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More than Textile is a magazine published by Hosoo. Every year, it
introduces our ongoing projects in pursuit of the innovative beauty

of the 21st century.

The theme of this issue is “Migration/Creation.”

Since the beginning of time, the history of textiles has developed
while traveling around the world.

The origin of Nishijin textile can be traced back to silk textiles
introduced to Japan via the Silk Road. Nishijin textile also migrated
to different places to pursue the ultimate beauty while being based in
Kyoto. It experienced an epoch-making revolution when a Jacquard
loom was introduced to Japan from Lyon, France, at the beginning of

the Meiji period.

Moving from one place to another inspires new creations. The history
of humanity and textiles has been woven through the accumulation of
such a process.

This issue is focused on creations conceived by migration.
Hosoo travels to many locations in Japan and overseas, engaging in
conversations with people, technologies, materials, and environ-
ments we encounter to continually explore new textiles. In this issue,
we travel to France, the Netherlands, and Italy, as well as Yamagata,

Nagano, Okinawa, and Tokyo.

The history of humankind is, in itself, like one big textile.

Time and epochs are the warp, and the creativity and passion of
the people who lived in each epoch are the weft, interwoven with the
warp, to create new and beautiful things.

The city of Kyoto itself can be described as one big textile that

has been woven for 1200 years.

When I reexamine the world on such a large scale, I'm taken to a dimen-

sion where differences in nationality and race are no longer an issue.
By asking what is essential and universal—in other words, what

makes up the warp—perhaps we can reconsider how our country

and society should be.

This year, Hosoo almost simultaneously established two new loca-
tions—Hosoo Milan and Hosoo Tokyo.
From these sites, we hope to realize “Migration/Creation” at a

larger scale and contribute to weaving global textiles.

Masataka Hosoo
President and CEO, Hosoo Co., Ltd.
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Lately Hosoo has taken up the challenge of reconstituting a type of
silk with an exceptional whiteness and feel, known as Cévennes. It is
produced by silkworms whose existence has been completely forgot-
ten until recently. The present article describes the thread’s history
and how it has been brought back to life. Intimately related to our
story is the history of trading (migration) between France and Japan,
as well as the vicissitudes of the silk industry. What does Hosoo seek
to achieve by reviving this extraordinary silk? The future of the silk
thread industry, and by extension that of £imono culture in general,

will be discussed.
The Cévennes: The Breed

The silkworm takes its name from the Cévennes region in the south
of France. It has long been home to a thriving silk industry. In 1852,
more than 60 departments in France were said to produce silk
cocoons. More than half was believed to have come from Cévennes,
making it the single most important producer of silk in the entire
country. In 1854, however, the sericultural industry in Europe was
decimated by an outbreak of pébrine disease, a deadly plague of silk-
worms. In France, sericulture was rebuilt first by seeking silkworm
eggs from India, China, and even Japan. In addition to the eggs thus
adopted from Japan, by the 1870s the new prophylaxis established
by Pasteur had led to the recovery of sericulture.

The Cévennes silkworm eggs were brought back to Japan as
follows. In Meiji 33 (1900), the Japanese government sent Naojiro
Imanishi, of the National Raw Silk Inspection Office, to carry out a
survey for the Silk Department of the Japanese Commission to the
Paris Universal Exposition. On the silk produced in the Cévennes re-
gion he reported that it was of “superb quality” and the finest in the
world, unparalleled in quality. In Meiji 35 (1902), Imanishi brought
back silkworm eggs from the Cévennes region, as recorded in a con-
temporary document entitled Report on the Silk Industry in Europe

and the United States. The breed in question was the Cévennes.
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History of Sericulture

The history of sericulture dates back to antiquity. It is believed to
have begun in China in the fifteenth century B.C., and for many years
its knowledge was kept strictly a secret. From China it spread to
Japan and Southeast Asia, and then via the Silk Road reached Europe
in the fifth century B.C. With China as the origin, vast variety of
silkworm developed over the course of hundreds or even thousands
of years, including Chinese, Japanese, European, and tropical races.

Sericulture seems to have already been practiced in Japan by the
third century A.D., when Wajinden described a gift of brocade from
the Yamatai kingdom of Japan to Wei. Silk thread in Japan was a very
precious commodity, primarily delivered to the Imperial Court as a
form of tax payment. Shoséin [ the ancient Japanese imperial repos-
itory] holds some of the silk fabrics thus presented to the Emperor.
Sericulture flourished across Japan during the Edo period (1603-1867),
especially in Oshii-Date (today’s Fukushima Prefecture), Jyoshii
(Gunma Prefecture), and Shinsht (Nagano Prefecture).

At the end of the Edo period, the opening of Japanese borders
negotiated by Commodore Perry of the United States Navy brought
an end to more than two hundred years of national isolation. Trade
with foreign countries began in Ansei 6 (1859). At the time, Europe
was suffering from a shortage of silkworm eggs and raw silk, due in
part to the aforementioned epidemic of pébrine disease. These cir-
cumstances helped quickly boost the demand for supply of silkworm
eggs and raw silks from Japan, making sericulture one of the coun-

try’s key industries.
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Mass-Producible Silkworm Breeds in the Modern Era

As the export to Europe increased, silk thread became scarce in Ja-
pan. In Meiji 5 (1872), the government sought to ensure consistency in
the quality of raw silk and improve productivity by inviting French
engineers to import technologies such as automatic reeling machines
and steam engines. The first silk mill in Japan was thus established in
Tomioka. In addition, research gained momentum on commercially
viable, mass-producible breeds to increase the production of thread.
Breeding began with imported fine eggs. The aforementioned Naoji-
ro Imanishi, too, seems to have brought back several silkworm eggs
from the Cévennes region.

Silk obtained from the currently prevalent, mass-producible
breeds has one shortcoming. It contains a high number of fine fibers,
known as “lousiness,” detached from the cocoon filament. The
threads with a large amount of lousiness show white spots when dyed,
resulting in a spoilt appearance. The figure below demonstrates that
Koishimaru, a Japanese breed, and especially the Cévennes have very
little lousiness compared to commercially viable silkworms.

Japan seems to have possessed such outstanding silk in the past.
The cocoons, however, were often small and not suitable for mass
production. For this reason, with the advent of the modern era it was
increasingly difficult to cultivate any breeds other than the mainstay,
mass-producible kind.

In his book Wagahai wa kaiko dearu [I am a Silkworm], geneti-
cist Yataro Tajima ironically commented on the decline in the quality

of silk threads resulting from mass production:

If the cause of lousiness already exists in the cocoon layer that

I spit out, it would seem that all the responsibility is on me. But
who made me do it? The greedy humans. In a nutshell, it is
because man has messed up my body in order to maximize the
amount of silk thread I can spit out. Lousiness does not occur in
cocoons with meager layers. In the past, I did not spit out such
threads. To see what they were like, you can check the pieces of

fabric from about 1,200 years ago, conserved in the Shosoin.

%R A AR O fRAF

RELIEEDGAT 2B/ ETLELY D24, HREWIZHWT, %
BuRMBEsE&Ifitzicbd Tldkro7z, HATIR, BFE - &
R EHOR AR AT e A (LUT . BOHERD . U RFERET. #
1400 A HDOBRMAHALE LI LTHRFESNTE:, ZRLDBEH R
1. HRREAHEBLE bR TwE, 2 V= XOBA BT HEL 72D
3. TOBBEWS DT> 62 THY). BUIBBOBRMTEEF v
2—1213, FHBLZEMO400RL ML, HoWROER o7
BEREBDZHEOMIF - REINT0E, ITRLDOEEEEPHOZ
LBES TR, BHIEOBM TIRIBOBHMAFII T HEL
Fl., &RFEOEOI 2 WAL s, IS/ 2 - A7
LTS EDDH 2, qRZ2OBICHEAOREORBIMAL. HHY
ToTWwa,
BB E HF MBI, RDI#Es,

SR eV 2EHNH T TIX. BB CHREFELTVIY
DHBFIZE oIz, A3 BORT vox vk 7V
AT LTl AL RETADORIZEL, HlLEE»EIRTS
IO oT, 333N - BBIOPIFOBESLEMBLD
fERM OB I 2RI T3,

Preservation of Diverse Silkworm Varieties

While the reliable silkworm breeds that can ensure a stable produc-
tion have become predominant in Japan, other, rarer kinds have not
completely disappeared. About 1400 strains have been conserved
as genetic archives at various institutions including the National
Agriculture and Food Research Organization (hereafter NARO) and
Kyushu University. All combined, they are said to constitute the
largest collection of its kind in the world, crucial for the reconstruc-
tion of the Cévennes. In addition to the 400 strains of commercially
viable silkworm breeds, mutants with a wide variety of characteristics
are kept at the Genetic Resource Center of the National Institute of
Agricultural Science (NIER). Maintaining the archives is not easy.

