens in 

North America: oriental exotica, building bridges, innovation by adaptation, expansive visions, 

and traditions transformed.  As Brown states, “Although adaptation was becoming the de facto 

strategy for creating Japanese gardens in North America, most public gardens still insisted on the 

idea of authenticity” (2013, p.  14).  For the purpose of this study I will be using Brown’s five 

periods to explore the history of Japanese gardens. 

Following the Meiji Restoration in 1868, Japan ended a long period of national isolation 

and became open to trade.  Japanese gardens were just one export of Japanese arts during the 

flurry of Japonism, when the West became obsessed with all things Japanese.  Brown identifies 

this pre-World War I period as a time for the West to experience Japan in various art forms, but 

also for “Japanese bureaucrats and entrepreneurs to deploy Japanese gardens for their political 

and commercial value” (Brown, 2013, p.  11).  The first Vienna World Exposition of 1873 

introduced Japanese gardens to the West.  At the Exposition the country of Japan built a 

Japanese garden featuring a Shinto shrine and white wooden gate.  Also featured at the World 

Exposition was a bazaar featuring Japanese arts and crafts (Suzuki, 2009).  It is during this time 

that Japan created a Japanese garden at the 1904 World’s Fair in St.  Louis, Missouri (Goto, 

2007).  Numerous tea gardens were built to represent Japan across North America, many of 

which are celebrating their centennials, including the Huntington, Maymont, San Diego, 
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Hakome, and Brooklyn Botanical Gardens Japanese Gardens (“Centennial gardens: Celebrating 

centennials in North America’s Japanese gardens,” 2014).  These gardens were often built by 

first-generation, issei, Japanese immigrants.   

While we used Japanese gardens as examples of Japanism, collections of artwork, or for 

political purposes, during World War II they were an avenue to keep Japanese culture alive for 

the issei and nisei, in the internment camps.  “Gardens were a cultural act of defiance against the 

environmental and mental conditions they were enduring” (Tavoda, 2015, p.  3).  Of the ten 

internment camps, Manzanar was designated a Historic Site in 1985, and numerous gardens have 

been unearthed onsite.  In contrast with Japanese gardens constructed by barracks, many 

prisoners worked on farm fields growing vegetables; such vegetable gardens were marketed as  

“victory gardens” during World War II.  “However, in the context of the incarceration camps, 

victory gardens were an ironic twist to the circumstances of forced confinement and wartime.  

Inmates were asked to garden for their captor’s victory over their ancestors”(Tamura, 2004, p.  

9).  Since Japanese-Americans had a strong tradition in landscape design and farming, this work 

was a way to keep up with their profession while being imprisoned.  In addition, they planted 

numerous Japanese vegetables, which were used to enhance their meals (p.  9).  Internment camp 

gardens contributed to the mental and physical well-being of the inmates, along with Japanese 

cultural preservation during this suppressive time in United States history.   

The 1960s and ‘70s could be characterized as the golden age for Japanese gardens in 

North America.  Following World War II, Japanese gardens were “sponsored by public 

institutions” (Brown, 2013, p.  13).  “Public gardens flourished in response to the positive 

experiences of the GI’s in Japan and the Federal Government’s effort to rebuild bonds with 

Japan as a bulwark against Communism” (Brown, 2013, p.  13).  In 1956 President Eisenhower 

developed the sister city program to foster peace through people-to-people connections.  Saint 

Paul, Minnesota and Nagasaki, Japan are sister cities that pre-date the formal program.  They are 

the first sister cities between the United States and anywhere in Asia.  The sister city program 

was started thanks to the efforts of St.  Paul businessman, Louis W. Hill Jr.  The civic Japanese 

gardens built following World War II focused on rebuilding country and citizen relationships; 

these gardens were more natural, but still grand in scale.  In a survey of 152 gardens, 35% were 
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constructed to commemorate sister city relationships (p.  10).  As many were sponsored and 

funded by cities or sister-city non-profit organizations, these too are civic gardens.   

Following the civic gardens movement, most Japanese gardens were built by Japanese 

landscape designers who were either from Japan and constructed the gardens for employment, 

relocated Japanese designers, or Americans who trained under designers in Japan (Brown, 2013, 

p.  15).  The most well known Japanese garden designer in North America was Kochi Kawana.  

Kawana studied numerous Japanese art forms, such as sumi-e painting, and ikebana flower 

arranging, and pottery.  These artistic forms, which have a strong influence of line and shape, can 

be seen in Kawana’s designs, which transport the viewer into otherworldly views as if in Japan.  

He designed or renovated eight major gardens, many of which are on a larger “dream-like” scale 

with attention to line, texture, form, and color (Brown, 2013, p.  15).   

The latest period of Japanese gardens moves beyond just presenting a representation of 

Japan, or as a cultural exchange, or by a signature designer.  The “traditions transformed” 

modern-day period focuses on adapting the Japanese garden for the local environment, and is 

more natural.  These gardens “explore artistic creativity within a long tradition of design, 

creating culturally resonant evocations of natural landscape, and provide complex yet calming 

environments that inspire and soothe” (Brown, 2013, p.  16–17).  An example of a Japanese 

garden that has been perfectly adapted to the local environment and needs of the patrons is 

Anderson Japanese Gardens in Rockford, Illinois.  This garden was designed and built by Hoichi 

Kurisu a local businessman.  It was then donated to the Rockford Rotary Charitable Association, 

where it serves as a community building and event site, such as for the Yukimi Chakai, a 

traditional Japanese Snow Viewing Tea Ceremony, thus, adapting to the needs from patron to 

public non-profit.   

A brief history of Japanese gardens in Minnesota 

In order to appreciate the Charlotte Partridge Ordway Japanese Garden, it is important to 

understand the history of Japanese in Minnesota, and Japanese gardens.  There are four public 

Japanese gardens in the greater Minneapolis-Saint Paul, Minnesota area: Charlotte Partridge 

Ordway Japanese Garden at Como Zoo and Conservatory (Saint Paul), Normandale Community 

College Japanese Garden (Bloomington), Seisui Tei at the Minnesota Landscape Arboretum 
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(Chaska), and Jo-ryo-en at Carleton College (Northfield).   The gardens at Carleton, Arboretum, 

and Normandale were in response to local interests and philanthropists.   

Carleton’s Japanese garden, Jo-Ryo-En, Garden of Quiet Listening, was dedicated in 

1976, and designed by American David Slawson and described as a “three-dimensional painting, 

and the paved walk as the bottom of the picture frame”(Ryan, 2011).  This garden was built due 

to the encouragement of an Asian Studies professor at Carleton College, Bardwell Smith, and 

funded by private gifts and grants (Martin, 2012).  This garden would fit within Brown’s 

category of “innovation by adaptation.” This garden is in the kare-sansui style, or dry landscape 

garden.  The water is suggested by the lightly covered rocks and gravel.  The islands are made up 

of large rocks.  One might be reminded of the famous dry landscape Ryoan-ji garden in Kyoto, 

Japan when visiting the Carleton garden.  Slawson made use of existing arborvitae to serve as 

“borrowed scenery” and gives the illusion that the garden is larger than it is (Ryan, 2011).  

Slawson designed the garden with Minnesota cold hardiness standards in mind.  One of the 

beautiful aspects of this garden is that it is adjacent to a residence hall.  This allows students, 

staff, and faculty at the college a place to relax and meditate while sitting in the pavilion or 

residence hall windows.  These aspects makes this garden ranked ninth in the country based on a 

survey of Japanese garden experts (North America’s best Japanese gardens, 2013). 

The Japanese Garden at Normandale Community College was dedicated in 1976, built by 

the Bloomington Affiliated Garden Clubs and designed by Takao Watanabe, from Tokyo, Japan 

(Normandale Community College, n.d.).  This large two-acre strolling pond garden has some 

features that might be classified as “Japanesey.”  The garden includes “the Bentendo… [a] 

hexagon-shaped building on one of the three islands in the Garden's lagoon” (Normandale 

Community College, n.d.).   In addition, a taiko-bashi (rounded bridge), and red bridges are 

features that are not typically found in Japanese gardens, as it is unlike other designs that use 

natural woods, and simple structures to view the garden from.  The garden commemorates the 

“6,000 World War II Americans of Japanese descent that served our country at Camp Savage 

and Fort Snelling in the Military Intelligence Service translating documents and interrogating 

Japanese prisoners” (Brown, 2013; Normandale Community College, n.d.).  Since this garden 

features many Japanesey items, I would link this garden to Brown’s categories of oriental 
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exotica, but also building bridges, as the Bloomington-Izumi Sister City is very involved in the 

maintenance of the garden.   

Renowned designer, Koichi Kawana, a professor of landscape architecture, designed 

Seisui Tei, Garden of Pure Water, at the Minnesota Landscape Arboretum.  This small garden 

consisting of 75x75 feet is at the edge of the Arboretum’s main garden property with highlights 

of a 10-foot waterfall, tortoise island, and viewing pavilion.  The garden uses the principle of 

“reveal and conceal,” so that one cannot see the entire garden from a single vantage point.  

Kawana was a highly sought-after designer by botanical gardens, designing over eight major 

gardens; this garden was funded by a gift from Mr.  and Mrs.  John G.  Ordway Jr.  (Univerity of 

Minnesota, 2009).   

While all the Japanese gardens in Minnesota were built relatively recently, they 

demonstrate a wide variety of Japanese garden styles.  The Japanese garden at Como Park 

demonstrates a variety of eras and conceptual shifts from its inception to current day.   
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CHAPTER 4 

HISTORY OF COMO PARK 

Japanese gardens at Como Park in Saint Paul, Minnesota have a lengthy history that 

spans over a century.  The Japanese gardens traverse Brown’s (2013) themes of oriental exotica, 

building bridges, innovation by adaptation, and traditions transformed.   

The history of Como Park is tied to the era and spirit of other nationally known parks, 

such as Olmsted’s Central Park in New York City, and Washington’s National Mall (Roethke & 

Blodgett, 2009, p.  30).  Horace Cleveland, a land surveyor, was asked to speak at the University 

of Minnesota in 1865 on the topic of the “vast regions lying undisturbed between the Mississippi 

and the Pacific” (Roethke & Blodgett, 2009, p.  33).  He then was asked to address the Saint Paul 

Chamber of Commerce, and following charged with formulating a comprehensive city plan.  In 

1872, Cleveland presented a city plan that included green spaces, along with city street layouts 

(Roethke & Blodgett, 2009, p.  34).  “The commissioners selected 257 acres just inside the city 

limits on the north and west shores of Lake Como.  Most of the land was purchased from hotel 

proprietor and farmer W.B.  Aldrich and from former Minnesota governor William R.  Marshall” 

(Roethke & Blodgett, 2009, p.  34).  In 1887, Cleveland finally prepared a design and plan and 

began developing Como Park (Roethke & Blodgett, 2009, p.  34; Schmidt, 2002, p.  44).  Today 

Como Park is a part of the City of Saint Paul’s Parks and Recreation Department.  It consists of 

384 acres, and includes the Marjorie McNeely Conservatory, Como Zoo, Como Town, Carousel, 

Como Lake, Como golf course, lakeside pavilion, Global Harmony Labyrinth, pool, athletic 

fields, public art, and gardens (Roethke & Blodgett, 2009, p.  38). 

 The first Japanese garden on the grounds of Como Park was built in the early 1900s.  

Rudolph Schiffman, a “patent-medicine tycoon” visited the 1904 World’s Fair in St.  Louis and 

fell in love with the Japanese garden presented there, so much that “he purchased a ‘rare and 

large collection’ of trees, shrubs and granite lanterns from the St.  Louis exhibit” (Roethke & 

Blodgett, 2009, p.  98).  Schiffman was an original member of the Saint Paul Park Board in 

1887.  “He hired Yukio Itchikawa to assemble these treasure on the south-facing slope of Cozy 

Lake” (p.  98).  The Japanese garden (Figure 1) at the 1904 World’s Fair featured hills, 

waterfalls, trained dwarf trees, wisteria, peonies, lilies, and maples, which was a replica of part 

of the Imperial Garden of Mikado, and designed by Itchikawa (Barron, 1904, p.  572; Goto, 
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2007; Hoshi, 1904, p.  114).  The building materials for the Japanese Pavilion were brought from 

Japan and built by native carpenters (p.  114).  Itchikawa also assembled the trees, shrubs, and 

four granite lanterns along the south-facing slope of Cozy Lake (Rademacher, 2003, p.  116; 

Roethke & Blodgett, 2009, p.  98).  In addition to these items a waterfall, stepping-stones and 

zigzag bridge were added.   

This Japanese garden fell into disrepair quickly due to many poor design decisions.  

Since the plant materials were imported from Japan for the World’s Fair, they could not survive 

the harsh Minnesota winters, despite a small greenhouse for the plant material (p.98).  

Schiffman’s approach to building a Japanese garden is completely opposite of the later garden 

designed by Matsuda.  Schiffman and Itchikawa completely ignored ma, the understanding of 

place and space in the first design, and this lack of adaptation to the local climate led to the 

garden’s demolition.   

This garden disappeared from the Saint Paul Park Commission Reports in 1909 

(Knutson, 1995, p.  5).  Nason superseded Nussbaumer as Superintendent of Parks in 1922, and 

under his supervision Cozy Lake was drained and made way for the 18-hole Como Park golf 

course, in addition to tennis courts, and other recreation facilities.  One of the mysteries of the 

original Japanese garden at Cozy Lake is where the stone lanterns were stored after the 

demolition of the garden for the golf course.  One theory is that they were buried to be protected 

Figure 1.  Postcard c.1908 features the Cozy Lake Japanese garden with 

granite lanterns from the 1904 World’s Fair in St.  Louis. 
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from Japanese anti-sentiment during World War II, and then later resurrected to become a part of 

the current Como Park Japanese garden.   

Even though there was no Japanese garden located on the property of Como Park, the 

Conservatory hosted numerous events and shows that promoted Japanese culture.  Following the 

opening of Japan to trading in 1853, Japanese items became a craze, including the 

chrysanthemum (Roethke & Blodgett, 2009, p.  72).  “In 1927, precisely 5,374 plants of 263 

varieties, 48 never before shown in Como Park, made up the first chrysanthemum show held in 

the new Sunken Garden;” with more than five thousand visitors on opening day (Roethke & 

Blodgett, 2009, p.  74).   

For the 50th annual chrysanthemum show in 1968, the Saint Paul- Nagasaki Sister City 

Committee collaborated with Japan to provide the theme of a “Japanese-style wonderland” 

(Roethke & Blodgett, 2009, p.  78).  Thousands of plants filled the sunken garden that featured a 

red wooden bridge across the middle, along with rice-paper lanterns hanging from a temple 

structure.  In addition, garden club members worked in traditional Japanese festival happi coats 

(p.  78).  In the adjacent greenhouse, “raked sand and large black rocks were meant to introduce 

the public to a Zen garden, complete with a red tori gate, bonsai trees, and Japanese flower 

arrangements” (Roethke & Blodgett, 2009, p.  79).  Day superseded Nason as Superintendent of 

Parks in 1922.  Superintendent Day urged local groups to hold meetings and shows there, 

including the Minnesota Bonsai Society and Ikebana International Society Minnesota chapter 

(Roethke & Blodgett, 2009, p.  88).  These partnerships and visitor interest paved the way for a 

professionally designed Japanese garden to be installed adjacent to the conservatory.   

As demonstrated in earlier chrysanthemum show collaborations, Superintendent Day 

established a working relationship between Como Conservatory and local Japanese groups, 

artists and enthusiasts.  These included the Saint Paul- Nagasaki Sister City committee, potter 

Richard Bresnahan, and Zonta Saint Paul, a professional women’s organization.  For example, 

the Sister City provided translators, transportation, meals, and volunteers, Zonta funded the 

teahouse, and St.  John’s Artist-in-Resident, Richard Bresnahan, donated tea bowls to those 

gifting significant funds to the project.  Como Conservatory continues its relationship with the 

Minnesota Bonsai Society to provide space for beginner bonsai workshops to the public, along 

with partnering to maintain Como’s bonsai collection.   
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Masami Matsuda wrote in a letter regarding the Japanese lantern lighting festival at 

Como Park,  

My heart is filled with joy that this meaningful lantern-lighting festival is happening.  In 

my mind's eye, I can visualize the lanterns floating on the ponds.  May this experience 

become a bridge, enhancing the exchange between our countries and expand[ing] the ring 

of peace and friendship in this world.  It was signed “the man who loves St.  Paul more 

than any.” (Como Park website, 2015) 

 The Japanese Lantern Lighting Festival is the largest Japanese celebration in Minnesota.  

It is modeled after summer festival in Japan, which encompasses Japanese music, dance, crafts, 

martial arts, and food.  The main stage culminates with a Bon Odori, or folk dance, that invites 

attendees to join in the circle and dance.  The Bon Odori was written specifically for Minnesota, 

and features lyrics and actions mimicking swatting mosquitoes, canoeing, and shoveling snow.  

The festival ends with the lighting of lanterns, which float on the frog pond in front of Como 

Conservatory, and in the Japanese garden.  The 16th year of the festival, 2015 coincided with the 

60th anniversary of St.  Paul and Nagasaki becoming sister cities.  Nagasaki Mayor Taue brought 

over 60 people from junior high school students to business leaders and city officials with him, 

and were among the record-breaking 15,000 crowd.  The main stage included dances by 

Nagasaki high school students, and three geisha from Nagasaki.  The Japanese garden provides a 

space to directly promote cultural exchange and community.   

The Charlotte Partridge Ordway Japanese Garden 

The Charlotte Partridge Ordway Japanese Garden at Como Park is a symbol of peace and 

friendship between Saint Paul and Nagasaki.  Much like the history of Como Park, the Japanese 

garden has had its ups and downs in the short timespan since it has been created.  These errors 

vary from communication difficulties through translation, hasty decisions, to poor plant 

selection.  Despite these challenges, the garden remains a center point for Japanese collaboration, 

culture and experiences for the Twin Cities area.   