Current technology does not allow for the freezing of eggs. It is

REER (B xHEA) . .
Chinese cocoon necessary to hatch the eggs of all strains once a year, preserving the
'S VEMER (H115 X H108) 342 new eggs. Simultaneously the quality of the silk threads is inspected
Brazilian cocoon and controlled.
F501 NARO’s Shuichiro Tomita comments as follows:
H501 . , 5 . .
In reconstructing the Cévennes, NARO’s collection was instru-
L ES = mental. We continue to develop various basic and fundamental
technologies and to study life phenomena in the hope that the
NEH . . 5 . . .
full exploration of the silkworms’ potential will benefit people in
HEH <R various aspects and give birth to new industries.
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Figure: Occurrence of cocoon filament detachment in different silkworm breeds—Based on Satoshi Kurioka “In Search of Beautiful Silk Yarn without Fine Fiber Detachments from Cocoon Filament” 16 17 Some of the Genetic Resource kept at NARO
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Cévennes’ round-shaped cocoons

How the Cévennes Restoration Came About

How did Cévennes, long lost to history, come to be restored today?
It was a result of the research and reconstitution of eighteenth-cen-
tury French court dress, conducted by fashion historian Tsukiye
Izu-hara, a specialist in cultural anthropology and the history of
fashion at Japan University. Initially, Izuhara took extensive mea-
surements—up to ten thousand points—during the restoration
process, faithfully reconstructing the patterns of eighteenth-century
French court dress. While the form was successfully reconstructed,
the replicated garments lacked the lightness, stiffness, and ethereal
quality present in the Rococo-era textiles. Izuhara then realized that
the court clothing’s characteristics, which she defines as “lightweight
and soft yet capable of forming a volume,” came from the quality
of silkworm varieties. By reconstructing the fabric itself, using the
breed known as Cévennes (white) and Rosa from the NARO genetic
archives, she was finally able to attain the original’s qualities.

With the Cévennes, silk kimonos might possess completely
different properties and beauty than those we wear today. Izuhara

comments on the thread as follows:

The Cévennes is so incredibly light. It is shiny and white, soft
and fluffy to the touch, yet taut. You can feel that immediately
when you touch it with your hand. If you spread ordinary fabrics
on a table and pick it up, soon it will collapse and spread out.
The Cévennes, however, retains its shape. Also, a cloth woven
with taut threads will be stiff at its folds, but the Cévennes will
have a curved surface. This is a tremendous difference. We have
since conducted experiments to demonstrate how gathers form.
The Cévennes’s lightness, the beauty of its curves, and the taut-
ness of its swell are qualities no longer found in any current silk
from different varieties of silkworms. We have since conducted
experiments to demonstrate how gathers form. The beauty of
the Cévennes's curves, its lightness, and the tautness of its swell

are qualities no longer found in any contemporary threads.

Was the Cévennes a Japanese Breed?

Incidentally, the Cévennes was at first classified as a European breed
in the genetic archives, based on records that it was brought back
from France. Recent genome analysis, however, has revealed that

it is of Japanese origin. Also, cocoons of European breeds typically
are round and relatively large, whereas those of Japanese breeds,
including Koishimaru and Date-Nishiki, are bale-shaped and smaller,
characteristics evidently shared by the Cévennes’s cocoons.

It is now believed that Cévennes was among the silkworm
varieties exported from Japan to restore the French sericultural
industry, decimated in 1854 by the outbreak of pébrine pandemic.
Unfortunately, the Cévennes that Naojiro Imanishi brought back
with him is no longer extant in the region from which it originated.
It is also unclear which silkworm was imported from Japan and what
direct impact it had on French silk weaving. We may still assume that
Imanishi’s cocoon was of excellent quality, given that he carried it all
the way back to Japan. Had it not traveled to France, we might not

have the Cévennes threads as we know them today.
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Sericulture, Filature, and Weaving Methods

To resurrect ancient silk threads today and to pass them on to the
future, it is not enough to simply preserve silkworms. Sericulture,
filature, and weaving methods are also crucial.

In order to produce beautiful silk thread, the silkworms must
be healthy. To achieve this, sufficient quantities of fresh mulberry
leaves are required. Any problems with the mulberry leaves will re-
sult in sick silkworms, and consequently a lower quality of the thread.
In Japan, Kikuo Shimoyama, an experienced sericulturist in the Mog-
ami region, Yamagata Prefecture, rears the Cévennes. According to
Shimoyama, compared to other silkworm breeds, the Cévennes eats
arelatively large amount of mulberry leaves. He feeds them early in
the morning, subsequently making several trips to and from the mul-
berry field during the day to replenish. The silkworms, however, eat
up a truckload of leaves in less than half a day. Harvesting the mul-
berry leaves and feeding them to the silkworms is extremely hard
work. In recent years, synthetic feed has been developed for sericul-
ture to save time and labor, although the resulting thread is distinct
from that of the silkworms fed on fresh leaves. Koichi Takahashi, the

president of Miyasaka Silk Mill, explains that Shimoyama’s cocoons

can be unraveled very easily.
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Yarn production by an automatic reeling machine
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The number of factories capable of reeling the Cévennes cocoons is also limited in Japan today. The Miyasaka
Silk Mill in Okaya City, Nagano Prefecture, is situated adjacent to the Okaya Silk Museum. The museum’s
collection includes many reeling machines of different periods and types, such as the only extant French-style
machine in the world, introduced to the Tomioka Silk Mill in Meiji 5 (1872). The Miyasaka Silk Mill utilizes
various reeling machines. In addition to the automated ones, the Joshtt method machine from the late Edo
period, and the Suwa method machine developed in Okaya in Meiji 8 (1875) were used alternately depending on
the thread. For the purpose of the current project, both manual (the Suwa) and automatic methods were used
to reel the Cévennes. The threads produced by these two methods appear slightly different in texture. The
president of Miyasaka Silk Mill, Koichi Takahashi observes as follows:

We are the only mill that combines the traditional manual method and the automated, partially mecha-
nized method to reel threads. Each method has its own unique characteristics, and we make the most of
both. The Suwa method is distinguished by the low tension on the thread when reeling. As a result the
thread becomes very elastic and soft, which in turn makes the fabric very light, smooth, and soft. Auto-
matic reeling, on the other hand, adds some tension on the thread when reeling it, so the quality of the
thread inevitably is harder. We use a device called “fineness sensor,” however, to keep the thread as uni-

form as possible, which gives a more uniform raw silk. I believe it is necessary to choose the best method

in accordance with the purpose of the product we make.
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The Restored Cévennes and the Future of Textiles

Thus the manufacturing method can already change the texture of
the silk completely. In addition to genetic archives, Japan still pre-
serves sericultural methods that can adapt to rare breeds, as well as
advanced and highly differentiated thread-making techniques, such
as adjusting the thread texture in accordance with the use. Those are
the reasons why we are able to restore the best Cévennes silk threads.
Today, the annual silk thread production has declined from
about 400,000 tons in Showa 5 (1930), its peak year, to about 130
tons in 2016. The industry is in complete decline, and far behind
that of China and Brazil in terms of both output and competitive
price. However, its genetic archives with the highly diverse holdings
may be an advantage no other country possesses. Hiroshi Shinbo,
former Director of the Institute of Sericulture and Silk Science,

states as follows:

Rather than competing with China and India on quantity and
cost, we should aim for threads that are small in quantity but
have excellent added value in terms of quality, threads that are
not produced elsewhere. The high diversity of silkworm breeds
is a great advantage in such a situation. We have inherited from
our predecessors the world’s largest silkworm genetic resources.
In our laboratory, we conserve about 250 strains. We believe that
no other country in the world maintains such a large number of
breeding strains. For example, every person has his or her own
individuality and characteristics. No two people are alike. In that
sense, each silkworm breed or line has its own unique character-
istics. We believe that we can create one-of-a-kind products by

bringing out and utilizing these characteristics.

Hosoo began rearing the Cévennes and producing threads in 2020.
Our Cévennes threads have been used in the restoration of Heian
period armor (for their strength), or mending pieces of ancient
fabrics (for the purity of their whiteness). In the future, we aim to
revive Cévennes sericulture on a scale that will allow it to be used for
kimonos. In this way, it would be possible to reconstitute high-qual-
ity silk 2imonos and garments that are light and taut, with a texture
completely different from the ones currently in circulation. We want
to question the predominance of mass production and consump-
tion by bringing back to life the richness of silk threads from the
pre-modern era. That is the prospect that the Cévennes, the fabled

silk, opens up for Hosoo. (Kumiko Idaka)
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Creation is born where different people and things cross paths,
just like the warp and weft are intertwined to produce a textile.
Hosoo has invited diverse people, regardless of their special-

izations and ethnic backgrounds, materials, and technologies, to

pursue new beauty in textiles.

Mae Engelgeer is a Netherland textile designer with a unique and
refined sense of color. Hosoo collaborated with her for the first time in
2019 for the collection Colortage. In 2023, we created new textiles
titled Shoji Fabrics through our new collaborative effort.

Shoji Fabrics was, as the name suggests, inspired by shoji screens

found in traditional Japanese houses, which Engelgeer saw potential in.
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Mae Engelgeer

From her high school days to her studies at the Amsterdam
Fashion Institute and Sandberg Institute, textile design has
always been at the heart of Dutch designer Mae Engelgeer’s work.
Since opening her own studio in 2013, she has nurtured her
curiosity for the craft, experimenting within the existing
boundaries of textile production to elevate old techniques to a
modern stage. In addition to developing her own collections, Mae
Engelgeer collaborates with brands around the world on projects
ranging from art direction to large-scale installations and public
artworks.
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Originally, shoji was a general term for room partitions. The shoji

screens as we know them now—the ones with wooden grids covered

with washi paper—were called akari [light] shoji. As the word

“light” in the name suggests, their function was to partition space
while letting some light pass through. Junichiro Tanizaki wrote that
shoji “filters” the outside light (“In Praise of Shadows”). Shoji Fabrics

translates the quality of a shoji screen into textiles.

Diaphanous—No. 9190
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has even finer patterns than Diaphanous. The textile is

. inspired b'jl the famous cobblestone (checkered) pattern sliding
doors 6f the Shékin tei teahouse at Katsura Imperial Villa. In a way,
Essence strives for a mmlmahstlc composmon—hke a shoji screen—
“but Wlth stones.. Engelgeer s unique deswn and color scheme give it
a peculiar appearance with ambiguous cultural origin.
In traditional Japanese architecture, including sukiya-style

bliildinfgs' exceptionally minimalistic patterns are found everywhere.

P%?®Eﬁﬁﬁ@@

A The Katsula Imperial Villa consists of orderly grids of exquisitely
AT S ik gzxmﬁ%m 2

calculated, orthogonal strawht elements, such as the cobble-
stone-patterned shdlng doors of the Shokln tei teahouse pillars,
beams, and; of course, shoji screens. The design is often likened to
abstract paintings like Piet Mondrian’s works, and the villa’s spatial
E iﬁ# E S 1‘#5('” - compositionhas a kind of cosmopolitan universality (the key may lic -
5&‘9‘5 LRI inthe era, the 17th century, when the villa was built. There isa
~ theory that the estate was influenced by Western Christian culture).
» And behind the diéphanous layers of the minimalistic structures
-g)*ggéﬁf =5 Xi— \ W @ E 7 AFITROBY L th',C s “oeeeoo composed of orthogonal and straight lines unfolds an organic and
(R B S) : : complex garden. |
- b Perhaps Shoji Fabrics is a medium that allows us to see through
the world’s complex textures through i its translucent, minimalist

. structures. t } ' (Rurihiko Hara)

Essence—No. 9184
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In September 2023, Hosoo Gallery presented Ori-An, a tea room consisting of Shoji Fabrics. The
exhibition is part of the research series “Texture from Textile,” which reexamines the history of
architecture through textiles. The tea room was designed in collaboration with a tea ceremony

expert, Reijiro Izumi (the president of Sabié).

20234 9A8H-10A158 Zf : HhAnt ME REH:SUO 15 FERRE GRESER). hkRttTesera, HBAETF

EIREM - FREHE YHY—F : HOSOO STUDIES FaLsovay: MiEEZ

September 8-October 15, 2023 Organizer: Hosoo Co., Ltd. Architect: Suo Cooperation: Reijiro lzumi (President, Sabié), Tesera Co., Ltd., Kumiko Idaka
Advertising design: Akihiro Morita Research: Hosoo Studies Director: Masataka Hosoo

&

A ey St S el R R




R T

S — /

——







W

IR i
LU I
-

FASARELLTO [ #EkE ]
Ori-An as Demountable Tea Room

RERRE (RERES)
Reijiro Izumi (President, Sabié)
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Ori-An is a “demountable tea room.” The room consists of a frame-
work constructed with modular units and Hosoo’s textiles fitted to
fill in the gaps between the units, partitioning the inside and outside
the tea room. With its temporary characteristics, a demountable
tea room may appear to diverge from the principle of staging and
composing the tea ceremony space, but that is not the case. In

fact, the worldview that allows such temporary presentation can
be considered a unique feature of a Japanese house, especially from
the pre-medieval period. A tea room, or chashitsu, was defined as

a dedicated space for the tea ceremony in early modern times, but
until then, there were several developments in the history of the
tea-drinking culture.

One example is a description in Chafu [ Tea Notes] considered
to have been established in the mid-seventeenth century. The book
states, “Kakoi [enclosure] is zashiki [a tatami-floored area] with

fusuma or shoji screens set up for making tea within a shoin-style
drawing room. Whether it has an alcove, gate, central pillar, sky-
light, backdoor, or host’s entrance, it is £akoi because it is made by
partitioning a large room for making tea.” The text explains that, in
the old days, the tea-making space created by partitioning a large za-
shiki space was called kakoi. Zashiki accommodated diverse uses by
changing the enclosure size accordingly. When the partitions were
removed, it functioned as a large hall; when partitioned, it provided
multiple rooms. Such spatial structure is unique to a Japanese house.
Once the rooms with pre-defined roles became independent, each
small room developed in its own way. Fundamentally, a Japanese
house was fluid in nature. This is also true of how Japanese people
admire beauty. For example, a zoko (or tokonoma) alcove, a uniquely
Japanese space for appreciating beauty, is designed to have its deco-
ration changed. It is not a permanent setup where the same artwork
remains hung on the wall year-round. This is another historical
background that needs to be understood when examining the roots
of a Japanese tea room.
Now I would like to discuss the demountable tea room. Its origin

is the Golden Tea Room by Toyotomi Hideyoshi, which was some-

times called a “golden ozashiki” (Diary of Kamiya Sotan) back then.
It is debatable whether Sen no Rikyu, Hideyoshi’s tea master, was
involved in supervising the design, but since it is unthinkable that
Hideyoshi directly gave detailed orders to artisans without his tea
master, I speculate that Rikyu took part in one way or the other. The
Golden Tea Room was brought to and used at various locations, cre-
ating a tea ceremony space wherever it was set up. However, it gives
off an impression of being too solid to be called an enclosure.

Our demountable tea room, Ori-An, is fitted with Hosoo’s
textiles, filling in the gaps between the frames. It is said that Hidey-
oshi’s Golden Tea Room had shoji screens covered with red monsha
[brocade gauze], and Ori-An offers an intriguing expression to ex-
plore the potential of textiles as an element composing walls. While
it is a tea room because textiles partitioning the inside and outside
compose a dedicated tea ceremony space, the lightness created by
its simple structure makes it a development of a kakoi enclosure. We
could perhaps call this uncertain in-betweenness a “sphere of suk:.”
The word (% [a refined taste; pronounced s«£7], which also signi-
fies the tea ceremony, is said to originate from the word % ¥ [liking;
also pronounced su/ki]. Tatsusaburo Hayashiya, one of the most
prominent historians of performing arts, once argued that a secret
path to % was the concept of 7% ¥ [a void; also pronounced szk7].
According to him, the latter word refers to “a gap in a space” or “a
break in time,” and in it, “the incompleteness of things and the void,
a margin, overlap and coexist.” In other words, he found the concept
leading to (75 in incomplete and inconstant things. The world of
expression that exists in the yet-to-be-defined realm or the in-be-
tween space is fluctuating and unstable. And such a world carries the

potential for creativity of the times.

However, to call itself a tea room, Ori-An must withstand the use.