Citizens interested in rebuilding relations between the two countries joined Japanese 

Americans in funding cultural and artistic endeavors.  Hill’s interests in Japan stemmed from 

business relations with the railroad, shipping, and lumber industries.  In addition, his son 

recounts hearing a story that his father’s family home in California had a Japanese gardener 
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named Skuma, from whom he learned and practiced bonsai tree pruning techniques (Burns, 

1998, p.  129).  According to oral histories with friends and family, and colleagues of Louis W.  

Hill, Junior, he had a great interest in Japanese art and is one of the main collectors who donated 

to the Minneapolis Institute of Art (Elizabeth Burns, 1998, p.  143–144).  He learned about 

Japanese prints from a professor at the University of Oxford.  It is through various philanthropic 

individuals interested in the arts, and Japanese Americans resettling in Minnesota following the 

war, such as Ruth Tanbara, who was the second President of the sister city organization, that 

Minnesota has numerous Japanese arts and cultural groups. 

The garden was first conceived in 1974 through the interest of the Ordway family to 

create a memorial for their mother, Charlotte Ordway; the family donated $100,000 in funds.  

The family worked with the Conservatory Supervisor at the time, Robert Schwietz, to select a 

one-acre spot adjacent to the Conservatory on the east side (Rossow, 1990a, p.  1).  The sister 

city committee was approached to contact the Mayor Morotani of Nagasaki and inquire if there 

was a landscape architect that could assist with the project.  After numerous meetings, Masami 

Matsuda, a ninth generation landscape gardener, was selected for the project (Matsuda, 2011).   
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CHAPTER 5 

THE STORY OF MASAMI MATSUDA 

 

Figure 2. Masami Matsuda, the designer of the Charlotte Partridge Ordway Japanese                                                          

Garden. Photo courtesy of Takayuki Miyanishi. 

Masami Matsuda (Figure 2) was the second son of Kyorakuen Matsuda, and their home 

is located in Matsubaramachi-Nishimachi, Koga, an area that has been known for landscape 

design for over 300 years (Story of Masami Matsuda, n.d.).  Matsuda was known as the premier 

tree doctor in Japan, and would spend much of his time traveling around the country consulting.  

When Matsuda was six, his father consulted on a case where the number one tree in Japan, a 

400-year-old Goyomatsu, a Japanese Five Needle Pine, was damaged from a typhoon.  He would 

hold a lantern for his father as he applied treatments to ward off the Madarakamikiri-Pine sawyer 

from eating the tree.  His family tended to the tree every day until 10 years later, in 1939, when 

the tree became too weakened and was removed following a celebration of the tree and 

mourning.  From his father Matsuda learned many techniques and how to listen to the natural 

world around him.  His father stated, “Plants do not talk, so people must be kind to plants and 

trees.  I want you to become the man who understands the heart of trees.  Not only trees, the 

same heart to all plants, vegetables, living creatures, including the forest” (Story of Masami 

Matsuda, n.d.).  He continued his training through various seminars offered by the Kyushu 
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Landscape Greenland Federation, and summer school sponsored by the Nagasaki Prefecture 

Government.  Following his schooling was World War II, where “the country itself did not need 

any green.  Food is more important than flowers.  There were no resources in Japan.  So people 

in countryside had to produce foods.  No more trees.  The government ordered to produce more 

foods rather than trees.  They cut down the trees” (Matsuda, 2011).  It wasn’t until decades later, 

when the economy recovered that Matsuda was able to refocus on trees and landscaping.   

Another significant tree event that defined Masami Matuda’s will to help natural things 

thrive was the camphor trees in Nagasaki.  There were two camphor trees at the Sanou shrine, 

which stood 800 meters away from the atomic bomb hypocenter in Nagasaki.  They were 20 

meters high and about 500 years old.  While the buildings around them were destroyed, these 

two trees remained charred and standing, but surviving.  Many viewed this as a miracle, as the 

temperature reached 3,000 to 4,000 degrees at the center of the explosion and the trees became a 

natural monument of the city of Nagasaki in 1969.  Mastuda began treating the trees in 1995, 

when they became diseased, and visited them once a month when he visited the shrine, where it 

is said he would bow in honor to the trees for their perseverance.  His technique is to treat only 

what is needed, and to “help the trees develop their natural healing power” (Masami Matsuda 

Nagasaki Saruku Tour Brochure).  This focused his career on preventive medicine.  In 2005, 

seeds from the camphor trees were collected and donated to Saint Paul.  Numerous members of 

the sister city committee and those involved in the garden received seeds.  Many of the seedlings 

still survive today, as a living memory of the atomic bomb and our sister city relationship, 

including two that have been trained to be bonsai at Como Park Conservatory.  Matsuda truly 

understood “Ki no kokoro,” the spirit of the trees, as he strove to repair and rebuild the natural 

environment following World War II.  “We shouldn’t forget the human beings can’t live without 

the natural environment.  And the origin of the natural environment is in plants,” stated Matsuda 

(Masami Matsuda Nagasaki Saruku Tour Brochure).   

Masami Matsuda became the foremost tree doctor in Japan, the 59th designated in Japan 

(Story of Masami Matsuda, n.d.).  He was a pioneer in developing treatments, and established 

numerous trade and associations in the industry, along with holding Chairman, Director, and 

President positions in all the major organizations in the area: Nagasaki Landscape Association, 

Koga Tree Gardening Union, Kyushu Landscaping Greenland Federation, Japan Landscape 
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Federation, and more.  He received numerous awards throughout his lifetime, including an award 

from the Ministry of Labor in 1974 for his technology development in the field, the Ojuhishou 

(yellow ribbon) by the Prime Minister for his efforts in developing technology and promoting the 

industry in 1983, appreciation from the Governor of Minnesota in 1990 for his contributions to 

the Como Park Japanese garden and teahouse, and the 6th Zuhoushou by the Imperial Household 

Agency for his efforts in developing industry and technology promotion in 1995 (Story of 

Masami Matsuda, n.d.).  In an address in 1998, he stated, “From now on, keeping the heart of 

trees in my mind, I pledge to return a favor to the people in our community by greening the city 

through working hard in soul and body” (Story of Masami Matsuda, n.d.).  This perfectly sums 

up his work at the Como Park Japanese garden, where he donated his time, money, and 

knowledge to beautifying the city through teaching staff and volunteers until his death in 2012.   
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CHAPTER 6  

BUILDING THE CHARLOTTE PARTRIDGE ORDWAY JAPANESE GARDEN 

Once the Ordways selected the site and the designer was chosen, construction began on 

the Japanese garden.  Goto stated, “the maintenance of a Japanese garden, more than any other 

style of garden in the world, requires significant collaboration.  With a proper maintenance plan, 

the Japanese garden outside of Japan can be a place where an institution and community 

collaborate, promoting cultural understanding through the process.  However, once a garden 

lacks proper management, it can become a place of humiliation and cultural misunderstanding” 

(2009, p.308).  The Como Park Japanese garden was plagued with misfortunes from the 

beginning, ranging from hasty and poor construction, cultural maladaptation, to poor plant 

selection; however, it has emerged as one of the top examples of Japanese gardens in the 

country.    

Masami Matsuda and the director of Nagasaki’s Parks and Recreation department, Mr.  

Taneguchi, visited the selected site in 1975 (Figure 3) with the St.  Paul landscape architect, John 

Wirka.  During their visit they visited the Minnesota Landscape Arboretum to view what plants 

would grow in our climate.  Matsuda also was driven along the Mississippi River.  These 

experiences served as inspiration for the form of the garden.  They also designed a flat rock 

garden that was just outside of the conservatory, but viewable through the windows.  Mayor 

Morotani of Nagasaki arrived July 30, 1975 with two gifts for the flat rock garden: a 230-pound 

Figure 3.  Como Park site selected for the Japanese garden. 
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Japanese lantern and a Japanese garden gate (Aldridge, 2002, p.  5).  The Japanese delegation, 

along with Saint Paul Mayor Larry Cohen, planted a tree at the future site of the larger Japanese 

garden.  The flat rock garden was dedicated on November 14, 1975.  These gifts and his 

delegation commemorated the 20th anniversary as sister cities.   

Upon returning to Japan, Matsuda created a mountain and water stroll garden design 

(Figure 4).  In 1977, Mr.  and Mrs.  Schweitz and Mrs.  Akiko Sako, members of the Saint Paul – 

Nagasaki Sister City Committee traveled to Japan to receive the design from Matsuda as a gift 

from Nagasaki to Saint Paul.   

As stated in the Japanese Institute of Landscape Architecture, most ornamental pieces in 

a Japanese garden, such as lanterns, are from Japan, and the plant material is from the host 

county (p.11).  Como’s current Japanese Garden falls into such a design.  Also, since the United 

States has such a large amount of land in comparison to Japan, most Japanese gardens are 

constructed in a stroll garden style, and sometime include multiple styles adjacent to one another 

(p.11).   This is the case at Como Park where we have a sansui, mountain-water, stroll garden 

with a teahouse garden adjacent.   

Figure 4.  Matsuda's design drawing for the Como Park Japanese garden. 
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Construction began in 1979 on the garden, with two main foundational mistakes.  First, in 

the Japanese landscape gardening tradition the designer is involved during the whole process.  

The architect does not simply create a design to hand off to a landscape company to construct.  

Rather, he oversees the entire process to ensure his vision is being met.  Matsuda offered to take 

a leave of absence from his company in Japan to oversee the construction of the garden at Como 

Park.  The design was a watercolor image, which needed interpretation by the designer, and 

could not portray all aspects and aesthetics that make up a three-dimensional garden, in a two-

dimensional plan.  Rather, a California landscape company interpreted the watercolor and 

construction was rushed.  Since the garden exists within the boundaries and oversight of the City 

of Saint Paul, the process was governed by local practices.  Second, Como Park was forced to 

select the lowest bid for the construction of the garden.  The bid was won by a California 

landscaper, Ray Zierden, who also constructed the Hamm’s Memorial Waterfall at Como Park. 

Since the construction company was not specialized in the Japanese garden tradition, and 

Matsuda was not involved in construction, the finished product was a poor representation of a 

Japanese garden.  “The rocks were not placed in the positions of repose or relation with each 

other that are the heart of the serene feeling induced in the visitor to the garden” (Rossow, 1990a, 

p.  2).  Also, there was poor attention to scale and position of the plantings.  Plantings were often 

sparse, or not placed correctly to provide a seamless transition between areas of the garden and 

between the hardscapes of the gravel paths, bridges, and pond, with the surrounding hillsides.  

The California company was not familiar with how hard Minnesota winters are.  They did not 

understand our soil composition, or the depths of our frost.  The large pond and waterfall that 

were constructed did not take into account the freeze and thaw effect frost has on clay soil.  

Therefore, the pond heaved when the clay soil became wet after the first winter and cracked the 

pond.  This repeated for several years, until the foundation of the pond could not hold water 

anymore. 

Despite all the construction issues, the Charlotte Partridge Ordway Japanese Garden was 

dedicated in October 1979.  Numerous members of the Saint Paul- Nagasaki Sister City 

Committee, the Ordway Family, and the public attended the celebration.  However, just as the 

broader Como Conservatory was hit hard during the recession, so was the Japanese garden.  The 

garden experienced vandalism in the 1980s.  One can still see its effects by looking closely at the 
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snow-viewing lantern, which was repaired.  This repair perfectly illustrates the Japanese concept 

of wabi-sabi, an aesthetic to accept the imperfect.  The crack in the lantern makes it more 

interesting, and an example of standing through the test of time.   

Not only did the construction set up the failure of the garden, but the public added to it.  

The original garden was open to the public, many of whom walked all over the plantings, forcing 

the Conservatory Supervisor, Les Day, to replace over 100 junipers during the first season.  Staff 

were not available to supervise the visitors in the garden due to a strapped budget.  In the fall of 

1980, a fence was erected around the Japanese garden, and visitors wanting to stroll through the 

garden had to find an employee in the Como Conservatory to let them into the garden.  The other 

main problem was upkeep.  Staff did not have any formal Japanese garden training, so the garden 

quickly became overgrown and full of weeds.  The garden was then closed during the early 

1980s (Rossow, 1990b, p.  4). 

In 1983, Les Day and Lynn Wolfe started a program to find volunteers to help in the 

gardens and lead tours to visitors at Como Conservatory.  This included the Japanese garden 

when the conservatory work was less.  By 1984, there were 38 volunteers dedicated to the 

Japanese garden, who spent over 1,000 hours weeding the garden once through (Rossow, 

1990b).   

The volunteers became self-trained, learning about Japanese gardens through the few 

books published in English on the topic.  In addition, they visited the Normandale Japanese 

Garden and learned about their ongoing relationship with their designer.  The Como Park 

Japanese Garden volunteers then approached the Saint Paul – Nagasaki Sister City Committee to 

re-establish communication with the designer Masami Matsuda.  Not only was he pleased to hear 

news from the garden, he volunteered to travel to Saint Paul that fall to teach the volunteers 

about Japanese gardening techniques.   
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For 10 days in September 1984, through interpreters Akiko Sako, and others, Matsuda 

trained the volunteers on techniques to prune pines according to Japanese tradition, often 

climbing high into the trees to demonstrate techniques (Figure 5).  William (Bill) Pesek, 

landscape designer for the City of Saint Paul, and Sister City Committee Board member, along 

with Les Day, took numerous notes for improvements on the garden and developed a long-range 

plan.  Translators were not always present, but work needed to continue, so Pesek and Matsuda 

came up with their own system for communicating.  “So he and I were out there together, the 

same kind of language issues, and we would end up taking a piece of paper like this and he 

would say something and he would point, and he would sketch and return it to me, and then I 

would sketch and that’s how we were starting to do our design.  Or, if we didn’t have a paper, we 

had this nice area of sand; there just happened to be a pile of sand, construction sand, and we’d 

draw pictures with our sticks and fingers and everything else, and we were communicating that 

way as to design and placement” (Pesek, 2012).  In addition, both Matsuda and Pesek knew the 

Latin botanical names of the plants, so they could communicate using both physical and verbal 

gestures.   

Figure 5.  Matsuda teaching volunteers pine pruning techniques.  Photo 

courtesy of Nagasaki Saint Paul Sister City Committee. 
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Since Matsuda’s visit, the garden has had numerous improvements made.  Volunteers 

were recruited to serve as tour guides to not only protect the garden from intentional or 

unintentional vandalism, but also to explain Japanese garden aesthetics and history to visitors.  

The garden was open to the public for a period every day from Mother’s Day through Labor 

Day.  Lastly, a dedicated gardener was hired to tend to the Japanese garden and the bonsai 

collection, newly donated by First Banks. 

During Matsuda’s previous visit in 1984, one of the long-range plan ideas was to add a 

teahouse and surrounding garden to the larger Japanese garden (Figure 6).  When Zonta Saint 

Paul, a professional women’s organization, began looking for a building project, the teahouse at 

Como Conservatory was suggested.  Matsuda’s original design for the teahouse had to be 

redesigned to fit our local building codes for public buildings, including a ramp for wheelchair 

access.  In addition to the larger teahouse design, the ground on which it would stand was found 

to be unstable, so extensive footings were needed.  Kasota stones from a former WPA wall at 

Como Park were used in the building of the teahouse (Pesek, 2012).  The teahouse was 

Figure 6.  Teahouse design.  Image courtesy of Saint Paul-Nagasaki Sister 

City Committee. 
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constructed throughout the spring and summer in 1989.  Matsuda visited again for two weeks to 

advise on pruning and garden supplies with Bill Pesek.   

During the fall of 1990, Japanese garden volunteers were getting close to their 

fundraising goals, and needed more advice from Masami Matsuda.  Matsuda took another leave 

from his company, along with his assistant Masayuki Komine.  Over the next five weeks, they 

spent their time working and advising on the garden. 

One of the first projects during their stay was relaying the cement pond that was 

previously removed.  When Matsuda saw the large open pit for the pond, he commented that it 

was too deep (Rossow, 1990c, p.  4).  The Saint Paul landscape architect, Bill Pesek, and Como 

Park Japanese gardener, Joan Murphy, explained why the clay soil had to be removed to make 

way for a sand layer around the poured foundation, so the ground can freeze and thaw without 

heaving.  So began numerous lessons back-and-forth about Minnesota climate and Japanese 

gardening traditions.   

 

Figure 7.  Bracing the pond walls during reconstruction.  Photo courtesy of 

the Nagasaki Saint Paul Sister City Committee. 
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Just as final preparations for the new foundation were in place, Minnesota received a 

large rainfall.  This caused some of the edges of the excavation for the pond to fall in, and two 

major stones that made up the waterfall fell into the pond area (Figure 7).  The Minnesota 

company, Arcon Construction, tried to move the stones with fiberglass straps, with no success.  

Even though these stones were unmovable, “Through drawings, gestures and measurement 

converted from metric to feet and inches, the remaining rocks were braced to prevent their 

collapse and a sling of steel cable was devised to remove the fallen rocks” (Rossow, 1990c, p.  

4). 

In addition to the pond, many of the foundational rocks were reset.  Matusda explained 

that every rock had a “face,” or unique feature that should be displayed.  Once that was identified 

and the composition and scale were determined, taking into account the adjacent stone, the rocks 

were placed to look as if they had always been there.  Volunteers sorted tons of smaller stones by 

size, shape and color, sometimes in freezing temperatures.  These were then placed around the 

pool and the teahouse.   

At the teahouse, volunteers spent many hours sanding the local white cedar logs that 

would remain visible after the stucco was applied.  Stucco and cedar shakes completed the 

exterior of the teahouse.  Another major project was laying the dry riverbed that leads from the 

pond and next to the path that leads to the teahouse.  Originally, a running stream that then fed 

back to the waterfall was hoped for, but due to the costs, it is a dry riverbed.  These stones too 

were sorted and hand-placed.  Over 14 volunteers, many of whom were sister city members, 

including Fusako Muro, served as interpreters during their stay, not only translating, but 

delivering meals, and running other errands to make their visit as comfortable as possible.  

Cellular One donated a phone for their use to make communication easier during their stay.  