Otherwise, it is just a box, no matter how pretty it looks. Now, I'd
like to discuss its structural aspects. The dimensions of the frames
that make up the room are not based on the dimensions and propor-
tions of a zatami mat, which is foundational to Japanese architecture.
In other words, the room’s standards are not based on the size of
the existing tatami. Ori-An’s modular units’ standard dimensions
are 900 mm, 675 mm, and 450 mm. These numbers are combined,
and custom-made fatami mats are laid covering the floor. In terms
of spatial composition, the tea room adopted a plan equivalent to
a common four-and-a-half-zatami-mat format. Due to structural
reasons, its floor was divided into smaller and more sections, result-
ing in tatami pieces different from traditional one mat or half mat.
Therefore, it was inevitable that the tea room’s composition turned
out to be different from that of a usual one. For these reasons, I
advised to allocate functions equivalent to guest seats and a host seat
to appropriate areas so that the space could serve as a room for the
tea ceremony. Needless to say, the spatial ratio concerning interior
functions also had to differ from that of a traditional tea room. For
example, Ori-An’s temae-datami, where a host sits to make tea, is
longer and narrower than regular fatami, which has a long side and
short side ratio of two to one. This allowed the £ayoi-datami at the
center to be larger.

Throughout the Shokuho Period (1573-1603), when Sen no Rikyu

was active, tea room size and design went through various trials, and
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based on the results, the standards for most architectural elements,
such as the sizes of tatami mats and a hearth, were determined. In
the history of the tea ceremony culture, its decorative elements were
continually refined within a spatial composition based on the dimen-
sions and proportions of a fatami mat. However, for Ori-An, we were
required to consider the composition according to the standards

of the modular units. It is widely known that a fatami mat varies in
size depending on where you are located in the country. The kyoma
mat (about 1,910 mm long), which is mostly used in the Kansai
region, is said to have had its dimensions determined by Hideyoshi’s
cadastral surveys, while the edoma (kantoma) is a size smaller, and
the chizkyoma is in-between. As such, there are differences in the
size of tatami mats, but their dimensions are always in the ratio of
two to one, and a plan configuration that is not based on this ratio

is difficult to design. The premise of Ori-An was that its space was
governed by modular units’ standards. Also, I felt uncertain about
the need to decompose the spatial composition of chashitsu because
of physical or design factors. When I first heard about this project, I
was quite anxious. At the same time, however, I felt that I might en-
counter things that could only be revealed by dismantling traditional
understandings and principles.

For example, once the zatami dimensions are determined, the
size can be used to define the space. Once the space is defined, cer-
tain ideal standards for arranging tools and human movement can
be established. As long as we exist in such a space, we cannot easily
escape from this standards-based perfect world, which could also be
called a stable world. Needless to say, as I feel comfortable with the
simple, economical composition of the four-and-a-half-mat room, I
have not the slightest desire to destroy its ideal structure. However,
I strongly feel that the realm of 7 & [suk:], which entails seemingly
unstable states like “disturbance” and “unbalance,” is necessary to
regain our humanity. & &, or a void, has to be purposely created, or
it gets filled in by something else. I believe the idea of 3% &, which is
unstable but leaves room for dynamic things, needs to be seriously
discussed once again as a critical matter for Japan.

The study process for considering Ori-An’s composition was a
process of decomposing something stable into something unstable.
It was also a process of searching for an unknown equilibrium point
by breaking a convention. I believe those who sit in this room will
also experience a sense of instability at first. I would like to regard
this quality as something that encourages communication imbued
with 7 %. Ori-An, consisting of an adjustable framework covered
with custom-made textiles, is a space that accepts the possibilities of
the textiles developed by Hosoo. I hope the tea room will evolve in

various ways as a space leading to (%

Bibliography: Tatsusaburo Hayashiya, Nihon Geiné Shi Ron: Suki no bi, Tankosha, 1986.
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Reijiro lzumi

Reijiro Izumi is the second son of Soko Izumi, the younger brother
of Zabosai, the 16th-generation head of the Urasenke school of
the tea ceremony. Reijiro’s tea name is Sorei. He practices the
Urasenke school of tea ceremony and is an active scholar of the
tea ceremony and crafts histories. He completed the Arts Major
at the Graduate School of Art Studies, Kyoto University of Art and
Design, and received Ph.D. He has worked as a part-time staff at
the curatorial department of Sakai City Museum and currently
occupies positions as the deputy director of the Chado Research
Center Galleries, the director of the center’s Konnichian Library,
the vice principal of Urasenke Gakuen school, the school chief
director of an NPO organization Nagomi, and the president of
SABIE. He is engaged in activities in various fields, including the
Urasenke school of the tea ceremony.
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HOSOO MILAN

HOSOO MILAN . 20234E2H, A%)7. 37/ D7 vIHKIzA—T
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In February 2023, Hosoo opened Hosoo Milan, Nishijin textile’s first
overseas location, in Milan’s Brera district. Brera is one of Milan’s
most thriving art and fashion areas. Hosoo Milan is located in a
historic building from the 17th century—the era close to Hosoo’s
founding. On the first floor of the building is Memphis Milano

Galleria, a gallery of the design group Memphis (see p. 76).
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Keeping the Fire of Tradition Burning
—The Craft Philosophics of K);oto and Milan
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v T s vk (BER, FTIAFO)XHEBEREHF
Michele De Lucchi (Architect, Designer) x Masataka Hosoo
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Based in Milan, Italy, with its studio AMDL CIRCLE, Michele De Lucchi is a renowned figure in architecture and design.

He has worked on an extremely wide range of projects around the world, from houses and public buildings to product

design, including furniture and lighting. In July 2023, during his visit to Kyoto, he had the following discussion with

Masataka Hosoo on the importance of artisanship and the future of crafts.

An Artisan Is An Artist

— Can we begin with your impression of Hosoo after

spending two days with the company?

De Lucchi: Everything is elegant, sophisticated, and
very precise to the last detail. The whole of this building
[Hosoo Flagship Store], from the exterior to the interi-
or, from the gallery on the second floor to the top floor
where kimonos are displayed, expresses Hosoo’s philoso-
phy, in which I sense a strong will to move forward in that
philosophy. I admire the willingness of young people to
treasure and share their artisanship with the rest of the
world. Their skills are an important guidance for large
corporations. Today’s society needs people like them,
beacons pointing the way.

Artisans can make mistakes, but they are able to fix
quickly, and in so doing they acquire their skills. Large
corporations do not tolerate mistakes, and they have
developed a system that precludes mistakes. Human
evolution and innovation, however, come from mistakes.
Otherwise, there would be no experiment. Artisans thus
create an important space for experimentation, which
large, industrial production cannot provide.

Artisans think with their own head. They must love
their work to be able to keep doing it. Artisans also
have a bodily sense of the progress they have made on a
day. They know how they have spent their day. Workers
in an industrial factory have no sense of what they are
fabricating or the progress they have made. The famous
American sociologist Richard Sennett has described how
craftsmanship evolved. The word “craftsman” usually
evokes someone with a hammer and nails, but according
to Sennett, craftsmen [or artisans] are people who make
things while thinking with their own head. This is also
how artists work. There are many parallels between
artisans and artists. The Italian for artisan, artigiano,

contains arte, which means “art.” In Italy, then, artisans

the philosophy of crafts, making a variety of efforts to
achieve that goal. As you said, artisanship is the process
of inventing something, tailored to each individual,
while making the best use of the material’s unique
qualities. This is the exact opposite of the world of large
corporations, where everything is standardized and
mass-produced, and mistakes are not allowed. I feel that
we are now entering an era in which artisanship can be
valuable. It is important to keep using beautiful things,
because they are beautiful, for a long period of time over
many generations, repairing and reworking them, rather
than just throwing them away. I, too, am convinced that
artisans should be recognized not as mere workers but as

artigiani, and respected by the community.

De Lucchi: Today, people are not just looking for things
that look beautiful, but are interested in the story behind
them, the history of why they came into being. Humans
are the only living beings that can make things. Birds and
ants build nests, naturally, but they are just driven by
instinct, making the same thing over and over again. Hu-
mans, on the other hand, have the great gift of creativity,
which allows us to invent things. We humans constantly
try to invent new things that have not existed in the past,
as well as improve on what has been created in the past.
Today, we are seeking to understand the raison d’étre and
meaning of such things. What we want most today is to
discuss why these things were created and under what
circumstances.

Textiles are like human skin. We all like them soft
and comfortable to touch. Such fabrics can be used ev-
erywhere, from walls to nightgowns and pillows that di-
rectly touch our skin. Decoration is very important to hu-
man beings. I started Memphis™ in 1980 because nobody
was taking a playful approach to decoration at the time.
Decoration tells stories. When you design something, the

most important thing is how you can tell a story.

* MEMPHIS:

An international group of
designers formed in 1980
with architect and industrial
designer Ettore Sottsass at
the helm. Michele De Lucchi
was a member. The group had

are considered as “creators of art.” They use their skills Hosoo: Textiles have been around since the beginning

to create art for others. They are connected to other of time, 9,000 years ago, and are still with us today. At
people through what they create. They feel happy when Hosoo, we want to explore the fundamental question of
their work is appreciated by more people. what textiles mean to human beings, and by extension,
what it means to be human beings. Decoration is also

Hosoo: Thank you very much. We at Hosoo, too, believe what makes us human.

a major influence on

it to be one of our missions to inspire the society with architecture and design.

76




De Lucchi: Everything has a decorative function or
meaning. For example, the tin roof of a factory moves
and changes color with the light. No matter how ugly a

thing may look, it still has a decorative function.

Hosoo: The Nishijin textile has been dedicated to

the pursuit of beauty for 1,200 years. It is woven with
threads of many different colors in a complex structure.
Because of this its appearance changes greatly depending
on the viewing angle and the light. If the function, such
as providing warmth, is the only concern, there is no
need for such an elaborate textile. The Nishijin textile,
however, has spent much time and effort to create fabrics
with complex structures. I believe that the Nishijin
textile has been able to keep pushing forward for the past
1,200 years thanks to the great power of beauty that it

brings to humans.

De Lucchi: Every design, every style changes with the
times. It is always shifting. It never stops and stays the same
forever, always evolving. Conversely, we can guess when

something was made by looking at its design and style.
Kyoto and Milan, or Nishijin and Brera

—You contrasted artisan’s handiwork with large corpora-
tions. To my mind, that applies to Tokyo and Kyoto. Italy
and Kyoto both have a long history. Don’t you think they

have something in common?

De Lucchi: Italy is similar to Kyoto in its structure. The

country has almost no big industrial corporations, but
mostly small and medium-sized companies. This is very
much in keeping with the quality of everyday life. Where
there is an artistic life and lifestyle, there are still crafts.
Yesterday, I stopped by Bizen, where I met a potter. “I
don’t want to make what people tell me to make,” he said.
“Iam not interested in getting rich. I am happiest when I
am doing what I like, and when people tell me they like
it.” His house was in shambles and hot. the shoji screens
had holes. It was hotter inside the house than outside
(laughs). The entrance, too, had a hole. He took the trou-
ble of serving us hot tea, saying, “This should make you
feel a little cooler” (laughs). 1 sensed that he was happy,
that he felt himself to be rich. I think this is one way of
being human. In Sweden, there is an award called the Rolf
Schock Prize, which celebrates people who have turned
their very lives into art. The Bizen potter gave me a lot
to think about, not only about making a work of art, but
also how you make it and how your life is reflected in it.
Such things should be part of crafts. Artisans don’t need
to be particularly wealthy. They are much happier than
factory workers who labor as part of a machine. Artisans
love what they do, and they really treasure and cherish

their lives.

Hosoo: That’s so interesting. This year Hosoo opened a
showroom in Milan. For 1,200 years, the Nishijin textile
has never been produced outside Japan. This is the first

time, not just for us, but for Nishijin textile as well, to
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have an overseas base. People often ask us, “Why not
Paris?” However, as you said, Milan has many family-run
craft companies, and like that artisan in Bizen, it is a city
that reminds us of the joy of life and the joy of making
things. With big, standardized corporations, you feel like
you are a failure if you don’t fit the standard. In contrast
to such uniform standards of happiness, crafts allow us
to create our own joy with our own hands. In this respect,
too, I feel that Milan and Kyoto are very close, both in

terms of crafts and as cities.

De Lucchi: Italian and French crafts are completely dif-
ferent. French artisans are part of a very luxury industry.
In France, artisans are required to produce multiple cop-
ies of the same objects, whereas in Italy, they are asked to
make things that are different from the others.

The Milano Salone is a very important showcase
in that it always proposes something new to the world
every year. We continue to make new things every year,
propose new things, and never tire of doing so, feeling
motivation and joy. This is the world of Italian crafts.
For example, the Salone often presents prototypes even
before we know whether they can actually be produced.
That’s fine, because it is a forum for new ideas. That’s
why I am very pleased that you have opened a showroom
in Milan. And Brera, where the showroom is located, is
an area with the highest concentration of creative person-

alities. Brera and Nishijin have a lot in common.

Hosoo: That’s right. As Japan became rapidly industri-

alized, there has been a shift over the past half century to-

ward standardization and mass production of the Nishijin
textile. In a way, the artisan has become a workman. We
want to change that once again. Artisans are artists who
create beauty with their own hands. With that in mind,
we have opened the showroom in Milan, where the
Salone is held every year, and in the Brera district specifi-
cally, in the hope of offering new ideas and objects.
Beginning with the introduction of the Jacquard
loom from Lyon, France, in the early Meiji period, the
Nishijin textile has transformed itself repeatedly by
moving from city to city and interacting with the values
and cultures of each. I believe that’s the reason why the
Nishijin textile has lasted so long. In this sense, we want
to bring back that pure joy of creation, the sheer delight
in the very act of creating something even if it is far from
polished, from Italy to Japan, bringing the Nishijin textile
to the next level as well as further exploring the universe

of artisanship.

De Lucchi: I am delighted to hear that, too. In the
famous quote, composer Gustav Mahler said, “Tradition
is not the worship of ashes, but the preservation of fire.”
That is, tradition is not about preserving the old and
giving up on the rest, but about keeping the fire burning

at all times.

Hosoo: Wonderful. I will keep those words at heart and

continue to take on new challenges. Thank you very much.

July 24, 2023 at Hosoo Flagship Store

Interpreter: Michiyo Yamada
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Michele De Lucchi

Born in Italy in 1951, Michele De Lucchi was a leading
member in the avant-garde designer group Memphis.
Creating furniture for many celebrated companies in
Europe, he also served as design director at Olivetti
between 1988 and 2002. Appointed Officer of the
Republic of Italy, in 2000, he has been a full professor
at Politecnico di Milano since 2008 and has taught at
IUAV Venice as well. He has completed numerous
architectural projects for public organizations, private
companies, museums and other cultural institutions
both within Italy and abroad. In 2006 he received the
Honorary Doctorate from Kingston University, UK. De
Lucchi was the founder of AMDL CIRCLE, of which he
remains an active member.
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In Search for the Ancient Murasak
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Ephemeral Fingers Mariko Asabuki

Some time I saw Tenjukoku Shiiché Mandala at a museum in Nara and
was captivated by the beauty of the dyed colors from the Asuka period
(593-710). It is the oldest fobari curtain remaining and is said to have
been created in mourning for the death of Prince Shotoku. The
mandala’s embroidery design depicts the paradise he was headed to.

1 was awestruck by the comforting rhythm created by the place-
ment of charming human figures and the brightness of the yarn colors,
so much so that T had my face glued to the display case, staring at the
textile for a long time. It was created in the 7th century, but seeing the
green and red, I could hardly believe it had survived so many years.
Once, a new copy was produced in the Kamakura period (1185-1333).
However, perhaps because it was meant as a duplicate, the newer one
could not withstand the test of time, and its colors have faded, and the
fabric has deteriorated. Perhaps everything—how they are stored, the
yarns and fabrics used, and how they are dyed—is done differently, but
I was amazed that the one from the Asuka period looked newer. Both
the red and green were radiant. At the time of the encounter, I vaguely
imagined the tremendous time it must have taken to dye yarns into the

desired colors.

Right after the New Year’s holiday this year, a friend invited me to come
with her to harvest the material for an ancient purple dye. I was told that
her friend, Mr. Hosoo, has started a farm as part of his research into
historical dyeing. At the farm, he grew indigo and murasaki [a species of
red gromwell, the word also means “purple”], and that day, he was
digging up murasaki roots for the first time.

Prince Shotoku established the twelve ranks of the noblemen, in
which purple indicated the highest rank. As I grabbed a pair of gloves
and headed to the farm in the early morning with my friend, I wondered

how many times the prince saw the color of shikon [purple roots].