Another local partnership assisted with the interior of the teahouse.  One of the main donors to 

the teahouse was the Weston family; they opened the first Japanese restaurant in the Twin Cities, 

Fuji-Ya.  The family donated the grass tatami mats for the floors of the teahouse, along with the 

shoji screens (Weston, 2012).  The tea supplies, including many tea bowls, were donated by the 

Nagasaki Sister City Committee and local potter Richard Bresnahan.  Later tatami mats that were 

donated from Nagasaki were flown by Northwest Airlines at no cost.   
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The five weeks were coming to a close, and there was much work needing to be done 

still, so Lynne Wolfe, one of the core volunteers in the garden, extended their plane tickets.  The 

two visitors were then put up in an apartment a few blocks from Como Park, with furnishings 

loaned from numerous sister city member and garden volunteers.  In the final push of the last 10 

days, the pool walls were finished with boulders and plantings added to make a naturalistic feel.  

While the crane that was brought in to move the boulders was too small, the smaller stones were 

moved by bobcat, until the 30-ton crane was obtained.  Over 57 main stones were placed while 

Matsuda visited.   

 

Figure 8.  1991 Como Park Japanese garden dedication.  Photo courtesy of the City of 

Saint Paul. 

In the summer of 1991 Matsuda visited again, this time with this son, Koji Matsuda, to 

finish renovations to the garden.  The newly remodeled garden grand re-opening was held July 6-

10, 1992 (Figure 8).  “Green, he said, is the symbol of peace.  Sharing cultures and the green 

gives us a chance at a time of peace” (Japanese garden reopens with visit from Matsuda-san, full 

week of special events, 1992, p.  3).  Not only do visitors learn about Japanese gardens, but as we 

can see through the history, many organizations, staff, and volunteers learned peace through 

actively working with others from another culture to accomplish a goal (Figure 9).   
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The garden underwent its third major re-design over the 2012-2013 seasons.  Como 

Conservatory and Zoo drew up plans to create a proper bonsai display area, along with an 

expansion to the entrance of the Japanese garden, and general garden improvements.  The 

Ordway family came through again with a sizable donation, along with numerous other 

organizations, foundations, and individuals to fund the $2.8 million expansion (Cutts, 2013).  

Again, Como Conservatory ignored the tradition to involve the original designer, Masami 

Matsuda in the designing process.  Even though Matsuda was ill and unable to travel overseas, 

consultation with his son and others at Matuda’s company, Kyoorakuen, would have been a 

proper gesture, given the mistakes during the original construction in 1979 with a California- 

based company.  A steering committee was formed by the Campus Manager in 2007 to begin 

conceptual design with Close Landscape Architects.  Bill Pesek was one of the steering 

committee members involved with schematic design and design development.  He also reviewed 

construction documents and assisted with the Heritage Preservation Commission project 

review.  The Saint Paul- Nagasaki Sister City Committee was presented with draft plans and 

provided some feedback through Bill Pesek, who is also a member of the organization.  The 

Saint Paul- Nagasaki Sister City Committee was tasked with presenting the construction 

documents to Matsuda for mere approval, rather than input.  Bill Pesek traveled to Nagasaki with 

Figure 9.  Matsuda and Bill Pesek in the Japanese garden.  Photo courtesy 

of Nagasaki Saint Paul Sister City Committee. 
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the plans.  In reviewing the plans, Matsuda appreciated reinvestment of resources and attention it 

received, however, had a different opinion of how it should be designed (Pesek, 2012).  While 

Matsuda had not traveled to Saint Paul for numerous years due to his failing health, he did hope 

to attend the re-opening, if possible.  Unfortunately, he passed away in 2012 before the project 

was completed.   

 In the absence of Matsuda, Como Park sought out a United States Japanese garden 

designer with extensive Japanese gardening expertise.  They contracted with John Powell, from 

Texas, to do extensive work in the garden, and training of new staff.  The retirement of two key 

staff related to the history of the Japanese garden coincided with the building of the new wing: 

Bill Pesek, Saint Paul landscape architect, and Joan Murphy, gardener to the Como Park 

Japanese garden.  While the new lead gardener does not have Japanese garden training, Adam 

Strehlow has a strong forestry background, which will serve the garden well, as pines are a 

foundation to the garden.  However, Strehlow has been able to apprentice under the presence of 

John Powell during the re-design of the garden, and construction of the bonsai pavilion.   

 

Figure 10.  2013 Grand re-opening dedication.  Photo courtesy of the City of Saint 

Paul. 
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The garden’s grand re-opening (Figure 10) this latest time was April 19, 2013.  

Numerous Sister City Committe members, Mayor Chris Coleman, the Ordways, and other 

Japanese-related organizations were present.  The evening prior we received one of our last 

snowfalls of the season.  While the snow and cool weather forced the ribbon cutting and 

festivities to be indoors, it allowed visitors a look and walk through the garden in the snow; 

something that previously was off limits.  Now, the garden will open as early in the season as the 

pathway is clear of snow and ice for safe walking, and stay open as late into the season as 

possible; we are no longer limited to the seasons of May through October.  In addition, the 

expansion has beautiful windows that overlook into the garden, so one can glimpse the snow-

covered lanterns during the winter.  Palmer stated, “During the winter, when outdoor display 

isn’t feasible, 17 to 20 bonsai will be displayed indoors.  The bonsai chosen for display will be 

rotated for the best seasonal interest, so that blooming bonsai, such as azaleas, will be shown in 

full flower” (2013).   

 

Figure 11.  Matsuda grandchildren dedicating Matsuda memorial stone. 
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Matsuda’s son Koji, was unable to attend the grand opening; however, he was able to 

attend the Japanese Lantern Lighting Festival that summer to pass along his blessings for the 

garden.  He visited again, with his son and daughter in 2015 to dedicate a stone in his father’s 

memory (Figure 11 and 12).  Symbolically, water was mixed from Nagasaki and the Mississippi 

rivers to bless and dedicate the stone.  While the planning of the garden could have gone more 

smoothly if Como would have learned from past mistakes, the resulting garden is true to the 

original vision of Matsuda.  Murphy (2012) commented on the importance of the garden as a 

place of cultural understanding and “remind people of how many persons have been involved 

with the peace movement, the making of the garden, the Sister City organization; that it’s bigger 

than the physical boundary.” Comparing the original watercolor to the current garden reveals a 

garden full of pines that have been pruned attentively, garden plantings that serve as a backdrop, 

and places where visitors may stop and observe not only their surroundings but also contemplate 

deeper connections around nature and peace.   

 

 

  

Figure 12.  Bill Pesek and Koji Matsuda dedicating the Matsuda memorial 

stone. Photo courtesy of Saint Paul- Nagasaki Sister City Committee. 
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CHAPTER 7  

JAPANESE GARDEN AESTHETICS 

 In order to understand the layout and perspectives within the Charlotte Partridge Ordway 

Japanese Garden and the sense of ma within each scene, one must have an understanding of the 

general principles of Japanese garden design.  Japanese gardens are about relationships, 

relationships between elements and the visitor.  A Japanese garden cannot exist without the 

interaction of various elements from rocks, water, plants, ornaments, and sound.  A Japanese 

garden is designed to look like a natural landscape, consisting of asymmetrical patterns to look 

unfinished.  It is the concept of ma that allows the eye to wander and give the mind the 

opportunity to slow down and contemplate the beauty and balance of the objects around it. 

 Sakuteiki and Illustrations for Designing Mountain, Water and Hillside Field Landscapes 

are two of the secret texts on Japanese garden design that have been translated into English.  

Sakuteiki, translated in 1976, dates to the 11th century, and is credited to Tachibana no 

Toshitsuna.  Illustrations dates back to the 15th century and was compiled by the priest Zoen, and 

was only recently translated by David Slawson, a renowned American Japanese garden designer.  

These texts provide a general overview of good design principles, and then provide practical 

advice on applying such principles to specific design elements.  The two texts compliment each 

other rather than repeating guidance on designing Japanese gardens.  While Sakuteiki focuses on 

rock placement, and water features, Illustrations discusses rock placements and plantings.  Both 

come from the time period when gardens were viewed from a “fixed vantage point,” such as a 

palace or monastery building, rather than from a path for strolling that are prominent today 

(Slawson, 1987, p.  17).  For example, the “narrow-and-widen” principle created the effect of 

spaciousness by providing a view that zigzags across the landscape to make it appear larger than 

it is (Slawson, 1987, p.  108–109).  One also uses a technique of “borrowed scenery” by melding 

the garden with the broader landscape beyond the garden’s borders to make the garden feel 

larger than it actually is.  Even though these principles were established centuries ago, and 

modern-day Japanese gardens involve the visitor as an active participant by walking through 

paths, or viewing a much smaller, intimate space, the principles still stand as a foundation to be 

adapted by today’s designers.   
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 Secret texts are just one of the ways that Japanese gardening is learned.  The other four 

aspects of learning include: viewing the works of past masters, learning from nature, 

apprenticeship, and oral transmission (Slawson, 1987, p.  40).  As Rudyard Kipling says, 

“Gardens are not made by singing 'Oh, how beautiful,' and sitting in the shade” (2001, p.  762).  

To learn Japanese gardening, one must actually practice by doing, getting one’s hands dirty in 

the earth.  However, in the United States and in Japan there is a shortage of interest in manual 

labor jobs and training opportunities.  In Japan there are few programs available in English, and 

those that exist are usually limited to two weeks.  In the United States, the North American 

Japanese Garden Association began only in 2010 and offers hands-on workshops throughout the 

country occasionally, but mostly on the east and west coasts.  In an effort to learn Japanese 

gardening hands-on, I have attended any professional development opportunities that have 

occurred in the Midwest, a regional conference in Chicago, and a workshop in Saint Paul, in 

addition to local bonsai workshops.   

At the core of designing a Japanese garden is to view, learn from, and imitate how 

elements react to one another in nature.  Sakuteiki states that the designer must “always 

remember to make the style suit the site… When you design your garden you can pick and 

choose from the very best that you have seen in nature, ensuring that every stone contributes 

something to the overall effect.”  Ma evokes a sense of calm and contemplation for the viewer 

through the use of elements in a Japanese gardens that are placed in such a natural state.  The 

Japanese architect, Arata Isozaki, defines ma as the “natural distance between two or more things 

existing in a continuity ...  giving rise to both spatial and temporal formulations” (1980, p.  2).  In 

a Japanese garden it is not only the spaces between elements that impact the viewer’s experience, 

but also the history of the site.   

Rocks 

It is the placement and spacing of rocks that form the backbone of a Japanese garden.  Ma 

can be seen as they are placed in such an art form to look like they have always been there, that 

they were born from the ground.  It is the space between and around rocks that give directions 

and movement and meaning to a Japanese garden.  Ma is at the foundation for determining the 

placement of rocks that constitute a path in the Japanese garden.  It is the gaps, spacing, or 
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intervals between rocks that indicate whether the path is formal, semi-formal, or informational in 

nature.  The pattern enhances the viewer’s experience and creates the tone for the experience.    

Illustrations lists 57 rock arrangements and describes their desired effects when used in 

different combinations.  These arrangements create scenes from nature ranging from streams to 

mountains (Slawson, 1987, p.  69).  There are numerous guidelines that have been outlined in the 

secret texts for the placement of rocks, such as: three rocks forming a triangle provide a solid 

base of composition, using the Golden Mean ration of 3:1 and 2:3 in rock pair placement, to 

paying attention to the lines and placement of rocks as they direct the eye and create movement.  

Rocks also are grouped in odd numbers, mostly three’s and five’s.  However, at times one might 

see a singular rock to draw attention to a feature, or to be symbolic (Goto & Takahiro, 2015, p.  

63).   

As we demonstrated earlier with Noh theater, it is the pauses between actions and in 

music that are ma, and make a scene impactful (Kunio & Corddry, 2005, p.  70–74).  It is these 

pauses, these moments of reflection to determine the right stone and face of that stone, kao, that 

illustrate ma in the building process.  Joan Murphy, the former Japanese garden gardener, recalls 

reconstructing the garden with designer, Masami Matsuda, and his assistant, Komine, and the 

difficulty of locating the face, the most interesting features, in each stone.  “Finding and placing 

each stone is a small drama: tension – release, climax – anticlimax.  First space I studied, 

measured, and simply stared at for long moments.  Matsuda-san uses his hands to outline the 

shape in the air.  Komine-san locates a likely candidate, and the two of them study, measure, and 

stare again.  They consult and debate with each other while anxious workers stand by with 

shovels, cables, and pry bars in hand.  The interpreter listens but cannot understand the dialect 

they use with each other.  The crane’s engine idles loudly…The stone is cabled and hooked to 

the crane which swing it into position.  Mr.  Komine gives the hand signals to the operator – up, 

down, right, left, boom out, boom in, STOP! He learned the American signals since he’s been 

here but sometimes mixes in the Japanese signals.  It seems the cable operator is bilingual; he 

understands both” (Murphy, 2001).  As one can see it is the dramatic pauses in commands and 

decisions that make the placement of each stone that much more impactful for the builder and 

viewer.   
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The rocks in the Como Park Japanese garden were thoughtfully chosen and placed within 

the garden using principles instilled through the nine family generations of Matsuda landscape 

designers.  Many days were spent selecting rocks for various sites within the garden, and moving 

them with cranes.  The rocks were from local quarries in Chaska and Apple Valley, and Matsuda 

was excited to see so many beautiful rocks to choose from.  Pesek and Matsuda spent days at the 

quarries selecting rocks, and marking their “faces” with duct tape.  The types of rocks found in 

the garden reflect the geological glacial history of the state of Minnesota.  These rocks include: 

basalt, diorite, gabbro, gneiss, granite, granodiorite, limestone, quartzite, and schist.  Rocks are 

what ground the garden, and provide the stability.  By submerging the rocks in the ground, they 

look like they have always been there, and anchor the rest of the elements.  When one places a 

vertical rock, horizontal rocks flank the sides to provide balance and widen the base, just as a 

mountain gradually narrows from the base to the summit.  In addition, they also create 

movement by directing one’s gaze through the angles of form.   

Water 

 Water, whether physical or representational, is an important part of a Japanese garden.  It 

can vary from a calm lake to ocean waves, rushing stream, or even a dry creek bed.  Ma factors 

in as the void in which water is presented, whether it is the spacing between the raked sand that 

represents water, or the boundaries of the pond edging.  Water is essential for living, and is 

viewed as the life-giving force, and thus it is often the focal point within a Japanese garden.   

 Como’s Japanese garden follows traditional gardens as it is laid out in an east-west 

arrangement.  Originally this arrangement allowed the viewer to view the garden from left to 

right, which mimics the sun’s course.  Sakuteiki suggests, “When you plan to dig a pond and set 

out your stones, first take a careful look at the lie of the land.  In shaping your pond, building 

islands and deciding where the water should flow in and out, work in harmony with the 

environment” (Takei and Keane, 2001, p.  30). 

Creating a naturalistic pond in Minnesota was not an easy task.  Since the pond failed and 

cracked due to the incorrect installation by the California-based company, this became a priority 

to be addressed during Matsuda’s visit in 1990.  Working with a local company a new pond was 

excavated, this one much deeper, to accommodate sand to allow for the freeze-thaw of 

Minnesota winters.  After many days of heavy rainstorms, the large rocks slid that were placed 
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around the pond by the crane operators, causing portions of the framing for the new pond to 

collapse.  After numerous tries by the American landscape company, Matsuda demonstrated a 

Japanese bracing technique that saved the pond framing and allowed the work to continue.  This 

rebuilding turned out to be one of the best examples of collaboration and knowledge sharing of 

the renovation process.   

Como’s Japanese garden features a waterfall that is smooth, like a cloth falling, 

traditional design.  The rock at the base of the waterfall breaks up the water, and symbolizes a 

carp trying to ascend toward enlightenment.  This rock amplifies the sound of the waterfall to 

carry throughout the garden.  In addition to the pond, the Japanese garden also features a dry 

river bed that winds in front of the teahouse.  These two elements together illustrate the balance 

of seasons, from drought to plentiful moisture.   

 It is in the lapses between waves from the waterfall, or running of carp through the water, 

that we witness the pauses between action and inaction, ma.  The waterfall at Como Park’s 

Japanese garden provides a wonderful backdrop for meditation through the use of all five senses 

in the garden.  Standing on the viewing stone one can listen to the waterfall, and feel the 

sturdiness of the massive rock beneath one’s feet, view the water lilies dance across the water, 

smell the scent of the surrounding pines and shrubs, and taste the mist drifting over the water.   It 

is through awareness of one’s surrounding, and the experiences within it that one can develop a 

practice of reflection, to notice ma.   

Plants 

 In Japan, people are aware and celebrate the changing of the seasons.  Viewing cherry 

trees in blossom is a national holiday and pastime in the spring.  It is a fleeting moment in time 

to celebrate with family and friends.  It is the celebration of seasons transitioning, that in-

between moment of ma.  This is why the Japanese will not embrace the latest hybrids that have 

been bred to ignore seasons, such as hydrangeas, roses, and lilacs that bloom all summer long.  

These do not honor the spirit of the moment in time.   

 Japanese gardens are designed to be enjoyed during all seasons.  It is their plantings and 

composition that can provide striking vistas, even in the wintertime.  The plant selection aids in 

creating a calming effect on the viewer, by placing specimens that are predominantly different 

variations of green and textures.  The viewer is not distracted by pops of color.   
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Historically, Japanese gardens would dictate what and where plantings should take place.  

For example, avoid planting a tree in line with the center of a gate, as it forms the Japanese 

character for idle (Takei & Keane Marc, 2001, p.  200).   Illustrations states, “In the planting of 

trees and herbs, you make their natural habitats your model.  You will not go astray so long as 

you bear in mind the principle of planting trees from deep mountains in the deep mountains of 

the garden, trees from the hills and fields in the hills and fields, herbs and trees from freshwater 

shores on the freshwater shores, and herbs from the seashore on the seashore.  For the landscape 

garden mirrors nature.  And thus it is said that in each and all we must return to the two words, 

natural habitat” (Slawson, 1987, p.  62).   

However, it is the emptiness, the spacing between plantings that give the viewer 

breathing room for contemplation, and appreciation of ma within the space.  A Japanese garden 

also features mostly different colors predominately in the greenish tone, in a variety of textures, 

which provide a blank canvas for the viewer.  In addition, Japanese gardens do not contain an 

abundance of species of plantings, but rather stick to several mainstays, such as pines, low 

shrubs, and ground coverings.  These allow for a heightened attention to the slight differences in 

plantings, and provide an uncluttered calming environment for the viewer.   

The first two iterations of Japanese gardens did not work at Como Park because they did 

not heed the advice from Illustrations.  The early 1900s Japanese garden contained planted 

materials that were native to Japan, and thus not from our climate zones, and failed after the first 

year.  Then the first version of the current-day Japanese garden was not planted heeding the 

advice to follow naturalistic cues, rather rocks and plantings were spaced awkwardly throughout 

the garden.  This prompted the visit by the designer, Masami Matsuda, to reconstruct the garden 

over numerous years.   

During the latest renovation in the Como Park Japanese garden, a leading expert in 

Japanese gardens, John Powell, was hired as a consultant to evaluate the garden and provide 

suggestions for improvements.  One of the main ways the garden has been enhanced during the 

2012 renovation was the removal of many overgrown trees, which not only provided too much 

shade, but also closed in the garden and its views.  Powell also trained the newest gardener at 

Como Park, who does not have a background in Japanese gardens but is an arborist, on Japanese 
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pruning techniques and aesthetics.  This collaboration brought the garden back closer to the 

original design seen in Matsuda’s plan.   

Ornaments 

Many ornaments in a Japanese garden originally had spiritual or religious meaning, but 

their value now is aesthetic.  Examples of such ornaments are lanterns and water basins, which 

have a literal space within them.  These gaps can represent ma; a separation of space and time, a 

difference in time of day or seasons.  They also serve as a bridge between the manmade and 

natural world, as both consist of carved, natural materials. 

Lanterns are a common ornament in a Japanese garden.  Originally, they were used to 

light the paths to Buddhist temples.  Then tea masters adopted them to light tea gardens for 

morning and evening tea ceremonies.  Traditionally, a lantern would contain a candle.  This 

would be used to light the path to a teahouse, or accent a portion of the garden.  The candle 

bridges night and day.   Now, lanterns are accents within many styles of Japanese gardens.  

Frequently one will see a stone at the base of the lantern to provide visual stability to the scene.   

Tsukubai, or water basins, are another ornamental element in Como Park’s Japanese 

garden.  Water basins are embedded within the garden, but this man-made feature connects the 

viewer to the experiences they are about to have at the teahouse: “The tsukubai arrangement of a 

stone water basin, lantern, and rock includes a front stone, on which the visitor squats; a rock on 

which a candle holder is set; a stone which serves as a base for a pitcher of hot water in winter; a 

basin from which the water is labeled to rinse one’s hands; and the ‘sea,’ the area of sand or 

pebbles which connects the elements of the arrangement.” (2001 Japanese Garden Training 

Guide).  Also, in the void of a water basin, water is filled for a tea ceremony.  The basin can 

signify whether a tea ceremony is occurring, depending on if water and the ladle are absent or 

present.  The basin is set near the entrance to the teahouse on the northeast side of the teahouse. 

Three of Como Park’s Japanese lanterns are from the 1904 World’s Fair in St.  Louis.  

Originally they were purchased by a wealthy businessman and placed in the Japanese garden on 

Cozy Lake.  Luckily, Como Park had enough foresight to put them in storage when that garden 

was demolished and then placed them in the current garden.  In addition to these three granite 

lanterns, there is a pastiche lantern.  This is a lantern that Matsuda assembled from five other 

lantern pieces to create a complete lantern in the tea garden.  Lastly, the snow-viewing lantern by 
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the pond is an example of wabi-sabi.  This lantern was damaged by vandalism in the 1980s, but 

was repaired.  This character illustrated the Japanese acceptance of transience and imperfection.   

Sound  

Japanese gardens are places that promote contemplation and meditation, and sound 

provides a space for introspection.  It is through the observation of the combination of rocks, 

paths, water, plants, and ornaments that one’s eye and mind can wander and reflect on the world 

around them, and the distinct differences that a Japanese garden provides from other styles.  

Sound is both subjective and objective.  In both their active and inactive forms, the viewer is 

drawn in by the absence and presence of action.   

Ma exists in the pauses between sound and action.  The anticipation of the knocks from 

the shishi odoshi, waterspout, and the pauses between footsteps on the path, are examples of such 

gaps and pauses.   “The reason is not the silence (which is manifest); the reason is the 

expectation hidden in the silence (which is not manifest).  When we anticipate something should 

be here, but is saliently not here, silence is the presence of that absence” (O’Grady & Meinecke, 

2015, p.  2).  While the absence of sound can make Americans uncomfortable, it is this between 

space and time, ma, the gaps that can hold more power than the verbal actions.   

I argue that sound is a key element within the Japanese garden.  “The garden is, of 

course, primarily a visual art, but it can also directly engage our sense of hearing (a waterfall, 

leaves rustling in the wind) and our sense of smell (fragrant wisteria, pine needles) (Slawson, 

1987, p.  77).  An example of this is the shishi odoshi, a water fountain located outside the 

teahouse.  This bamboo tube is closed on one end, and has a spout on the other and is balanced 

on a pivot point.  Water fills the upper portion of the tube, which adjusts the center of gravity, 

forcing the tube to fall forward, spilling the water into the tsukubai, and creating a knocking 

sound.   

All of the elements of a Japanese garden: rocks, water, plants, ornaments and sound work 

in harmony to create the foundation of a Japanese garden.  It is not only the interplay between 

the objects, but also how the ma of each element creates a cohesive landscape. 
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CHAPTER 7  

DESIGN THINKING: PAPERCUTTING  

 I created papercuttings to gain not only an understanding of core elements of a Japanese 

garden, but also as a demonstration in ma.  Design will be my main point of inquiry, with 

papercutting being the method.  I collected oral histories and images as my points of data, and 

analyzed the Japanese garden using the philosophy of ma to better understand aesthetics.  With 

this medium I am exploring elements of notan, dark-light, as I cut away sections of paper to 

reveal a Japanese garden scene.  Meaning is processed by the viewer as much through the black 

paper that has been cut away to make up the silhouette of the Japanese garden, as it is in the cut 

away negative areas of the composition.   

 I find the act of papercutting to be a meditation and an act of mindfulness.  Many 

Japanese gardens were created for Zen Buddhist temples, and not only does viewing landscapes 

provide a focus or aid for meditation, but the maintenance of the garden is an act of mindfulness.  

In order to be precise, I must focus on the present moment, on the line in front of me.  The solo 

act of gripping an exacto knife and cutting away small sections of paper is a very introspective 

moment in time.  One must focus on the mind, body and breath.  I clear my mind of any 

judgment and criticism, the paper will guide my actions.  At first my grip was firm, and I pressed 

through the paper as if I were cutting a plastic toy free of a clamshell package.  Over time, I 

learned to always keep a fresh blade and use a lighter touch, which actually makes the paper cut 

like butter.  In addition, I focus my breath, especially as I cut curves.  A slow steady in-breath 

helps keep my hand still to make a cut without stopping.  Also, papercutting is like meditation.  

In meditation you can focus on your breath to anchor you to the present moment, by observing 

your in-breath and out-breath, not worrying about the past or the future.  In papercutting, it is 

following the little line in front of you.  It is ever present, and small cuts eventually lead to a 

large piece of work, just as one breath ends up being a long day of silent meditation. 

 I would like to add that ma can be seen in the two-dimensional space of artwork.  Using 

papercutting as my medium I will explore the concepts of positive and negative space and time.  

Papercutting involves the imagery in positive or negative form.  An element of my papercutting 

involves the concept of notan, the "beauty of opposing and intermingling masses of black and 

white" (Dow, 2007, p.  63).  The Japanese term notan, means dark-light (Bothwell & Mayfield, 
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1991).  It is the combination of negative and positive space that creates a composition.  The artist 

must equally consider the background and surrounding negative space.  In Japanese ink brush 

painting, such as sumi-e or enso (circle portraits), the empty whitespace is what creates the 

background and meaning for the composition. 

 In creating my papercuts of the Como Park Japanese garden I followed the design 

thinking process (Dabbs, 2014).  While there are numerous design thinking models (Zeisel, 

1984; Press & Cooper, 2003) they all contain at least the three principles that IDEO outlines: 

inspiration, ideation, and implementation (Brown, 2008, 85).  Rather than following a strict 

linear design model, I meandered between research, prototyping, seeking additional inspiration, 

and creation.  I will outline my process from discover, ideate, experiment, create, refine, and 

share (Dabbs, 2014).   

Discover 

I cannot recall the first time I encountered papercutting.  However, paper as an artform 

has been an area of interest to me since I was enrolled in graduate school for library science, and 

specialized in art librarianship.  At Indiana University I worked in the art library, which had one 

of the best collections of artists’ books in the country.  These little books redefined what the 

structure of a book is, and elevated it to a physical art form.     

 Since papercutting is not taught at the University of Minnesota, I relied on numerous 

books and YouTube videos to learn techniques and tricks.  Lastly, I attended a papercutting 

workshop in the winter of 2016 at the Grand Marais Art colony with local expert Andrea Martin, 

to gain first-hand experience on design. 

Ideate  

For this project I photographed the Como Park Japanese garden during my volunteer 

shifts for inspiration for various perspectives and scenes.  In addition, I culled through all the 

books I had on Japanese gardens and studied the line drawings of various forms for inspiration of 

imagery I could expand upon.  Also, I gathered graphics from paper artists around the world on a 

Pinterest inspiration board.  While most of the images were far too advanced for a beginning 

paper cutter such as myself, their excellent use of line and balance of positive and negative 

imagery guided my forms.   
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Experiment 

Originally, I began to design pieces in circular form.  This drew inspiration from 

traditional Zen Buddhist enso circular brush-ink paintings.  Enso “symbolizes enlightenment, 

powers, and the universe” and represents “this-moment-as-it-is” (Seo, 2007, p.  xi).  While I love 

the philosophy behind the circular form, it turned out to be too complex for a beginning paper 

artist such as myself to find the right composition.  I rather adjusted my designs for a rectangular 

form.   

 Another area I experimented with was the paper source.  I tried all different types of 

paper, from simple computer paper to origami paper.  In the papercutting workshop, I learned 

about tyvek.  While expensive, I found that it cut much more easily.  In addition, the white 

backing on the black paper allows one to print a reverse image to cut from.  I also learned to 

change the blades on my X-Acto knife frequently, so you do not drag and rip the paper.  

However, I still frequently struggle with cutting curved lines, as one must move the paper to 

create easier angles.  Also, it is best to cut out the fine details of the design first, and leave larger 

sections for last.  That way if one makes a mistake on the integral smaller portions it is easier to 

start over without wasting hours of work, and the larger pieces will help stabilize the rest of the 

image.   

Create 

 My creation process usually involved three main steps.  First, I photographed the area of 

the Japanese garden I wanted to create a papercut of.  I then determined the perspective and scale 

of that design.  Using a photograph as inspiration I would edit the image in Photoshop to create 

an outline of various features in the garden.  I then would use tracing paper to transfer the image 

and add additional elements.  Lastly, I would cut the form, often in 15-minute increments to give 

my hand, wrist, and back a rest.   

Refine 

Frequently, I would realize that not all my lines connect, so I would have floating images, 

or large sections of the design that are not balanced in positive and negative form.  In addition, 

the shadow box papercuts are prototypes.  They did not turn out quite how I envisioned, but I 

know with more experimentation with layout and different papers I will be able to make them 

illuminate properly.  Many of the finished papercuts were reviewed by a local papercut artist, 
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Andrea Martin, and the Guild of American Papercutters’ Facebook Group for feedback and 

improvement suggestions.  Their feedback was used to refine the details.   

 

Figure 13.  Photos from the papercutting art exhibit at the Underground Music Cafe.  Photos of 

attendees viewing images, advisors Elizabeth Fontaine and DonnaMae Gustafson; artist sharing 

the design process and philosophy. 

Share 

My papercuts were on display at the Underground Music Café in Saint Paul, Minnesota June 

1-30, 2016.  During the exhibit, I was able to have an opening on June 13th.   As a librarian, I 

frequently create book displays.  For this show, I wanted to create an interactive component.  

Following the example of the University of Minnesota Boynton Mental Health Art show, I 

created a few thought-provoking questions to engage the viewer with the artwork, but also to 

continue the design thinking process loop.  The questions included: 

 How does nature inspire you? 

 What would you title this piece? 

 Pretend you are inside this papercut.  What does it feel like? 

 What is your subjective reaction to the work of art? 

 What sounds, smells, and tastes, does the piece evoke? 
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 Over 30 people attended the art opening, including family, friends, co-workers, Como 

Park staff, and patrons of the coffee shop (Figure 13).  The outpouring of support was 

encouraging, and the questions and conversations were reflective.  Most of the attendees 

responded to the questions above by placing a post-it note on the frame of a piece of work.  

These reflections included a poem, title suggestions, and a smiley face by my four-year-old 

cousin.  After the opening, numerous other attendees sent me feedback via e-mail or Facebook.  

This outpouring of support is encouraging my continued study and improvement of form and 

composition.   

Papercutting History 

 Papercutting has a rich history across numerous cultures.  Paper has been around for two 

milennia, as paper was invented during the Han dynasty (206 BC – 220 AD) in China.  Even 

though paper followed the expansion through the Silk Road, it remained a scarce resource until 

paper manufacturing became more widespread in the eighteenth century.  Despite the slowness 

of the spread of paper manufacturing, papercutting has been an art form for almost two centuries: 

“The earliest known papercuts were discovered in northwestern China and date to the Northern 

and Southern Dynasties (386-581 AD)” (Hopf, 2007, p.  9).  Since the society was illiterate, 

papercuts were used to tell stories and folklore, along with decoration.  “The oldest extant 

example of Japanese kiri-gami, dating to 757 AD, is housed in the Shosion Repository in Nara” 

(Hopf, 2007, p.  11).  Early designs were used as stencils for formal costumes.  According to 

Hopf, the ruling Fugiwara family encouraged family crests that were simple symbols, and these 

were easily turned into papercuttings that could be used as stencils, such as the chrysanthemum 

for the imperial family (Hopf, 2007, p.  11).   

 Other cultures have used papercutting for decorative and religious purposes.  In the 

Jewish tradition, papercuts were created to celebrate births, marriages, and other family events.  

In Europe, many cuttings produced by monks and nuns imitated delicate lacework, and 

devotionals.  The history of papercutting is relatively new in the United States.  Native 

Americans used birch bark cuttings for decorations (Hopf, 2007, p.  20).  However, it wasn’t 

until immigration to the United States in the late nineteenth and twentieth centuries that 

papercutting became more widespread as an art form.  Scherenschnitte is a style of papercutting 

practiced by the Pennsylvania Dutch.  The various influences from many cultures are reflected in 
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the diversity of paper arts practiced in the United States.  To highlight the diversity of paper arts 

the Guild of American Papercutters was formed on February 23, 1988 at the Hershey Museum of 

American Life in Pennsylvania.  The group has sponsored numerous traveling exhibits to bring 

awareness of papercutting across the country, including ‘Turning Cut Paper Into Art: An 

Exhibition of the Guild of American Papercutters’ at Banfill-Locke Center for the Arts in 

Fridley, Minnesota, in June 2015.   

 My papercuts will draw inspiration from nature and feature the Charlotte Partridge 

Ordway Japanese Garden and bonsai collection at Como Zoo and Conservatory.  The papercuts 

focused on exploring ma through the history of the Japanese garden at Como Park, along with 

the elements of a Japanese garden.  In addition, they celebrated the sixtieth anniversary as sister 

cities between Nagasaki, Japan and Saint Paul, Minnesota, in 2015.     
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CHAPTER 8 

MA AT THE CHARLOTTE PARTRIDGE ORDWAY JAPANESE GARDEN 

 As Slawson outlines in his book, Japanese gardens include “scenic effects, sensory 

effects, and cultural values” (Slawson, 1987, p.  16).  When one reads a garden, it is much like a 

painting; look for three depths, the foreground, middle distance, and far distance.  Like a 

painting, most of the papercuts have angles to build movement and draw the eye throughout. 

While the majority of my papercuts consist of a single sheet of paper, through mounting it, one 

can create depth and shadows.  These papercut scenes from the Charlotte Partridge Ordway 

Japanese Garden illustrate how to conceptualize ma through space and time.  

 One can recognize a bonsai, not by what is present, but rather the absence of a 

symmetrical specimen.  Though careful pruning, trimming, bending, and wiring, a bonsai is 

formed into its stylized look.  The wind-wisped characteristics, mimic trees that form along a 

tree line and are clinging to the side of a mountain.  The trunks and branches are contorted by the 

wind, and the roots dig in deeply to hold on.  It is this positive form of the branches that are 

carefully curated and negative form of pruned away areas in the bonsai that signifies the ma in 

this space.   
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 In this papercut (Figure 14) you will see a selection of one tree from the bonsai 

collection.  This specimen was selected to highlight due to the deep connection it has with the 

Japanese garden.  This bonsai is the result of a gift of kusu, camphor tree, seedlings from 

Nagasaki, Japan.  Two camphor trees at Sanno Shrine in Nagasaki survived the atomic bombing 

on August 9 1945.  In 2004, hundreds of seeds were gathered by Masami Matsuda and Nagasaki 

sister city members and sent to Saint Paul.  Two of the seedlings were trained into bonsai.  I 

selected one of the trees to highlight due to the peacemaking symbol that this tree presents.   