The farm was a testing bed for different cultivation methods: some
murasaki seedlings were planted directly outside while others were
individually laid on a plastic tube in a greenhouse. Despite its name,
murasaki bears tiny white flowers. Its flower season is summer, and its

stems and leaves were withered when I visited. When I looked closely




at the dried branches, I could see shiny white beads with pearly luster

here and there. What were those small spheres? They were hard when I

touched them.

The plastic tube was packed with gravel and soil, so it took some
strength to lift them. It was not easy to shake it to drag out the roots. As
Ishook the tube, the dark soil fell off suddenly, revealing the red-
dish-purple roots. The red roots seemed wet, containing more mois-
ture than I had imagined. The tips of the long roots branched out in
layers, looking like the capillaries of some creature. The roots were long
like a fluffy neckwear. Covered in soil, I gently lifted a tuft of fine,
one-meter-long roots. I thought it looked like a dragon’s whiskers. I

wondered how much dye these delicate roots could produce.

After harvesting murasaki, we laid a mat on the field and had coffee
and hot roasted green tea. We lay down, enjoying our drinks in the
warm sun. “In summer,” said Mr. Hosoo in a cheerful tone, “I'd like to

harvest raw indigo.”

I was told that shikon had long been used as an herbal medicine with a
sedative effect, in addition to a dye. It made me wonder if the purple
headband worn by sick characters in Kabuki plays might be dyed
using shikon.

My friend and I thought we could try eating it raw if it had been
used as a medicine. We found a piece of a root that was cut off when we
shoveled, so we rinsed it with water and had a bite. Murasak: tasted
water sucked up through the soil and smelled like a burdock root. I
looked into a hand mirror, thinking that my teeth had turned red, but

they were not.

As we left the farm and headed to a nearby restaurant for lunch, I
realized my fingertips and nails were stained in reddish purple. There
were dark red marks that looked like scabs. The color reminded me of
bodily fluid, vivid and beautiful. They were too precious to wash off, so
I rubbed my hands on the white down coat I was wearir

The purple on my hands was ephemeral; it was gone after a wash
with soap. It made me wonder how many steps and hours it would take

to dye yarn deep purple.
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Tenjukoku Shicho Mandala, the embroidered tapestry comprises fragments
from the Asuka period and reproduced fragments from the Kamakura period,
collection of Chuguji Temple
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Mariko Asabuki

Novelist. Known for her multilayered depictions of time. Born in
Tokyo in 1984. Made her debut with Trajectory in 2009. Became
the youngest winner of the Prix des Deux Magots for the same
work in 2010. Awarded the Akutagawa Prize for Kikotowa. Other
works include Timeless. She has also carried out reading of her
works across multiple genres, including at the Centre Pompidou-
Metz Japanorama exhibition.
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Gromwell—Endangered Species

'oday, we use the word “murasaki” as the name for the color purple.
wever, going back into history, it originally was used to refer to a

ant—today’s Lithospermum erythrorhizon, scientifically, or nihon

aki [a species of red gromwell]—which has been used as a

it bears little White flowers in summer. However, when its roots are
 collected and dried, they turn purplish black. These roots, called

le ro ave been used as a purple dye for alo

n evious issue, shikon
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Purple, the Noble C
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ar ricular, dark purple

Murasaki wa hai sasu mono so Tsubakichi no yaso no chimata ni
aeru ko ya tare
(At Tsubakich

in Sakurai, Nara Prefecture, at the southern foot of Mt. Miwa. It may

e easy to imagine seeing how peaceful and quiet the land is today,

lis introduced by the phrase “whose ash is poured on murasa-
e epithet is derived from the fact that, in shikon-zome, ash from
g camellia branches was used as a mordant to fix the dye. The

dom in purple dyeing is secretly sung into the poem.

An intersection of multiple roads like Tsubakichi hosted not only
market but also a folk activity called u#¢agaki. It was a practice in
vhich men and women gathered, ate and drank together, exchanged
aka poems, chose partners, and became sexually liberated. The
above poem ends by asking for the name of a woman the composer

met at Tsubakichi’s #zagaks.

Then, why is murasaki mentioned at the beginning of the poem? It
does not describe a scene where murasaki grows luxuriantly; the plant

is mentioned simply because of its association with camellia ash.

As mentioned earlier, murasaki used to be an ordinary plant that

ould be found everywhere. It grew pervasively even on the Musashi-
no Plain, Kanto’s archetypal landscape. There is a famous waka in the
Kokin Wakashi [ Collection of Ancient and Modern Japanese Poetry].

Murasaki no hitomoto yuwe ni Musasino no kusa wa mina gara
aware to 20 miry
(Because of a blade of murasaki, I feel a fondness for all the

grasses on Musashino.)

Because of a blade of favorite grass, one feels a longing and fondness

for all the other grasses around it. This poem has been inte;
by later generations to mean that, because of a loved one, one feels
a fondness for all the people associated with that person. In a way,
it is a propagation of affection; the love of a person or thing makes

everything around them seem likable.

Such dispersion of affection later came to be called “murasaki no
yukari” [connections of murasaki]. The phrase appears in 7he Tale
of Genji. Furthermore, Hikaru Genji’s beloved lady is named Mura-
saki no Ue, and the volume she first appears in, “Wakamurasaki,” is
sometimes called “Murasaki no Yukari.” Finally, the woman who is
said to have written this greatest story of the Heian period had the
name Murasaki Shikibu, but the e

on why she was called by

the name Murasaki remains a myster

as blue and red, are intertwined to produce purple in thi

The Tale of Genji is considered an exemplar of a literary and aes-
thetic notion “mono no aware” [appreciation of the fleeting nature
of beauty]. The concept emerges where the subject and the object
become one, with no clear distinction between the two. Perhaps

purple is the result of such unification.

Purple captivates people, makes them lose themselves, and evokes
a feeling of ecstasy. Because of such dangerously alluring quality, it

was considered an auspicious color as well as the color for the nobles.

Furthermore, the word “murasaki” used d often in conjunc-
tion with the verb “niou” [to be fragra ;

possesses something of an aura that spi

be the most appropriate one.
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Hosoo was founded in 1688 and, for many years since, operated as 3 ?

aweaver. In 1923, the 9th head of the family, Tokujiro Hosoo,

started the wholesale business of 047 and kimono.
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Today, the wholesale business has expanded and includes the

curation of kimono culture and dyeing and weaving culture. As a
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curator, we research how dyeing and weaving cultures throughout
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Japan are interconnected and communicate the findings through

our gallery and showroom.

Starting in 2015, Masataka Hosoo spent four years traveling

F

from Hokkaido to Okinawa to visit 33 production sites of dyeing and i
weaving and to record the local culture nurtured by history and land. A . a

What we have learned ranges from each location’s natural environ- ¥ g

-t

rre'r

ment, dyeing and weaving production process, people involved in gt 7

#in

-
dyeing and weaving, to unique materials and tools. Each of these 3

elements contains a story about their local dyeing and weaving

LY

culture. So far, we have taken and archived over 20,000 photographs.

proverig!
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For about 450 years, from the mid-15th cen-
tury to 1879, the Ryukyu Kingdom ruled the
Ryukyu Islands centered around present-day
Okinawa Island. With the central govern-
ment located in Shuri (present-day Naha
City), the kingdom traded with Japan, China
(Ming), Korea (the Yi Dynasty), and South-
east Asian countries, developing a unique
cosmopolitan culture.

During the era of the Ryukyu Kingdom,
the islands under the Ryukyuan rule produced
a wide variety of textiles using materials such
as silk, ramie, cotton, and basho [Japanese
fiber banana, or Musa basjoo]. In particular,
the area around Shuri Castle was known for
producing more refined textiles that adorned
the royalty and warriors of the royal govern-
ment. Those textiles made full use of advanced
techniques brought from overseas through
trade, such as wki-ori [textile with raised
designs, or brocade], ryodan-ori [textile
with raised warp on both sides], 7o [silk
gauze], kasuri [textile with blurred patterns],
hana-ori [textile with flower patterns], and
tsumugi [pongee], and reflected a rich color
sense unique to Ryukyu. Silk was a special
material only allowed to be woven in Shuri, so
silk textiles were an important differentiator
for Shuri-ori among textiles made in other
regions.

The term Shuri-ori was coined as a general
name in 1983 when textiles produced in the
Shuri Castle area—including uki-ori, mon-ori
[figured textile], and kasuri-ori—were desig-
nated as Japan’s traditional crafts.

Today, five types of textiles are classi-
fied as Shuri-ori: Shuri hanakura-ori, Shuri
hana-ori, Shuri doton-ori, Shuri kasuri, and
Shuri minsd. Among them, Shuri hanaku-
ra-ori (photos: p. 97, this page) is known to have
been the most formal one, only allowed to be
worn by royalty.

Shuri hanakura-ori is based on hira-ori
[plain weave] and intricately combines #/:-
ori and mojiri-ori [leno weave] techniques
to weave checkered or diamond patterns.
Depending on how the light hits, glossy silk
yarn surfaces in some parts, while other parts
become diaphanous, revealing the patterns. It
is indeed a gem that preserves the elegance

and richness of the finest silk textile to date.
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During the Ryukyu Kingdom era, highly
specialized techniques like Shuri hanaku-
ra-ori were strictly kept confidential in the
area. Mass production was not needed, so the
work was not divided. Textiles were dyed and
woven only in Shuri, and it was prohibited to
take the techniques outside. This is why they
used to say, “Teach your daughter-in-law but
not your daughter.”

Despite such circumstances, some
techniques gradually spread from Shuri to the
surrounding areas and were passed down in
various parts of Ryukyu. One such technique
is hana-ori (also called hanawi). Hana-ori
uses the uki-ori technique and creates
patterns with dots woven by floating the
yarns. Shuri hana-ori includes yoko-uki-ha-
na-ori with the floating weft, tate-uki-hana-
ori with the floating warp, and ryomen-uki-
hana-ori with the warp and the weft floating
on the front and back sides, respectively.

Additionally, there are other hana-ori
techniques found in areas outside Shuri—
Yuntanza hana-ori, Chibana hana-ori, Yona-
guni hana-ori, and Haebaru hana-ori. In the
past, only a few colors other than a7 [indigo]
were allowed to be used on yarns outside of
Shuri, but this restriction was lifted in the
Meiji era, and the regional hana-ori also
became rich in colors.

Shuri doton-ori, sometimes written as
roton-ori, uses the same wki-ori technique
but emphasizes the vertical stripes by float-
ing the warp on both the front and back sides.
Along with hanakura-ori, it is one of Shu-
ri-ori’s representative textiles. Characterized
by glossy yarns and unique color combina-
tions, doton-ori was worn by men in the
Ryukyu government as official robes. Today,
however, the textile is mainly used for 04:.

On the other hand, Shuri ~asuri uses the
kasuri [ikat dyeing] technique to weave
patterns. 77jima is a type of textile with
kasuri patterns. It is produced using an
elaborate technique in which kasuri patterns
are woven into a warp-and-weft check
pattern. The check pattern uses red-and-
white or dark-blue-and-white moku-ito
(mottled yarns made by twisting two different
color yarns) called mudi. The former color
combination was worn on festive occasions,

while the latter was worn daily and at funerals.
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During the Ryukyu Kingdom era, the royal government
required the Yaeyama Islands, Miyako Island, and others
to tribute textiles as tax and specified the designs using
pattern images. The design book, called miezu, reveals
the royal government’s refined color sense and superb
aesthetic taste.
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Tijima combines a check pattern and patterns produced
using the kasuri technique. During the Ryukyu Kingdom
era, pattern sizes depended on the status and gender
of the wearer. Textiles with a single large motif per the
fabric’'s width were only allowed to be worn by male
members of the royal family.
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Many of the techniques for textiles produced
in the Shuri area and other islands in Okina-
wa were almost completely lost due to the
collapse of the Ryukyu Kingdom and the
Second World War. Subsequently, there was
the emergence of attempts throughout
Okinawa to revive the techniques and repro-
duce the works based on the few remaining
materials and fabrics.

One of the contributors to the movement
is Kyoko Shukumine, an artist and researcher
of Shuri-ori. Shukumine was born and raised
in Shuri and studied Okinawa’s dyeing and
weaving under Soetsu Yanagi’s nephew,
Yoshitaka Yanagi, at Joshibi University of Art
and Design in Tokyo. Upon returning to her
hometown, she committed herself to educat-
ing the next generation while learning various
weaving techniques as a textile artist. Be-
tween 1992 and 93, the then-Ministry of
Education, Science, Sports and Culture sent
her to the Ethnological Museum of Berlin in
Germany. There she thoroughly studied its
Ryukyu collection, which led to the success-
ful restoration of invaluable textiles that had
been preserved.

Shukumine’s atelier continues to weave
modern Shuri-ori based on Shuri-ori tech-
niques and designs restored from the German
collection and the designs found in miezu.

For Shukumine, the beauty of Shuri-ori’s
glossiness derives from the beauty of the
yarns. One of the characteristics of her works
is ori-iro, a unique method of producing
intricate colors by weaving together yarns in
different near-primary colors. For example,
to create green, instead of dyeing the yarns
green, Shukumine weaves the warp and weft

in multiple colors—primarily blue and

yellow—which result in more nuanced green.

For these achievements in acquiring
outstanding skills in Shuri-ori, meticulous
research toward restoration, and years of
teaching and training students at the Okina-
wa Prefectural University of Arts, Shukumine
was designated by the country as an Import-
ant Intangible Cultural Property (Living

National Treasure) in 2023.
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Silk yarns dyed at Shukumine’s atelier. The bundles on
the right are tie-dyed so that some parts can become
kasuri yarns. The vivid, near-primary colors are striking,
but these yarns are exquisitely combined and woven
together to create hues with complexity and depth.
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Shuri Castle, the symbol of the Ryukyu
Kingdom, has burned down several times in
its history. It was restored in the 1990s and
designated as a World Heritage site. In
October 2019, however, another fire de-
stroyed the main, north, and south buildings
as well as stored and displayed artifacts.

The photo shows a view of the castle
from downtown Naha three months before
the 2019 fire.

In the Ryukyu region, even before the
establishment of the kingdom, various
cutting-edge technologies in weaving and
dyeing were brought in through trade with
Southeast Asian countries and China. These
technologies were combined with dyeing
methods using the islands’ indigenous plants
and soils (for example, Ishigaki Island’s &zzru
plant and Kume Island’s dorozome [mud
dyeing]). All the techniques, including the
originally developed ones, such as umizarashi
[soaking textile in the ocean] and kinutauchi
[laying textile on a flat stone and hammering
it with a wooden mallet], were evolved to suit
the climate and land of each island, giving
birth to a great many works of textile.

Soetsu Yanagi, the founder of the mingei
[folk art] movement, left the following words

on Ryukyu’s textile history.

...in the world of dyeing and weaving, too,
there is no other region in Japan that can
equal Okinawa...I wonder how they could
possibly make [their textiles] so beauti-

ful. It is a dyeing and weaving paradise.

Memories of Okinawa (1948)
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Is there not beauty in the incidental stories of time, nature, and peo-
ple beyond our control—the thirst of our souls quenched by them,
as they exist in the margins? Clothing, architecture, spatial design,
food, tea...culture we have accumulated since the distant past, essen-
tial to the pursuits of humankind. Resurrecting relics of the past in
the present, is to excavate the archaeological artifacts of the future.*
Taiga Takahashi

From December 3,2022, to March 12,2023, Hosoo Gallery held an
exhibition titled Zexture from Textile Vol.2: Clothing of Time—Tai-
ga Takahashi Vintage Collection, showcasing Taiga Takahashi’s
collection of clothing from the first half of the 20th century.

In 2022, Hosoo Gallery launched an ongoing research project,

“Texture from Textile,” in collaboration with an architect Naohisa
Hosoo. The research series, themed “From texture to architecture,”
starts from textiles (texture) and looks back to the first half of the
20th century to examine the evolution of ideas around crafts, art,
design, and architecture and present the findings in an exhibition
format. Clothing of Time was the second installment of the series.

Taiga Takahashi’s vintage collection presented at the exhibition
consists of clothes made in the first half of the 20th century. Taka-
hashi studied fashion at Central Saint Martins art college in London.
There, he named his activity “applied archaeology” and began
examining his collections in detail. After graduating, he moved to
New York and established his fashion brand, Taiga Takahashi. At the
brand, Takahashi explored universal and enriching designs by
sampling the shapes and colors of vintage clothes from his collection
and adopting traditional Japanese techniques and production
methods using natural dyes. Because of this unique design approach,
he attracted attention in recent years.

Unfortunately, Takahashi passed away in April 2022 at the young
age of 27. However, in 2021, he opened an integrated art space, T.T, in
the Gion district in Kyoto to broaden his pursuit into creating art and
architectural spaces.