 While the art form has been around centuries, the bonsai at Como Park were the result of 

a gift by the First Bank of St.  Paul of 12 bonsai.  Currently, there are over 130 trees, many of 

which were donated by the Minnesota Bonsai Club.  Como Conservatory highlights bonsai 

annually during its Mother’s Day Bonsai Show, which started in 1974 (Como Park Zoo & 

Conservatory, 2016, p.  40).  In addition, Como Conservatory is host to the Minnesota Bonsai 

Club’s hands-on beginner workshops which are held twice a year.   

Figure 14.  Bonsai papercut. 
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     Figure 15.  Crab apple tree papercut. 

It is the fleeting highlights within a garden that make each season so compelling to be 

enjoyed in the moment.  In Japan, the blooming of cherry trees mark vacations on a national 

level to enjoy the fleeting moments of peak sakura blossoms.   The blooming of this tree may 

signify the season of springtime, but it is the falling of the blossoms that signal the transition 

between seasons. 

 In this papercut (Figure 15) you see a close-up view of a crab apple branch.  This tree is 

used to signify springtime in our climate.  The blossoms peak in the springtime, and have a 

lovely sweet scent that wafts over a visitor’s nose as they wander down to the Japanese garden.  

The bright fuchsia flowers provide a lovely backdrop for many family photos.  However, it is in 

the falling of these petals that one notices the transitions between seasons.  This papercut 

highlights not only the celebration of springtime after being cooped up in our homes all winter, 

but the falling petals allow the visitor to reflect that time is always moving forward.   

In Minnesota, cherry and plum trees were not cold hardy for our region, until recently.  

Originally, there were three cherry trees by the teahouse, but they were short-lived due to our 
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harsh winters.  In 2012, Saint Paul was one of 50 cities to receive 20 cherry trees from the 

government of Japan, in honor of the 100th anniversary gift of 3,020 cherry trees to Washington 

D.C.  as a symbol of friendship.  The trees were developed in Minnesota from an original sakura 

tree from Hokkaido in northern Japan, where the climate is similar to ours.   

 

  

Figure 16.  Koi swimming around a water lily papercut. 

Many Japanese gardens have an island feature which often is referred to as tortoise 

island.  The folklore behind a tortoise island is that the tortoise and crane are symbols of 

longevity.  The head of tortoise island is a large pinkish rock that has a slight slope, like a snout, 

into the water, with a long flat rock on the opposite side representing a tail.  There are two large 

rocks on either side that illustrate legs, but also serve to flank the bridges that go to and from the 

island, creating visual stability.  Across the tortoise’s back are individual stepping-stones with 

pruned scotch pines that makeup the arc of his shell.   

 In this papercut (Figure 16), I did not create the island itself, but rather the koi that swim 

around it, and often take refuge under the bridges to the delight of visitors.  From tortoise island, 
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one can view the water lilies that bloom with the rising of the sun at noon.  In addition, the koi 

become very excited and active when visitors are standing on the zigzag bridge, as this is where 

the zookeepers feed the fish.  Here we see a moment in time where the koi are skimming the 

surface making the water lilies leaves ruffle in the water.   

 

 After crossing tortoise island, one can take in one of the key vantage points of the garden 

from the viewing stone.  This large flat rock is placed in the middle of the garden.  From here we 

can see tortoise island, but the show-stopper is the curtain waterfall straight ahead, which one 

can hear extremely well from this point.  In the distance, the tall Austrian pines tower over the 

garden and provide an element of borrowed scenery, giving the garden a much larger feel by 

incorporating trees that are in the distance.  To the left one can view one of the 1904 granite 

Figure 17: Tortoise island papercut 



 

52 

 

lanterns.  This is a favorite vantage point because visitors can see the koi up close and personal 

as they race by.   

 This is a slightly different papercut (Figure 17).  I oversimplified the scene, as there are 

too many plantings and rocks to highlight.  This papercut is actually numerous papercuts 

combined into one scene.  I wanted to highlight the layers that are within a Japanese garden, 

from the foreground viewing stone, to the rocks that are placed in the water like small islands, as 

the eye is drawn to the waterfall and surrounding trees.  I also wanted to illustrate the reflective 

surface of the water, and how that view is of the moment.  It can change with the weather and 

viewer’s perspective.  This stacked three-dimensional illuminated papercut hopefully illustrates 

this space and place in time.     

 

     Figure 18.  Gingko falling leaves papercut 

 Ginkgo trees are some of the oldest living specimens on the planet, as they are resilient to 

the climate.  Ginkgo hill is undergoing some changes, as previously, it was just a grassy hill that 

was used by gardening staff as a shortcut down into the garden.  Today, the hill is being filled in 

with luscious pachysandra, as it is a perfect groundcover for hard-to-grow areas.  The hill is 
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dotted with ferns and native trillium.  The ginkgo is a highlight for their unique fan-like leaf 

shape that turns brilliant yellow in the fall.    This papercut (Figure 18) is a close-up of the 

brilliant leaf shape of the ginkgo.  This papercut is modelled after a Lightwavelaser.com design.  

 

 

     Figure 19.  Scenes from the teahouse: stepping stones and tsukubai papercut 

 The teahouse garden is a much more intimate space.  Not only does the hand-tied bamboo 

fence and gate separate it from the broader garden, the space feels much quieter.  There is no 

showy waterfall to attract attention.  Rather, when you attend tea you are given slippers to walk 

around the tea garden in.  The slippers help you slow your pace as you walk along the stepping 

stones and note the beautiful Irish moss clinging to the ground, with small divots being dug by 

the squirrels.  Dogwoods and pines dot the landscape.  Prior to tea, one purifies oneself at the 

tsukubai, water basin.  Then prior to scooting through the three-foot by three-foot door, you take 

off your slippers and bow to the tea master and fellow attendees as you enter.   

 In this papercut (Figure 19), I emphasized two parts of the garden that were unusual to 

me during my first experience when I was sixteen.  Wearing white sock and slippers outside, was 

such a foreign concept to me.  The first papercut illustrates the slippers awaiting my feet on the 

large stone as you exit the side door.  The second papercut features the tsukubai.  These two 
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experiences illustrate some of the pauses between actions in participating in a tea ceremony.  The 

pauses between steps and action emphasize and enhance the experience.   

The teahouse was designed by Otto Theuer in 1986 with input by Masami Matsuda 

(Pesek, 2012).  The original plan was to cost $15,000 but quickly ballooned to over $55,000 with 

adaptations needed to the doors, roofline, and an accessible entryway (Como Park Zoo & 

Conservatory, 2016, 31).  Zonta Saint Paul raised $15,000 towards the construction of the 

teahouse.  The teahouse garden was completed for the public reopening of the garden in 1992.   

Papercuts emphasize the artistic concept of negative space, and ma takes it one step 

further to include both space and time.  These six papercuts are highlights from my exhibit which 

featured ten designs.  In these designs I highlighted the simplicity of line that dominates Japanese 

gardens as views are revealed as one wanders along the paths, balance, and changing 

perspectives of the seasons.  It is my hope that the viewer can see not only some of the core 

elements that make up a Japanese garden in this papercuts, but also gain an appreciation for the 

Japanese philosophy of ma.   
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CHAPTER 9  

REFLECTION ON THE POND 

When I began my Liberal Studies degree my intention was to collect oral histories of the 

Como Park Japanese garden and use this information to create an interactive tutorial.  Although 

my vision of a tutorial was not fully realized, I have been afforded an equally rewarding 

experience.  By documenting several oral histories with the aid of the Minnesota Historical 

Society and collaborating with Saint Paul-Nagasaki Sister City Committee members to create a 

podcast series, I increased my knowledge and appreciation of the gardens and revitalized my 

enthusiasm for them.  This rediscovered passion ignited a new journey that went beyond 

exploring the history of the garden; it led me to create a new framework for my project that 

explored the concept of ma and the expression of that concept in another art form.  

How can the garden and the concept of ma be expressed through another genre of art?  

To answer this question, I looked to the simplicity of papercutting.  Papercutting proved a 

compelling way to explore the aesthetic principles of Japanese gardens as both the garden and 

papercutting emphasize lines that draw the viewer into a scene.  I took this linear view further by 

creating a papercutting exhibit that wrapped around the room and integrated thought-provoking 

questions for the viewer.  How does nature inspire you?  What would you title this piece?  

Through this process I engaged the viewer in a discussion that went beyond superficial 

observations; it allowed deeper conversations to develop that centered on viewing the principles 

of Japanese gardens and the concept of ma through an art form that was not widely known.  

Papercutting became an instrument through which Japanese gardens and the concept of ma could 

be explored.   

 I have volunteered in the Como Park Japanese garden for sixteen seasons and have 

witnessed numerous changes from major renovations to creating new visitor education strategies.  

Some of the challenges facing the garden left me disheartened.  I became tired and uninspired; I 

began to oversimplify the Japanese garden to visitors and did not encourage emotional or 

intellectual connections.  This lethargic approach was discarded once I incorporated the 

principles of ma; my passion for the garden was revitalized and my advocacy restored.  Ma 

allowed me to reflect on my personal experience with the garden and remember when my 

enthusiasm for a tea ceremony prompted me to begin a journal of my time in the garden.  
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Through ma, I learned not only to remember what has been but also embrace the future that 

awaits the garden.  I have moved beyond regarding the objective imitation of nature and the 

subjective expression of emotive qualities as mutually exclusive and can relate this information 

to visitors.  Ma allowed me to explain the garden with deeper meaning, one that marries 

aesthetics and reflection and encourages a more profound experience for the visitor. 

I hope this thesis moves the reader to gain a deeper understanding of Japanese garden 

aesthetics and become an active participant in the garden.  The Charlotte Partridge Ordway 

Japanese Garden has had a fragile history and was once in jeopardy of falling into disrepair 

beyond saving.  It is the active attention of the community through volunteering, visiting and 

donating funds that will keep the garden flourishing for future generations.  This garden was 

created as a symbol of peace by Masami Matsuda that celebrates the rich history of Japanese 

Americans in Minnesota and the relationship between these groups.  A garden is never a 

completed project and is therefore full of new experiences waiting to be explored.  I encourage 

readers to do what I have done – to move beyond viewing Japanese gardens as a static entity and 

instead see them as a constantly evolving art form that can be used as a catalyst for deeper 

understanding.  It is my hope that the Como Park Japanese garden will live on in perpetuity and 

continue to be the focal point for cultural understanding.   

 

.   
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APPENDIX 

Interview Translation 

 

Transcription convention: 

M1: Takayuki Miyanishi, interviewer 

Ma: Masami Matsuda, Como Ordway Memorial Japanese Garden designer 

 () The interviewer speaking in English (Takayuki Miyanishi) 

[]  Japanese translation added by the translator  (Takayuki Miyanishi) 

Italic  Japanese word  

? not at the end of the sentence added by the translator indicating not sure 

 

This contains sections from an oral history conducted on November 10, 2011.  Portions that were 

not relevant to the Como Park Japanese garden’s history were not included. 

Ma: How you keep maintenance, how you manage Japanese gardens.  Then… it would be the 

best if there were some experts in Japanese garden. 

M1: That is true. 

Ma: First of all, the climates are different, how you deal with through four seasons.  But it 

becomes a wide range of things to manage because plants and also other things need to be 

included.  So those kinds of things became problematic. 

M1: I understand.  (In English, He just took up a lot of maintaining the Japanese garden overseas 

which made long time ago.  It is hard time to maintain well in a good manner and traditional 

form.  He briefly mentioned about it.) Well then, from now.. 

M1: the 26th, isn’t it? (December 26th, 1923 is his birthday).  And where were you raised in 

Japan? (#2) 

Ma: In Koga all the time. 

M1: (He was grown up and a living in his birth place).  Koga, isn’t it?  

Ma: Yes. 

M1: (The town name is Koga) It is not Matsubara? 

Ma: It is Matsubara, Matsubara in Koga. 

M1: Oh, (Matsubara area in Koga town).  Then do people there make gardens in the town since 

early time? 

Ma: Yes, started around Kenroku era (1688-1703). 

M1: Genroku?  

Ma: Yes. 
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M1: Genroku (It got in activity started here from Genroku era, that’s long time ago.) How many 

years ago approximately? 

Ma: Genroku, 400 years ago. 

M1: (It’s about 400 years ago) 

M1: Oh, very long time ago. 

Ma: Yes.  Garden making/landscaping as well as garden trees, 

M1: You are the ninth gardener in the business.  Why did you decide to become a 

gardener/landscaping designer first place? 

M1: (Number 3, [?] landscape designer.  How did you decide to become a gardener first place?) 

Ma: The elder brother had to inherit the business but he really wanted to go to upper school.  He 

wanted to study law. 

M1: (So his older brother was anxious to become a lawyer.  So he decided to go for a law school.  

It happened before WWII and he is a)  

Ma: But my father told him that he is the oldest son so he has to take over the business. 

M1: (But his father against it.  And that the first son should take after take over his father’s 

position.) 

Ma: So, when he was 8th grade, he asked his father to send him an academic junior high school 

rather than a technical school, 

M1: (After 8 years of education, the oldest brother going to regular school not special school for 

the gardeners) 

Ma: He did not listen to his father at all.  Normally you need to go to an academic junior high 

after finishing the 6th grade but he went up to the 8th grade because his father did not allow him 

to go to an academic junior high school.  Then he was transferred to an academic junior high 

school in Nagasaki after a teacher told his father that he has such a strong will to become a 

lawyer.  His father should let him go to an academic junior high school.   

M1: (A couple discussions with his brother, his father finally agreed that his eldest brother to go 

for a regular school to keep his ambition) 

Ma: So he went to a school in Nagasaki.  He went there for 5 years.  His father told him that he 

can’t go to a college but he insisted that he was going to college. 

Ma: Then, his parents did not know what to do.  Because it was such a big financial burden to 

send their son to college in Tokyo.  There are some colleges for law department.  Chuo or Todai.  

Teachers suggested them to send their son to Chuo University so he went to Chuo University.  

My parents did not know what to do because he is from a country side and going to Tokyo.  

Selling plants did not do anything.  Financial situation was not like today’s. 



 

59 

 

M1: (His parents were running garden business but it does have enough money to support his 

eldest brother’s ambition to become a lawyer.  He need to go to Tokyo area and cost of living 

and tuition fee of course pretty much high) 

Ma: There is another problem regarding this issue.  My father had very hardship one time.  The 

children watched him even they were young.  My father wanted to learn law 

M1: Oh, that kind of thing happened? 

Ma: Yes.  That incident was planted my brother’s mind that he wanted to study law.  So he went 

to the college and graduated from the college in December 1941.  He went to a pre-course at 

college first then went onto an additional education at that time which is equivalent to a graduate 

school these days.  He graduated from that and received a diploma, yes. 

M1: December of 1941, his brother finished of school. 

Ma: I heard that he passed the bar. 

M1: The license? 

Ma: National license? 

M1: Become a politician? 

Ma: But he died so 

M1: Oh, in WWII. 

Ma: He graduated in 1941.  Since I was his younger brother, he told me to inherit the business 

for him. 

M1: (So his brother told him that he should take over his father’s business on behalf of his elder 

brother) 

Ma: If that is the case, I too want to go to a college for studying garden since my brother went 

college. 

M1: Your younger brother? 

Ma: No, me.  I asked my father. 

Ma: But my father, he sent my elder brother to college and my younger brother, I had a brother 2 

years younger than I, who past away when he was 42 years old, he told that he will take the 

younger brother so that the younger brother can go to an academic junior high school in Tokyo.  

And the younger brother can graduate from an academic junior high school in Tokyo. 

M1: (And Matsuda-san wanted to go to University of Agriculture.  Because his elder brother had 

education.  Why not for him?) 

M1: Your father? 

Ma: No, my elder brother. 

M1: Matsuda-san needed to inherit this business so your elder brother takes your younger brother 

to Tokyo. 
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Ma: Yes.  Not an academic junior high in Nagasaki but in Tokyo.  Rikkyo. 

M1: He went there? 

Ma: At that time, they had Rikkyo junior high school.  And he graduated from the school in 

1945. 

M1: Uh huh. 

Ma: Then my father and I, my elder brother graduated from the college in 1941.  He took my 

younger brother to Tokyo while he was enrolled in the college.  They lived in a boarding house.  

And my younger brother graduated from Rikkyo junior high school in 1945.   

Ma: So I… 

M1: (His younger brother went for a junior high school in Tokyo because his other brother 

wanted him wanted younger brother to study in Tokyo.  So he is only one remaining remained in 

this area) 

Ma: So I thought why I was the only staying here.  But my relatives told me that not to make any 

more troubles for my parents.  So I went to University of Agriculture in Chiba.  And one in 

Tokyo. 

M1: (So there was a couple of choices to study gardening, horticulture, and one is a horticulture 

school in Chiba.  And one such a kind in Tokyo.) (24:19) 

Ma: I wanted to choose one of them. 

M1: (He wanted to choose one of this two.) 

Ma: So, I took off my armband so that my father does not know about.  And I applied for the 

schools.  Then my father found out 

M1: (And he applied those schools without agreement with his father.) 

Ma: So I caused trouble for my parents. 

M1: (And parents so much embarrassed about his attitude.) 

Ma: So everyone told me that do not make any more problems for my parents.  If three sons 

would be in Tokyo,  

M1: (If all three brothers, boys go for a Tokyo to study, and its really much heavy stuff for his 

father financially situation for his family.) 

Ma: From a family in this small countryside, well, it is shameful.  Regarding financial status but 

it is impossible for doing so, please give up going to Tokyo.  So I went to Agricultural school. 

M1: (But a his parents and relatives confessed him and forced him to) You mean here?  

Ma: Yes. 

M1: (Stay Nagasaki to study) 

Ma: Isahaya. 
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M1: (at Isahaya, Agriculture School.) 

Ma: I studied there for three years. 

M1: (He studied there for three years.) 

Ma: I wanted to go upper school at that time.  Only a few students besides me went up beyond 

elementary school at that time.  It was rare for an ordinary family to send their children beyond 

elementary school.  I appreciated that my parents let me go to the Agricultural school.  Although 

I wanted to go a specialized school of horticulture in Tokyo, I was told that I should learn basic 

education for inheriting my father’s business.  After receiving basic education, I can continue 

studying specific fields of study. 

M1: (At least to study very basic agriculture and horticulture, so he studied there.) 

Ma: My father told me that he could not let me go to Agricultural school in Tokyo, but he would 

support me to attend conferences and to buy books related to my study. 

M1: (His father said him that he might not able to study farther after the Isahaya Agriculture 

School, but his father would support him sending farther academic meetings, like a buying books 

for him) 

Ma: So I went to school.  Then the WWII started.  A lot of people were drafted for the war.  

Then the end of the war.  Then people came back to Japan.  So my teenager period was very 

unfortunate. 

M1: You got drafted after graduating from the school in Isahaya. 

Ma: Yes.  I was at the school in Isahaya.  I, Department of Agriculture. 

M1: Oh, you got employed after that. 

Ma: No, it was not an employment.  I was drafted by Department of Agriculture and cooked for 

the soldiers.   

M1: It was different from being drafted? 

Ma: Right.  So I entered the army in 1934.   

M1: Is that a draft from Department of Agriculture? 

Ma: No, it was not.  I took a physical test then joined the military. 

M1: (Because war time, after he finished his school.  And he assigned, appointed for supply 

section by the government.  Later also appointed as a soldier in Nagasaki Area.  And his mission 

was supporting people firing friends? in the sky.) 

Ma: That was a terrible time. 

M1: You studied at Isahaya.  (We finished #3 and #5a and go to #b, If not how any of the family 

was see information pass down through the generations?) Uh, your father was a horticulturist.  

Did you get any information/education from your father in generation? 
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Ma: As soon as I graduated.  The war started.  So I was doing horticultural business.  Foods are 

more important than flowers. 

M1: (Right after his school finished, and but unfortunately the war time.  Gardening It is, was not 

the right professional at that time.  So he has to had to make food supplies for a nation’s people 

and soldiers.) 

Ma: The country it self did not need any green.  Food is more important than flowers.  There 

were no resources in Japan.  So people in countryside had to produce foods.  No more trees.  The 

government ordered to produce more foods rather than trees.  They cut down the trees. 

M1: (The government ordered gardeners all over Japan to give up growing up trees and green 

stuff for the gardening instead they to make foods, a plant.) 

M1: Afterward, you did not talk with your father about horticulture. 

Ma: After that, while we got air raided, he told me that cutting trees were not good.  We had 

many gardeners at home, so I learned from them.  Not only my father. 

M1: (So there were many garden workers in his house, so he studied from those workers also 

from his father.) 

Ma: During the war, there is not work for gardeners.  The government required us to produce 

foods.  The government required us to submit how much rice and potatoes.  If you don’t submit 

those required amount, the government military come to cut the trees.  Five to six years after the 

war, everyone was busy with producing foods rather than thinking about growing trees.  We 

could not do anything about it.  People were coming back to Japan and no foods were coming 

from other countries.  We needed to do everything supply and demand by ourselves.   

(37:29) 

M1: (The situation continued for 5-6 years after the WWII.) 

M1: (Whole country went self-supporting.  Everyone supporting foods) 

Ma: Then slowly, the houses were up.  People came back and needed housings.  At that time, 

there were no trees so we needed to plant some trees. 

M1: (A couple years later, a few years later, new buildings.  Started building) 

Ma: And then. 

M1: You went through the after war years.  Did you receive any education from your father after 

that? 

Ma: Oh, he told me that we need to plant trees from now, parks will be built, houses will be built, 

we need to plant trees along side of roads.  Around in 1965. 

M1: Did it take so long? 

Ma: Yes.  After 20 years of end of the war.  Around 1965, finally Japanese economy was 

growing.  Before that, the government told people that even though the houses were built, there 

was no need to plant trees.  But some people realized that trees were important so they planted 
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trees and started producing despite of cheap price of selling trees.  They also cut trees in 

mountains and sold them.  I learned those basic skills from my father. 

M1: You mean that you learned on the job? 

Ma: Yes.  I worked in daytime, and studied designing gardening.  I studied by myself.  But my 

father bought many books and references instead of sending him to school.  When I went to 

Tokyo, I looked for used books. 

M1: The oldest one is Edo-period, right? 

Ma: Yes. 

M1: That one is wooden carving? 

Ma: Yes. 

M1: (Finished 5b.) 

M1: Can I say that learning on the job is a traditional way of learning? (5c) 

Ma: Yes.  for example, production of trees, how to make garden trees.  For example, talking 

about gardening, how to put rocks together.  Those detailed things, I learned on the job. 

M1: Those methods are established from the old time? 

Ma:  

M1: is there any written manual? 

Ma: No, it was a mouth to mouth method.  People tell others how to do a specific thing and then 

the person will tell the others. 

Ma: I found easy way of explaining in books these days so it helps a lot. 

M1: So you started learning around 1965? 

Ma: No.  I learned a lot after graduating agricultural school. 

M1:  

Ma: So around 1947, I could start doing some work for gardening.  The single house was so rare 

at that time.   

M1: Oh, I see. 

Ma: At that time many people cannot build a single house.  People say that gardeners don’t have 

jobs if people are not rich.  I designed many gardens. 

M1: When was that? 

Ma: Around 1967, I did designing school gardens.  I did a lot of those jobs.  I still had many 

designs from those projects.  I stored them in warehouse. 

M1: At school, you study basics.  Are there any rules? You need to study a specific item first, 

then next? 
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Ma: Yes.  I went to gardening school. 

M1: So you studied at school before war. 

Ma: Oh, I went to school after the war.  I went there as an instructor.  There were no textbooks 

around 1956.  I made textbooks by myself.  I don’t have any teacher’s license but the principal 

wanted me to teach there. 

M1: (So he draw own his textbooks from his experience.  for maybe a 12 years) 

Ma: I graduated from Isahaya agricultural school.  Many of the people who went through the 

school was teaching at gardening schools.  So Oomura Engei gardening school is the third school 

in the nation. 

M1: Schools like Oomura Engei existed only three in nation? 

Ma: No, the third school built for specialized gardening.  So the school wanted me to teacher 

there.  But my father was happy because there were no workers and no qualification.  But the 

school told him that I could do it.  So my father said to okay.  So I taught there for 12 years.  I 

could not take break because if I take break, other teachers get some burden for me.  I have a lot 

of students.  They got employed for gardening business.  Grading, making test, grading 

homework.  It was a busy time.  People supported me so well.  And I learned a lot there, too.  

Some high school students were so bad.  But some are so good, they still call me “teacher” 

M1: You taught what you learned from your father.  Now your son took over your business so 

you taught him also.  (#4) 

M1: So you taught him as well as others. 

Ma: Yes.  I was an instructor for a few groups in community.  But later, I kind of retire from 

teaching and tell younger generation to do the instruction for him.  This is the time for changing 

the generation. 

M1: Question #6.  Uh, designing garden is not you started.  It was there in old time. 

Ma: Right.  It existed before the war. 

M1: How about the company? 

Ma: The company has been here long time. 

M1: Kyoorakuen has been here for generations. 

Ma: Yes, yes. 

M1: (So the company name is Kyoorakuen.  It started..) 

Ma: Right.  The company, Kyoorakuen started after the war but Matsuda Kyoorakuen has been 

here before the war. 

M1: How long ago? 

Ma: Meiji… meiji..  meiji..  before 
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M1: (So Kyoorakuen, Matsuda Kyoorakuen is his old business name started from before Meiji 

era.) 

Ma: Before 1868 [Meiji period].   

Ma: More than 100 years. 

M1: (over 200 years.  Then after the WWI, they made a company.  Cooperate company.  

Business name is..) 

M1: Kyoorakuen-ryokka, isn’t it? Kyoorakuen-ryokka Kabushiki Gaisha. 

Ma: Yes.  After the WWII. 

M1: Depending on a company, the specialty is different.  What is the specialty of your company?  

Ma: Timber growing.   

M1: Oh, that is the specialty. 

M1: (Because he was is a tree doctor…) 

Ma: Because we are dealing with plants.  Timber is one of the materials for many items, 

including stones, timbers, soil… 

M1: (So trees and plants are primary products for many things so it is important)  

M1: You manage trees and plants health condition as a doctor. 

Ma: Yes, yes. 

M1: (So health condition of tress and plants are very important so that’s their one of unique 

business.) 

M1: Other thing is similar to other companies. 

Ma: Yes, yes. 

M1: (So rest of business is very much similar to others, other companies.) 

Ma: There are wide varieties. 

M1: We are now number 6, right? Then go to number 6A. 

M1: For example, in the company, do you divide people into specific groups such as 

architectural, designing and so on? Or does everyone do everything together? 

Ma: Everyone does things together.  But some are good at specific fields.  So those people will 

be specialists. 

M1: (So he, they have a couple specialists.  For example rock arrangement, tree trimming, or like 

a tree treating or designing gardens.  So all those specialists cooperate together work on 

business.) 

M1: So everyone works helping each other although they have their own strengths and 

weaknesses. 
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Ma: Yes, everyone cooperating each other. 

M1: How about future plans for this company? It is getting detailed questions.  (6b) 

Ma: Well, the current situation, thinking about Japanese domestic economic situation, it is worst.  

No work in the current condition.  We are in recession now.   

M1: (So business is, their business is now very slow because of the Japan’s economic condition) 

Ma: Big companies, like electrical or car companies like Aichi Industries are doing well.  But 

generally civil engineering business, construction business and landscaping business are in the 

worst situation right now. 

M1: (And construction business, and a landscape business, building, those three business are not 

very slope.  However, they can reach the environmental business.) 

Ma: But it should not be like this in future.  I believe that the landscaping is an environmental 

problem, environmental business. 

M1: So you believe that business relating to environment is growing in future. 

Ma: Planting trees…., I was foreseeing that the Japanese land would be destroyed by fast rate of 

economic growth in the past.  Then it resulted the way I thought. 

M1: (Because of the rapid and rapid growth of the Japan’s economy and the growth and a 

destroyed many nature, natural the conditions like forests and fields.  And so but now they need 

to turn into other conservation and keep a green stuff and conserve other nature and green 

things.) 

Ma: How to reconstruct green is a serious problem, it is very important, I believe. 

Ma: I need to have a hope for that but it is hard. 

M1: Was Mr.  Kinsaku Nakane a landscape gardener? 

Ma: Yes. 

M1: He made his protégé learn tea ceremony, in other words, learn Japanese soul, probably? 

Ma: Yes. 

M1: Do you think that it is useful? Do you want your protégé going through that kind of thing? 

Ma: I think that it is important. 

M1: (He thinks it is important thing for gardening workers for much learn Japanese traditional 

tea ceremony.) 

Ma: Yes, yes.  The sprit of zen.  Tea ceremony has deep connections to Japanese Gardens. 

M1: (Also the sprit of zen.  Especially tea is pretty much related to Japanese garden.) 

Ma: I believe it is necessary. 

M1: (He agrees Kinsaku Nakane’s idea.)  
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M1: Oh, it is okay.   

Ma: I got a tea ceremony’s. 

M1: (He just found that one book related to tea ceremony in his book shelf.  He also found 

just ..) 

Ma: Uh,  

M1: (Scrap books from newspaper, tea ceremony…) 

Ma: We have deep connections to tea ceremony. 

M1: It is true. 

Ma: This one is our project.   

M1: Did you fix it? 

Ma: Yes, step by step. 

M1: (They designed tea house in Unzen.  They build a tea house also.) 

M1: What is the name of this? 

M1: Shakubai-tei? Sekibai-tei? 

Ma: Sekubai-tei. 

M1: Sekibai-tei? 

M1: (The tea house name is Sekubai-tei.) 

M1: It is written in Chinese Characters, honor plums. 

M1: (So he is showing pictures of those tea houses.) 

M1: Is this called jutsudan?  

Ma: Nobedan. 

M1: Oh, nobedan.  Excuse me. 

M1: Nobedan ni tobiishi [rocks on gradual uphill and steppingstone] 

Ma: Koshikake machiai.  [chair, meeting point?] 

M1: Koshikake machiai, uekomi.  [chair, meeting point?, thick growth of trees] 

M1: What is nobedan? 

Ma: Nobedan is like this. 

M1: Gradually stones are going up. 

Ma: It is a path. 

M1: Oh, it is a path. 
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M1: And this is tobiishi. 

Ma: This is tobiishi. 

Ma: This is all I did.  There are rules. 

M1: How you put stones. 

Ma: Yes. 

M1: Is there any difference between designing and constructing? 

Ma: They are very similar.  Drawing picture 

M1: (Designing is a drawing.  And the building is design to life.  He said we can’t eat rice cake 

in the paper.  It is not real.) 

M1: When you draw a design, you have the idea how you want to the site to be? 

Ma: Yes. 

M1: (So he draw the design) 

Ma: I want to use nature as much as possible. 

M1: (He has complete buildings and the forms in his brain.  So he could make those designs into 

building.) 

Ma: Yes.  Talking about work, 

M1: What do you mean by using nature as much as possible? Are you talking about how to use 

stones or the materials? 

Ma: Materials, also. 

M1: (So he use all local, he chooses materials all local and landscape) 

Ma: Sadoo [tea ceremony] 

M1: So you don’t dig ground much. 

Ma: Yes, you are correct.  I try not to disturb earth, and try to make things fit into nature.  One 

movement.  A person’s movement in tea ceremony.  There are deep connections. 

M1: (All buildings and uh, all those buildings are materials matches the nature of the area.) 

Ma: Materials themselves.  Everything should be around. 

M1: (So that all fits in good matter.) 

Ma: This one is for a garden. 

M1: (All looks natural, so natural.) 

M1: Then when the site is completed, it looks like being there for a long time. 
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Ma: Lately, Japanese gardens have built in foreign countries due to sister cities but it is difficult 

for funding to build and maintain Japanese gardens, I hear. 

M1: When you need to create nature, it is high-maintenance. 

Ma: Yes. 

M1: When you try to show nature well, it would be high-maintenance. 

Ma: I find some partial scenery, I like this, I like that such as flow of a river,  

M1: (He could find many beautiful points where he lived, or he live since he was born here.)  

Ma: I found many spots when I go to a river, or go to a mountain…  

M1: (River, creek, mountains, there are so many things.) 

Ma: There are many spots.  For example, lately byotoku is popular, many animals live there. 

M1: (Biotoku is getting popular.) 

Ma: Talking about it, when you go to a small town surrounded by mountains, you can see many 

things we should realize as an example, or basic of living.   

Ma: I want to create such scenery somewhere. 

M1: (So he wanted to make such scenery, he build such scenery in a remote place as demanded.  

[?] for demanded.) 

Ma: I have two ways of thinking: one is that I got impressed by a specific rock so I wanted to 

take it with me to put it somewhere, and the other is I wanted to create something like this.  I 

occasionally have that kind of feeling. 

M1: (He found many attractive a little stone arrangement by nature and he made a sketch, or he 

memorize them or photograph them.  Then he report you such things for necessary or we are 

necessary.) 

Ma: So I usually draw those sceneries and put it in my mind, or take some pictures.  The nature 

is very good reference. 

M1: (So all these natural stuff is his teacher.) 

Ma: Wherever I go such as to a field trip, or oversea, to ocean, I find great scenery. 

M1: (Wherever he go, like hiking or oversea trip he could find such a things in many areas.) 

Ma: I am learning a lot from nature. 

Ma: People need to learn from nature. 

M1: (Something from nature.) 

Ma: When you see a waterfall, you can see a specific attraction.   

M1: (Like a river fall) 
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Ma: You can see some rocks stand sharply..   

M1: (Rocks stalls?) 

Or when you see rocks in a garden, you can tell individual rock stands in a specific attractive 

position. 

M1: (Very beautiful stones.) 

Ma: They are well balanced.   

M1: (And they get balanced.) 

Ma: I learn a lot from the nature. 

Ma: That is same for plants.  Material itself is wonderful. 

M1: (So designing Japanese garden is kind of art.  [?] nature.) 

M1: Well so I can think that building a garden means duplicating nature. 

Ma: Yes, duplication. 

M1: Okay. 

Ma: But material is not good so.  It is not that you used expensive materials so this garden is 

good, or you used cheap materials so that garden is not good.  But how you can attract people’s 

soul through garden despite of individual differences of feeling. 

Ma: How you attracting one’s soul through garden is important. 

M1: Well, what have you considered as art for the first time? Whatever you have encountered. 

Ma: Well. 

M1: (Number 12) 

Ma: Well… It might be a tiny thing but… A group of people built a peace memorial for victims 

of the atomic bomb. 

M1: Where did they build it? 

Ma: The A-center. 

M1: In Nagasaki? 

Ma: Yes.  Fusen-no-hi.  [flame for no war] 

M1: Fushin-no-hi. 

Ma: Fusen-no-hi.  Flame for no more battle. 

M1: Oh, Fusen-no-hi. 

Ma: Flame for fusen, no battle. 

M1: Oh. 
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Ma: When it was built, I did stone arrangement for that. 

M1: Is it in the peace park in Nagasaki. 

Ma: Yes. 

M1: (Peace Park his company built a Fusen-no-hi.) 

Ma: I have pictures for that so you can see them. 

M1: (Memorable plate) 

M1: Was it made of stone? 

Ma: Yes. 

M1: (stand point of no war, Fusen-no-hi.) 

Ma: For example, people usually build stones as memorial but I thought that I needed to think 

differently from others as a gardener.  So I looked at a lot of stones/rocks for that.  I even went to 

Fukuoka. 

M1: (So he looked for a good stone for that production.  He looked for a stone in Fukuoka area.) 

Ma: Then Fusen-no-hi was built. 

M1: So the stone was cut and polished. 

Ma: No it was not polished. 

M1: Oh, so it was not polished.  That means that it was a natural stone.  (He has a whole natural 

stone.) 

Ma: It was not only one stone but five. 

M1: (Five stones.) 

Ma: In that way, I built it.  I needed to think what meant for me to do this job.  Then I realized 

that no more war.  Looking at five stones like a family supporting each other.  Small children 

were supporting parents.   

M1: (Sprit behind the building such art work) 

Ma: I think that was the art of arranging the stones.  I believe that the project was art.  It was a 

tiny job but I was satisfied with the result.  I worked on it with all my heart.  I have the drawing 

for that so I can show it to you if you want.   

M1: (So many tiny stones to make a flame, the in the flame he put five stones a certain manner 

so that that stones look like parents and children support each other.  In a way stones arranged, 

he feel like this maybe an his art.  If necessary, he could show the design and map of the those 

stone arrangement.) 

Ma: It was a tiny job for a gardener but a big garden is not only the art but a tiny garden also can 

be an art expressing a specific way of Japanese soul.   
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M1: (It maybe a very tiny work, small work not expensive but the small thing could be his art 

reflecting his spirit.) 

Ma: Art does not exist only in big garden but also in small garden, too. 

M1: (Japanese gardening or art does not necessary mean big production, massive production, 

very expensive production, only for tiny thing can see nature and reflection of one’s spirit.) 

Ma: Japanese has a phrase, Ichiboku,issoo [one tree and one bush].  Art can be expressed with 

only one tree, tiny flower and so on. 

M1: So you mean you put your feeling into garden. 

Ma: Yes.  I have a drawing and pictures for the project.   

M1: (He could show you photos for that.) 

Ma: Shall I bring them over so we can see them? 

M1: Oh, maybe later. 

Ma: Is later okay? 

M1: Yes. 

Ma: This is Peace Park.  Near ground zero park. 

M1: Oh, ground zero park. 

Ma: Yes.  This is a memorial building for victims of atomic bomb. 

M1: (It’s over 10 years.) 

Ma: Everyone said, it is different from usual memorial. 

M1: Oh, then I will go visit there to take a look. 

Ma: Please do so. 

M1: Then (Number 13).  When you designed Como Park, (where does it inspiration come from, 

huh? It does not say Como Park but in Japanese it says Como Park).  Where do you get 

inspiration to create a specific arrangement? Do you watch something or do you think about it? 

Ma: When I was told that they wanted to build a memorial, I thought about no more war.  There 

were so many memorials in the park built by Nagasaki Electric Train Company or 

Telecommunication, from some foreign countries such as North Korea, South Korean, they built 

some memorials.  They showed me where the memorial would be stand, and I thought about 

something different from usual memorial.  When I mentioned to them, they said that is a good 

idea. 

M1: Oh, I see. 

Ma: About Como Park in St.  Paul, they did a ceremony.  But it was planed that we come over to 

build it but somehow, it was built by them. 

M1: Oh, yes.  I have the same question later so. 
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Ma: So, the park ended up being the current shape now.  I should have fixed them all at that 

time.   

M1: (He still continues that he saying that the first production was not what he wanted.) 

Ma: In particular, I asked for waterfall section, please keep the current situation at that time.  

Where current plantings stand, don’t kill them. 

M1: (He wanted couple of things for example, river fall has to be there was an order.  Couple 

things not changed.  Like a river fall.) 

Ma: I requested strongly about the waterfall section.  But they told me that they could not move 

this.  So the waterfall got some support so that the stones would not fall down. 

M1: (So there is a couple things he did want to change but he could not.) 

Ma: So the work continued.  I still feel bad. 

M1: (He still regret.  Such kind of thing.) 

Ma: Because they demand not to change 

M1: (but there was a strong demand not to change those things) 

Ma: So I regret that I could not change everything the way I wanted. 

M1: Well, when you build a garden, you use materials.  Do you think that some arts you 

encountered in the past help you to think through? For example, some arts like calligraphy, 

paintings, ceramics or literature poem. 

Ma: Yes, I think so. 

M1: (Number 15) 

Ma: For example, 

M1 (For example,) 

Ma: That was the last time.  When I went to oversea for reconstruction of the park for the second 

time, I brought calligraphy set like Japanese ink, writing box, black writing ink, paper for paper 

sliding door with me. 

M1: To St.  Paul? 

Ma: Yes.  At that time, I brought 2 blushes, writing box, Japanese ink.  Then I wrote name of 

teahouse. 

M1: You wrote it. 

Ma: Yes.  I wrote the name of garden.  I was not good at writing so I thought about asking a 

professional calligraphist.  But I did it by myself.  I could put my spirit into the garden. 

M1: So your feeling and the garden’s spirit matched at that time. 

Ma: Yes.  I don’t have authority but.  I did not have authority.  I was glad. 
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M1: (His calligraphy by his hand that draw the title of the teahouse and the park, Como Park.  

That made by the Japanese drawing blush and sumi [ink] and suzuri [container to put ink] and 

then that drawing calligraphy was reflection of spirit, he believe) 

Ma: One more thing.  I used that.  I used the water pot that was disposed when the greenhouse 

was rebuilt.  It maybe was not an art but it was useful for me even though disposed as garbage.  

Because you can purify your soul before arriving teahouse, you gargle and wash your hands.  It 

might be just a formality but for tea ceremony point of view, you should wash your hands, you 

gargle then bless your soul before getting into teahouse.  So those water pots were very 

meaningful for me.  They were placed in an important location even though they were garbage. 

Ma: They were made by stones. 

M1: Were they big? 

Ma: This big.  So it was very nice. 

M1: A little over one meter.  Oh, about one meter and twenty centimeter. 

Ma: This big. 

M1: About one meter. 

Ma: There was water inside. 

M1: About water, was the water poured into them or flowing? 

Ma: Flowing. 

M1: Oh, flowing. 

Ma: If it is necessary, you can keep it flowing. 

Ma: I was glad to use them. 

M1: How do you write Tsukubai [a pot to wash hands placed in front of an entrance of 

teahouse]? 

Ma: Tsukubai is difficult to spell. 

M1: It means blessing. 

Ma: Tsukubai is human… Here.  Tsukubai is very difficult.  Very difficult.  Tsukubai. 

M1: What kind of things you want pass along to the next generation? 

Ma: Well, Koga has a long history of landscaping and planting so I want young people 

remember the history. 

M1: You have something in written documents, right? 

Ma: Yes, we have an association that keeps those documents. 

M1: Oh, the written documents should be kept well. 

Ma: Yes.  I wrote some of them so I want to pass along to the next generation. 
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M1: What did you write about? Are those like a method or way of doing thinking? 

Ma: Yes. 

M1: Do you have any examples? 

Ma: Well.. 

M1: Young people should know about… 

Ma: History of Koga.  The history has been passing along as a storytelling but I prefer it to be 

written form.  So a system/association has started collecting resources. 

M1: Oh, they started. 

Ma: Yes.  Through green, through landscape designing, I want people think about is global 

warming.  Environmental problems have very close linkage to our business.   

M1: (Through profession and green planting concerns is that environmental issue and global 

warming) 

Ma: Just say landscaping, only scenery, I learned landscaping and green planting are very much 

related first hand. 

M1: (Landscape, garden making, is only a [?] matter, but we are learning) 

Ma: All living matter is living together.  The earth is not only for human being but relating to all 

living matter.  I learned that through my business dealing with green. 

M1: (All organism, live together.  Earth is not only for human, all the living things are 

interactive.  He learned the fact through dealing with nature fund?, green) 

Ma: It is not only for Japan but also for in the world.  I believe that this issue is very big problem.  

I deeply feel that clothing, food and housing are all related to nature everyday. 

Ma: Thinking from the perspective of greening, we need to plant more green around the world.  

We cannot abundant the world.  We cannot take advantage of natural resources like slash-and-

burn.  This is not only a domestic problem but also everywhere in the world. 

M1: (Also protect green stuff, green burnt trees, forest.) 

Ma: We need to plant trees.  We cannot live in Japan by itself.  We need to think about a whole 

world.  I strongly feel that through planting tree business.  Regarding global warming, we need 

to share the pain whatever we can to save the globe.  Not only in Japan but also in the world.  It 

does not matter if a country is rich or poor, all countries should be in peace in the world.  If each 

country thinks of itself only, the earth will head to doomsday, humanity will be destroyed.  If 

people don’t think about future and just think about now, the future becomes very problematic.  

Everyone might not value to think about future but now we need to think about future with nice 

environment by planting trees.  We can see the end of the road now. 

M1: For example, when you see latest garden and landscape designing, do you feel that they are 

designed based on living for the moment? 
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Ma: Yes, I do.  I wonder how they go.  I wonder what would happen.  Remains are important.  

History, such as pyramid in Egypt in Africa, the history should be valued.  We are here because 

of the history, including China’s history.  We need to realize that.  What a waste! If we all 

destroy the earth, that would be a waste.  How long can we pass along the earth for generations 

to come? 

M1: What do you think of future for people who are building Japanese garden? I think that you 

mentioned about it before.  Japanese economy is really bad now but .. 

Ma: Every person is different.  Some are rich and others are not.  Most of the people, like 99%, 

don’t think about building a garden.  Unless some specific reasons… 

M1: In a residential property? 

Ma: Yes, in a residential property.  We don’t drive any trucks for tree planting in Koga. 

M1: You mean now? 

Ma: Yes, lately.  People are saying that it is so hard to maintain a garden if they build one. 

M1: Oh, big trees. 

Ma: Yes.  You need to keep maintaining the trees every year. 

M1: Not many people are buying those big trees. 

Ma: Yes.  They don’t know what to do. 

M1: It is not good.  Those trees are so old. 

Ma: Yes.  We don’t get any money. 

M1: And businesses are not able to get money. 

Ma: Yes, that is right.  But lately Chinese people started buying them. 

M1: Oh. 

Ma: But if things started moving to China, 

M1: Oh, because of Beijing Olympic? 

Ma: No.  A group of people in China 

M1: Higher socioeconomic group in China. 

Ma: Higher socioeconomic group in China, who might be farmers, they compete each other to 

keep up with the Joneses. 

M1: Oh, I see. 

Ma: New rich people in China.  They don’t think about future.  Due to that kind of tendency… 

M1: The business started growing. 

Ma: From Nagasaki, Big tress, 10 something meter long truck carrying them.. 
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M1: (But now Chinese people are importing a very big trees, garden trees from Japan, Nagasaki) 

M1: If it is from Japan, Nagasaki is the closest to China. 

Ma: From Kagoshima. 

M1: Oh, Kagoshima. 

Ma: Yes, and from Kagoshima. 

M1: Oh, Kagoshima. 

Ma: Yes. 

M1: (Kyuushuu) 

Ma: From Nagasaki and Kagoshima.  I wondered how long this tendency will continue.  But I 

don’t think it will last long. 

M1: So it is like a boom. 

Ma: Yes, it is a boom.  I think it will go down soon. 

M1: Oh, I see. 

Ma: Lately, they exported a lot.  Some costs one million yen [about 10,000 US dollars] for one 

tree.   

M1: That much. 

Ma: They don’t have any limitation for money but trees should be straight up not curved or 

anything. 

M1: Oh, I see. 

Ma: Limited body shape.  I don’t know where they go but I heard that some trees go to Taiwan 

and others go to Hong Kong.  I don’t know how many trees to go where.  Some trees die, others 

might contain harmful insects to the other side. 

M1: That would be a trouble. 

Ma: That is what I heard.  I think that this phenomenon might be temporary. 

M1: Oh, I see. 

Ma: I don’t know how it goes from now. 

M1: Not many people are interested in building gardens in Japan.  That is the big problem. 

Ma: I believe so.  Lately, young people think that planting flowers are good. 

M1: Oh, I see a lot like that in my neighborhood. 

Ma: Planting flowers in gardens. 

M1: The flowers are only for one year. 
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Ma: That is about it.  In addition, lately, houses are boxed shape and windows don’t go down to 

the floor plus they don’t have dust outlet so you don’t look out from the window.  They do that 

only on TV. 

M1: What made you to involve with Como Park Japanese garden project? 

Ma: First of all, I and a public worker at a greenery department… 

M1: Oh, a public worker in Nagasaki City, he was in greenery department. 

Ma: Before we are heading out, there was a discussion, who should go… 

M1: Oh, they requested to have someone in St.  Paul. 

Ma: Yes. 

M1: They requested … 

Ma: We were asked to recommend someone among people in Koga Agricultural Group.  But 

nobody said they could do it because you need to do everything. 

M1: You need to be able to everything. 

Ma: They advertise themselves in name cards that they can design and construction.   

M1: Oh. 

Ma: But in fact, there are people who cannot do those tasks.  When we were asked to recommend 

someone, I was among them, so Committee in Koga’s Plant Association recommended me to go. 

M1: (He was chosen in Koga gardeners association.) 

Ma: Then, I was asked to go to take a look at the site.  So I went there.  That was in August of 

1975.  I stayed there for a week.  Then I sent them my designs and plans next year.  I made Plan 

1, Plan 2 and Plan 3.  They decided which plan they will go for.  Then question came up who 

will do the project.   

M1: Oh, after design is done.   

Ma: Yes. 

M1: Then who will do the construction. 

Ma: When they hand our plan which plan they use, Mr.  and Mrs.  Shibaichi came here from St.  

Paul.  At that time, the mayor invited us including me to come to the ceremony.  Then they 

discussed how and who should proceed the construction.  Two people from here go there to build 

the garden, but suddenly they stopped talking with us.  After a few years, I sent out the designs in 

1976, I heard that they have already built the garden.  Suddenly… 

M1: It was unexpected. 

Ma: Right, unexpected.  Everyone was surprised. 

Ma: So we were talking about who was the best fit to go over there.  That was in a newspaper 

many times.  I still have those articles in newspaper now. 
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M1: (He did not expect they construct garden by themselves.) 

Ma: I don’t remember how but a little bird told us that the garden was completed.  Because of the 

budget, American people built the garden.  They thought American people could build the 

garden.  But when I went there with Mr.  Taniguchi, we were so surprised… Oh, no, no, no.  I 

should not criticize them.  After we came home, we expressed our opinion that some parts of the 

garden need some work.  Then in 1981, a project of remodeling came up so I went there a few 

times.  I needed to go there to talk about details for few times.  Then, in 1989 and 1990, finally 

the project started.  Between those years, teachers like Professor Sako, were so worried about 

budget, who will do the construction.  That was a lot of work to think through.  How the project 

needs to be proceed since we will destroy some parts that have already completed.   

M1: That is a lot of work. 

Ma: Some are emotional problems.  People who built it just poured concrete, and it won’t last 

long.  Design itself was very different from the original. 

M1: Oh, the original was different. 

Ma: Yes.  So we asked to use the original design as much as possible. 

M1: You mentioned about waterfall. 

Ma: Yes.  We wanted to do better job.  The garden won’t be coherent but we needed fix it.  So 

the result was like that. 

M1: When you draw design, what you tried to put in. 

Ma: Well… 

M1: Did you draw the design while you were over there? 

Ma: No. 

M1: Oh, you took the drawing with you there. 

Ma: No, the ceremony was here, the head of Como Park came over here. 

M1: Here, you draw the design here in Nagasaki. 

Ma: Yes, I draw the design here. 

M1: Oh.  Then what did you think to put into the design for the Japanese garden in the park in St.  

Paul at that time? 

Ma: Creating authentic Japanese-style 

M1: Authentic Japanese-style 

Ma: garden path. 

M1: Huh? 

Ma: Garden path 

M1: Garden path? 
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Ma: like circuit style.   

M1: Oh, so you can go around. 

Ma: Yes. 

M1: Circuit style. 

Ma: Without circuit style, you can go around.  But if you have the path, the sense was different. 

M1: Is the circuit style garden path  

Ma: I draw that kind of design. 

M1: Having circuit style garden path so that people can think and/or enjoying while walking? 

Ma: Yes, yes, yes. 

M1: Your focus was to learn from nature. 

Ma: Yes, yes, yes.  You can go around from outside but it can be better.  It did not follow the 

original design. 

M1: Now after remodeling in 1989, the path gets similar to the original design? 

Ma: A little bit. 

M1: Oh, a little bit but it is still so far away from the original design. 

Ma: Yes. 

M1: So the current situation is not satisfactory. 

Ma: That is correct. 

M1: That how you feel. 

Ma: You get used to it. 

M1: Oh, you can get used to it. 

Ma: And what I worried the most about Japanese garden in foreign countries is maintenance of 

the garden.  If people over there, can do maintenance like Japanese people do but some people 

don’t have the skill.  But one thing I am happy about is Ms.  Joan [Murphy] can take care of pine 

trees.  I don’t know who she will train to take care of the garden but if she is there, I can count on 

her to do good job.  When I saw the pictures that were sent to me, 

M1: Oh, so the best thing is that you trained someone who can take care of the garden. 

Ma: Yes, definitely.  When I saw the pictures, I could tell Ms. Murphy has been doing good job. 

M1: Oh, I see.  She is doing a good job for taking care of the pines. 

Ma: Yes.  When I saw the pictures, I thought about sending her something.  I think that Ms.  

Murphy knows how to do things.  She came over here to study and we instructed her over there.  

And she is doing the way we taught.  I respect that.  I am happy to see that she is doing a good 

job.  It was clean. 
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M1: Oh, I see. 

Ma: In foreign counties, it is likely not to do maintenance of garden. 

M1: It is important to do maintenance.  The shape become different from the original and 

became away from Japanese garden. 

Ma: Nature, maples are maples, pines are pines… 

M1: So you should take care of the garden. 

Ma: Yes, you should.  Sometimes, last year for 50th anniversary, lately my doctor told me that 

you wanted to go there for 50th anniversary but I stopped you.  If that was now, I can let you go 

there. 

M1: Oh, he said that? 

Ma: Yes.  I thought that I should listen to you since you are my doctor.  I can see how the garden 

looks like in pictures.  They are sending me pictures of the garden in spring, in summer.  I .. 

M1: Are those pictures sent by the park and recreational department? 

Ma: Those have sent by people in [?] park.  You can see them later. 

M1: Oh, that is okay. 

Ma: They sent me pictures. 

M1: I think I saw them once before, when I came here last time. 

Ma: Yes, yes.  There was a conference in Tokyo talking about current situations and problems of 

Japanese gardens in foreign countries.  And I was asked to give a lecture since I went to St.  Paul 

but I could not do so due to my schedule.  This is a good chance to talk what you did.  I was told 

to write some reports, too. 

M1: Oh, you mean you used native trees over there? 

Ma: Yes, yes, yes.  So I could use them well. 

M1: For example, you had an idea that this spot will be a filed and that spot will be mountain… 

Ma: Yes, it is important to have contrast between brightness and darkness. 

M1: Oh, contrast. 

Ma: Yes.  Bright spot and dark spot, heavenly spot and the other spot.  You cannot put so many 

things in it. 

M1: Yes. 

Ma: I wanted to reduce the number of rocks.  I felt there were too many rocks. 

M1: When you chose plants over there, you used native plants. 

Ma: Yes.   
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M1: (Just chose the local plants) 

Ma: They had very nice trees. 

M1: You had good trees just right for spots.  Appropriate ones 

Ma: Yes, yes.   

M1: (So he could find appropriate plants).  Did you choose them because of their shapes? 

Ma: Yes, I chose them because of what kind of trees also. 

M1: Oh, the kinds, too. 

Ma: Yes. 

M1: (Species and configurations, shape.  Number 23). 

Ma: Yes, I went to see the trees many times with Ms.  Jones and Bajikku[?]-san. 

M1: Do they have a place you can go see the trees? 

Ma: Yes.  I was amazed. 

M1: So like. 

Ma: Yes.  In fact… 

M1: Near the park? 

Ma: Yes.  I cannot believe how big the place was.   

M1: They put samples there. 

Ma: They had many trees lined up. 

M1: And if you say you want this, can you take it? 

Ma: Yes.  I want this, this and this. 

M1: Oh, really.  Just like a store. 

Ma: Everything was set for us. 

M1: Oh, I see. 

Ma: I got the pines there.  The pines were there, shaped like mountains.  But I went there before 

picking them up, to cut some branches so I could make the shape I wanted. 

M1: Oh, I see.  When you went there. 

Ma: Lined up… 

M1: You trimmed the branches so told them to take this tree. 

Ma: Yes.  I made the shape I wanted at the place. 

M1: At the store, I mean the place trees were. 
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Ma: Yes. 

M1: (Then you trim them to shape them) 

Ma: Then I took them out.  I marked them so they could haul the trees. 

M1: (So he choose trees what he wanted and he trimmed and ask them to transport those trees 

plants to the garden.) 

M1: When you trimmed the trees, you tried to make them to fit in Minnesota or you wanted to 

make them like Japanese? 

Ma: I tried to make them like Japanese.  Same pine trees but different species.  I tried to find 

species similar to Japanese ones.  I thought I could make those pines like Japanese ones. 

M1: Oh, talking about easiness of maintenance. 

Ma: Yes.  Looking at the pines, I could tell this one will be a good shape. 

M1: Oh, you thought you could use the pine tree. 

Ma: I could use it. 

M1: Oh. 

Ma: There were many different kinds of pine trees.  So I chose ones that I thought they would be 

great. 

M1: (So he had chosen, for example, pine trees just fit in his imagination that [?] him of the 

garden.  Transported them) 

Ma: I took pictures at the place where many pine trees were lined up. 

M1: You chose the pine trees that can represent Japanese atmosphere. 

Ma: Yes.  Exactly right. 

M1: (This was Number 24). 

Ma: For teagarden, I chose ones that fit in teagarden and are similar to Japanese-style.  From 

there all… 

M1: Tea, tea, (Garden to the teahouse). 

Ma: For teahouse..  Trees, quite trees, like beech trees. 

M1: Beech trees. 

Ma: Beech trees in Japan just like zelkova.  Then I found trees like American dogwood.  Those 

matched nature very well.  So I chose them. 

M1: You needed to pick up not only trees but also rocks.. 

Ma: Yes.  We brought rocks from rock-mountain.   

M1: They had rock-mountain, right? 
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Ma: Sand-mountain.  The mountain was built during the ice age. 

M1: Ice age.  (From ice age.) 

Ma: Sand-mountain.  There were many different sizes of sands and rocks there. 

M1: (Many rocks and sands produced so he could choose appropriate shape in those collections, 

rock collections) 

Ma: From small round rocks to big rocks weighing several tons, we asked to transport from there 

to the garden.  They were very nice rocks.  They were very hard and nice. 

M1: Rocks are frameworks for the garden? 

Ma: Yes.  They were very nice. 

M1: You put rocks in various places like water, on a hill… 

Ma: I felt that this rock can be placed here, and that one over there. 

M1: What… what do the rocks add to the garden? (Number 25) 

Ma: Rocks have vigorous. 

M1: Vigorous. 

Ma: Rocks have good spirits. 

M1: Good spirits. 

Ma: Ki in feeling and Sei in vigorous. 

M1: Oh. 

Ma: They also have quietness. 

M1: Oh. 

Ma: Between two rocks… 

M1: Oh, like strength of rocks or expression of rocks. 

Ma: Yes.  So you decide how you use a rock based on the characteristics of a rock. 

M1: (So he could tell the strength of the stone, rocks.  And) For example, where would you put a 

rock with vigorous characteristics? 

Ma: Let me see. 

M1: You put it in the middle? 

Ma: One by one, no, not one by one.  When you put two or three rocks… 

M1: Oh, combination. 

Ma: Yes, yes.  A flow of the rocks. 
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M1: (He concerns about the appropriate combination of rocks in a balance.  So strong rocks and 

weak stones in combination with) tree also? (strong trees and weak trees). 

Ma: Flow of the rocks.  This one is coming this way and that one is coming that way to connect.  

This one and that one.  Vigorous characteristics.  All are like that in rocks. 

M1: Is there a combination of tree and rock? Or rock and rock? 

Ma: A combination of rocks.  Also combination of tree and rock. 

M1: Oh, both. 

Ma: Yes. 

M1: (All those elements unite into make a unite into a one harmony). 

M1: They need to make harmony? 

Ma: Yes.  Harmony and make it a whole. 

M1: Make it a whole. 

Ma: Yes. 

M1: (So as if it looks a whole, same body). 

Ma: Then, when you place rocks, the rule of thumb is placing them in inequilateral triangle. 

M1: Oh, I see. 

Ma: They should not be in equilateral triangle but in inequilateral triangle. 

M1: (So he looks for an uneven triangle of positioning stones, rocks.) 

M1: Oh, you want to write/draw something? 

Ma: This one is not good, this one is not good. 

M1: (He is just drawing three stones on a paper.  And) 

Ma: All needs to be inequilateral triangle. 

M1: (draw line between stones make a triangle.  So those triangles did not) 

Ma: Inequilateral triangle connection.  This one is like this… 

M1: They should not be equilateral triangle, right? 

Ma: This one is not good because equilateral triangle. 

M1: Equilateral triangle is not good. 

Ma: Inequilateral triangle. 

M1: So the distance needs to be different.  That is kind of subtlety. 

Ma: Yes, it is subtlety.  But it is the most important thing. 
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M1: I see.  That is the most important thing.  Then you need to think about differences of size of 

rocks. 

Ma: Yes, big, medium and small. 

M1: Oh, I see. 

M1: Is this like those rocks are talking each other? 

Ma: Yes.  Put this one in the middle. 

M1: It seems like rocks are communicating each other, right? I feel like that. 

Ma: Like this, connecting through, try not to overlap each other. 

M1: Oh, I see. 

Ma: This is one of the rules. 

M1: In general rule. 

Ma: Yes, yes, yes. 

M1: (So this suppose for number 25). 

M1: Well, size of the rocks won’t change but that of trees will change even though you take care 

of them.  (Number 26). 

Ma: Yes, yes.  You need to think how a tree will be in 10 years, 30 years and 50 years, think 

about future shapes.  You cannot let trees grow wild but trim the branches.  If you prune the 

same spot many times, the spot became burl and.  If you prune one spot many times, it became 

burl. 

M1: What do you mean by burl? 

Ma: Burl in the tree. 

M1: It becomes swollen? 

Ma: It becomes swollen just like burl. 

M1: A part of a tree becomes swollen? Due to too much nutrition? 

Ma: If you prune street trees a same spot year after year, the spot becomes burl. 

M1: Is that so. 

Ma: So you need to think how big this tree becomes in future.  You cannot make it grow so fast.  

You need to think if you stabilize the tree, what would happen.  Next is the pruning.  So you 

need to plant zelkova where no other plants interfere with the tree.  So that it can grow the way it 

wants.  If trees are fighting each other, that is not good. 

M1: You mean taking care of the trees is important. 

Ma: Yes. 

M1: Depending on how well you take care of trees, what kind of balance of tree it becomes. 
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Ma: Therefore, in the park, trees should not be so big.  So they need to control how big trees 

grow per year. 

M1: What do you think about the garden when you see the pictures? 

Ma: I am happy with it.  They take care of pines very well.  Maples, I want to train staff how to 

prune maples if I have a chance. 

M1: You need to bring the scissors. 

Ma: Cut surface… 

M1: (So far the pine trees look okay because of the treatment.  But he just..) 

Ma: They need to prune the way you cannot see the cut surface. 

M1: (think they should learn more about trimming the maple trees to just hiding cutting portion 

of branches.) 

Ma: Maples seem easy to be pruned but it is actually difficult. 

M1: (It seems easy to trim maple trees but it is not like that.) 

Ma: Maples are very good trees for nature.  Maples bring out good in a garden easily. 

M1: Oh, I see. 

Ma: Depending on how you prune them, a garden becomes much nicer or not good. 

M1: So maples are the hardest to prune.  It seems easy but actually hardest. 

Ma: Yes.  You need to prune at the crotch, not in the middle of a branch. 

M1: Oh, I see. 

Ma: Oh, it won’t be so hard. 

M1: (So this is for number 26.) 

Ma: After leaves are gone, it won’t be hard. 

M1: Then, in order to maintain the current condition, you need to have correct maintenance and 

pruning methods. 

Ma: Yes, yes. 

M1: (So number 12, he thinks that appropriate trimming and appropriate maintenance is the 

essential thing for the continuous of this garden.) 

Ma: As far as seeing the pictures, Ms.  Joan [Murphy] has been doing a great job.  Just she needs 

to learn to prune small branches for maples. 

M1: (So just need to learn how to trim maple trees.) 

M1: Okay.  Well..  I can think that you see the picture of the garden in your mind all the time, 

right? 
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Ma: Yes. 

M1: You can see it. 

Ma: Yes. 

M1: You mean that you wanted to pass on how nice a Japanese nature can be to people. 

Ma: Yes.  For flowering trees, 

M1: (Number 9.) 

Ma: I believe that Ms.  Joan knows about flowering trees, too. 

M1: Oh, flowers. 

Ma: Yes.  She knows flower trees’ ecology very well, I think. 

M1: Uh huh. 

Ma: Don’t make mistake when you prune them. 

M1: (So he wanted people to see in good nature balance) 

Ma: You need to prune a right season to keep the flower buds.  If you prune them in wrong 

season, you lose flower buds for next year. 

M1: Oh, excuse me.  The reason why this question came up is the teahouse design changed from 

the original design. 

Ma: Yes.  It changed. 

M1: Is that something due to the city building codes? 

Ma: Well…  

M1: That was not the case. 

Ma: The architects.. 

M1: Oh, the architects for the city. 

Ma: Yes.  And in the park and recreational department… But talking about framework, like in 

Japan, well.. 

M1: Framework in Japan is slim, right? 

Ma: In Japan, framework is timberwork but it is nailed over there with plates. 

M1: Oh. 

Ma: In Japan, framework is timberwork but those skills were not there. 

M1: Oh, they could not do timberwork well. 

Ma: No they didn’t. 

M1: That’s why the shape changed. 
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Ma: They nailed the timbers. 

M1: Oh, with the nails. 

Ma: Yes.  but… this one, we did formally. 

M1: (Traditional Japanese building as building teahouse without any iron pins, or any metal 

materials.  Just combination of appropriate curved logs for the frames.  So that no stains would 

appear.)  

Ma: Only this thing… We did it in a formal way. 

M1: Oh, roof framing. 

Ma: Roof framing. 

M1: Oh, the gate. 

Ma: The gate. 

Ma: This one is really formal way we did. 

M1: (But only the gate to the teahouse is built in a very Japanese way without using any metal.) 

Ma: He and I ….  I cannot remember his name..  He worked at a wig store. 

M1: Oh, I see.  (The person was working at wig-making.) 

Ma: His real job was at a wig store.  Then at night he was working at a bar.  In a day, he did 

volunteer work. 

M1: Huh? Bar? 

M1: With his help, you could make the gate for the teahouse in a formal way. 

Ma: Yes, just like the traditional Japanese way. 

M1: The way they built the teahouse, they used metal rather than timberwork but the shape and 

the design did not change much. 

Ma: Yes, that’s right. 

M1: Is it okay to think there was no change? 

Ma: The shape was changed a little for the tearoom. 

M1: Oh, a little changes for the tearoom.  Because they did not do timberwork? 

Ma: I don't think so. 

M1: Oh.  Is it okay with you? 

Ma: Yes.  The original design was done here but.. 

M1: (But he did not see any big trouble.  Based on his original planning, or design in a city 

modified it but so far it is okay for him.) 
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M1: It does not matter to you. 

Ma: Mr.[Bujek?] was in charge of it. 

Ma: When we built this, architects and the students from the University of Minnesota came to 

observe the process. 

M1: Oh is that so. 

Ma: They came to observe the process. 

Ma: Despite of language barrier, I was able to connect with people in St.  Paul and work well 

with them.  Normally, they must have hired specialists for the project.  I had to work with a 

contractor over there for foundation work due to [?].  But after that, different people came 

everyday. 

M1: Oh, volunteers. 

Ma: Men, and women, a person who did this kind of work for the first time, an expert on stone… 

When we needed to work on a specific part, I needed to teach them from zero.  I spent a lot of 

time doing that.  But after all, the garden was done within the assigned timeline.  I don’t think 

that it could have been done without those people’s work. 

M1: Everyone wanted to build a nice Japanese garden there. 

Ma: Yes, yes.  I really felt the people’s energy.  I also felt that I had to do my best. 

M1: (Number 27.  We are now talking) 

Ma: Everyone helped us from many different perspectives. 

M1: (So while he was working for the Japanese garden at Como Park, many volunteers and 

helpers cooperated with him tightly, making into one good Japanese garden together.) 

Ma: A person was there until noon because she/he had other things to do in the afternoon.  Then 

in the afternoon, other person came so I needed to teach the new person from zero. 

M1: (But volunteers come, person by person.  So morning one person and afternoon different 

one, next day another one.  So he had to teach them from beginning.) So you had to teach them 

from the beginning. 

Ma: But the planned number of people was always there.  If one person was busy for the 

afternoon and not able to work at the site, another person filled in without any problems.  So the 

work progressed. 

M1: Oh, that was the way. 

Ma: Yes. 

M1: (But they are pretty much in time according to the schedule, so there is always someone to 

help him.  So he could complete his job in time.) Okay. 

Ma: It was not like one person could not come today so we could not do any work. 

M1: Oh, I see. 
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Ma: Everyday, everyone put their best into the work because they believed that this was their job 

to do.  So at least, the garden was completed.  At first, I was so worried because I had no clue 

what to do. 

M1: (As the very beginning, he was worried if he could accomplish it.  But as days go, days 

went, he was convinced that he could do it.) In other words, (Number 21, number 21.) When 

you went to St.  Paul first time, you had a specific impression but the impression changed 

gradually.   

Ma: I went there for 7 or 8 times.  I think that people understand me how to do things.  I was 

working there in good health.  But I had an occasion once that I thought that I would fall down 

here. 

M1: Oh, really. 

Ma: Mrs.  Sako’s husband did various treatments. 

M1: Oh.  You had such an experience.  Was that due to too much work? 

Ma: Yes, my body.  Yes.  I was not able to stand up.  I thought that I was going to fall down here 

and die. 

M1: Oh. 

Ma: Then, I went through massage and other treatments.  He was a doctor. 

M1: Yes, he was a cardiac surgeon. 

Ma: Yes.  So he came over and took care of me.  So I became well. 

M1: Oh, I see. 

Ma: I was working overtime at night.  I was planning for the next day.  If I didn’t do this now, 

the work would not be done tomorrow.  So I overworked.  I put items on walls. 

M1: You pushed yourself as hard as possible. 

Ma: Yes.  I needed to know what to do the next day.  In order to do that, I needed to do this now.  

If carpenters request something, what should I do? I cannot call to Nagasaki every time 

something happens.  I studied those items overnight cramming. 

M1: Oh, I heard about it.  Especially, something related to construction, you needed to depend on 

some books. 

Ma: Yes, yes.  I took many architectural books with me. 

M1: Then, self-studying created a great result. 

Ma: Yes. 

M1: In the past, you studied by yourself so.. 

Ma: Yes.  I took many architectural books with me.  I was so glad that I took them with me.  IN 

various ways… 
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M1: If you are prepared, you don’t have to worry. 

Ma: Yes.  I finally accomplished the project the hard way.  I was very relieved. 

M1: Yes.  Good work. 

Ma: No, no.  [Thank you.] That was a good training for me.   

M1: I see. 

Ma: I learned a lot.  In a foreign country, you tend to run into obstacles more. 

M1: Yes, that is right.  Many things are like that.  The circumstances in a country are different, 

too. 

Ma: You cannot just complain.  You need to solve the problems.  You need to use the materials 

they have.  You cannot go over the budget… Those things were in my mind. 

M1: You felt financial limitation? 

Ma: Yes, I did. 

M1: You could not buy new materials. 

Ma: Yes, you are right.  So whatever they had, I used them. 

M1: (So tight budget.) 

Ma: I knew that Mr.  Bujeck was worried about many things.  He went to stores and negotiated 

the prices. 

M1: Oh, I see. 

Ma: So he told me that I could use this.  Let’s use this. 

M1: Was that so? 

Ma: So I tried not to spend additional money. 

M1: I see. 

Ma: Japanese people over there took care of me well so I needed to do my best.  I learned a lot. 
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