The vintage collection owned by Takahashi, who had such
artistic aspirations, consists of clothes he had collected through
antique dealers since he was in his teens. The collection contains
about 2,000 pieces of clothing, although the exact number is
unknown, from the UK, France, and the U.S. from the 1910s to 60s.
The exhibition traces the young and talented designer’s thought pro-
cess through the display of the clothing materials he left, and, as in
Vol. 1, aims to cast new light, from the perspective of clothing, on the

aesthetic shift around ornament that took place in the 20th century.

* https://rustsabi.com/en/introduction/ 18
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(Exhibition Production Process)

The exhibition was conceived after Takahashi’s passing. Many of the
clothing collections he had left were unsorted with no detailed
information. Taiga Takahashi atelier’s staff members went through
his notes and contacted antique dealers, and we consolidated the

information and used it as the foundation for the exhibition.

(Exhibition Room 1) Collection Overview
The exhibition is organized chronologically, tracing the trends from
1910 to 1950. Coats, jackets, and bottoms were selected for each
category, with about 200 pieces on display. We intentionally reused
the display fixtures originally designed by Naohisa Hosoo for
Texture from Textile Vol. 1 and fitted Takahashi’s collection to the
existing spatial composition. Furthermore, we took a hint from
Takahashi’s remark in an interview that draped clothes retained
their three-dimensional forms even when hung on hangers, thus
deciding to display the items not on mannequin torsos but on
hangers from the time.

When arranged chronologically, it becomes apparent that the
clothes influenced by 1910s-30s Europe, even if they were made in
the U.S., have strikingly three-dimensional forms. But following the
two world wars, the U.S., a victorious nation, developed lifestyles
and culture distinct from those of Europe, and the country’s clothes
began to show changes. One of the symbolic innovations was “store
brands,” original brands created by retailers. Their clothes present
to us how practical and economical workers’ clothes were trans-
formed into popular fashion items. By 1950, decorative elements,
such as curved stitches and badges, were added to workwear. Anoth-
er highlight of Takahashi’s collection is military uniforms. As
mentioned earlier, there were two world wars in the first half of the
20th century. And in the 1950s, there was the outbreak of the
Korean War. Compared with the clothes of the subsequent periods,
they show how elements of military uniforms, such as trench coats
and Cossack jackets, were combined with casual jackets and coats
and became a fashion style. Takahashi’s collection includes military
uniforms that influenced casual fashion, especially after the 1950s.

These first exhibition spaces offer an overview of interrelation-
ships among clothes through grouping coats, jackets, and denim by

genre and displaying them chronologically.






L i A b A

TT LOT.801 AUTOMOBILE LEATHER JACKET

125

124



(BRZEN) Z2>0REME

HKHEDOETRZM T, hoDavrzyarMEOHERRELTIEIH SR
72, Trvvav s TIAF—EHBROREMSE. vF—LTF=2DIxry Mk
mrHTr,

FTVF—Tx Ty 3. 1930ERDVIY T—I DV F—Ix vy F R KRR
ZY Y IV ko TELRT WA, ZOBROKRRO AP RS
BI2ERD—2LV2 L), BBROBEINIIAVvAea—I2kbE. 2OV
F—TrroMd, BIRABICERINTORADT, BPFIERLLTOE
BRA VDT o2 V), FIRBHFER: OO TwEEMTH), LRT
HEREE, 20720, HKEDA213, SAEEBZTv. BlcfaBicr
EyAECROMWPERIETHILY), IhrmiBRIL. BizfoTuwck
ROFED7+VEDFETHY. ZOIHEROBEIZA b TIEL LIS
2 ZH520 AT BE 1900-30) DI —1y RORIRPRMTHLDER S,

(Exhibition Room II) Two Masterpieces

The last exhibition space is focused on the masterpieces by fashion designer
Taiga Takahashi—leather and denim jackets—created as the culmination of
his exploration of the collections.

The leather jacket was created by thoroughly sampling a vintage 1930s
leather jacket, a research material symbolizing the three-dimensionality of
clothing from this period. According to a remaining interview with Taka-
hashi, the leather jacket had been worn when riding horses, and its primary
function was to protect the wearer’s body. Leather is a material that has
been used since primitive times. While it is strong, it is also stiff. For this
reason, people in the old days adopted the draping technique and curved
the sleeves so that a wearer could ride a horse with ease. For Takahashi, this
method captures a memory of the bodily form from the horse-riding era,
and such three-dimensional structure created to fit human body move-

ments symbolizes European clothes of the early 20th century (1900-30).

GENUINE HORSEHIDE CAR COAT
1930FEKICTAYhTEESNIZLY — - vy,
BERICEDEIIENR 7L LEF R TS,

A leather jacket produced in the U.S. in the 1930s.
Its three-dimensional form follows a human body.
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J.C. PENNY FOREMOST WORK JACKET
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A denim jacket produced in the U.S. in the 1940s. Its flat form is the result of pursuing production efficiency.
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Denim, on the other hand, is said to have been originally created as
workwear in France in the 1930s. But in the 1940s, J. C. Penney and
other store brands in the U.S. adapted the material for fashion items.
Instead of simply criticizing the linearly designed clothes, Takahashi
found a genuine aesthetic transformation in them. He has left the

following remark.

Linear sewing, simplification through flat patterns, the fabric’s
durability and the pockets’ shapes to withstand heavy labor...
doubt they had a word to describe the concept of “design” back
then. I also came to realize that [the designs] had alot in
common with the design of £imono—clothing that can be
passed down from generation to generation. I wondered if it
would be possible to fuse the spirituality of traditional Japanese
kimono with the practical mindset of American mass produc-
tion. That was the start of this collection.

From 7aiga Takahashi Monthly Journal Sep. 2021

It is interesting to note that Takahashi found a resemblance to
Japanese kimono in clothes with simplified patterns based on
American production rationality. Kimono is designed to be worn for
multiple generations. One functional factor that makes it possible is
that kimono parts are cut in straight lines and can easily be taken
apart. The unsewn cloths can be stitched together into an original
long piece of fabric. This method is called arazhari [washing and
stretching]. By washing the cloth as a single piece, it regains its
beauty and can be remade into kimono with the length fine-tuned to
fit the new wearer’s body shape. This rational structure allows
kimono to be maintained and passed down through generations.

It is likely that, initially, no one imagined mass-produced items
to be maintained to extend their useful life. However, interestingly
enough, the denim jackets produced in the U.S. in the 1940s are still
prevalent as fashionable items 80 years later.

Takahashi’s clothing designs are based on practical wear made in
the first half of the 20th century. However, while he uses their
durable and efficient designs as a reference, he also uses natural
materials and dyes unique to Japan and employs weaving and sewing
techniques that can only be reproduced in Japan to imbue his
products with the richness of objects. Furthermore, the brass
buttons are not rust-proofed, like vintage clothes. Thus they are
likely to rust with use. Such richness of expression found in the

details of the clothes allows us to enjoy changes over time.
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20135, AV RFYEMAZEEY IS -2V b v—F Y XITAZFE, 2017EICRAK
PREEH, EXK, Taiga Takahashi, inc.#=2—3—7 T%i, BEDOEY%E
BOEBIET, REOEEYERIETS] A2V 7 MIIBIFS, 20214124,
FEREICEBA T YA LR BE RE - BRI OAS [K-B F] IR
THRRBTEIRASMEMER [TT] 24 —7">, 20224, BAEMR - BEX
BELTREST MERICT, BETHEINL—T2TF—<ICLEEAEROBERES
B L7,

While “Texture from Textile” looks at the first half of the 20th
century, when decorative arts were at their height, the exhibition
does not reminisce on Europe’s rich, decorative designs. Takahashi’s
work seemed to attempt to find in the relics of the past richness of
design distinct from the decorative qualities intentionally created by
human beings. One of the elements is the power of time. It can be
speculated that Takahashi found the power of time in these objects
that have survived for a long time. This power, emanated from the
objects, has a magical, captivating quality to make people feel
attached to them.

In his article series “In Pursuit of an Architectonic Architectural
Theory” (published on 10+1 website), architectural historian Koichi
Kato refers to Bruno Latour’s actor-network theory (ANT), which
argues to dismantle a hierarchy between human and nonhuman or
between subject and object to explain the working of architecture
(thing) as the subject, in addition to human affecting architecture,
using as an example virtus, a power dwelling in relics. The word
virtus means “virtue” in Latin. Relics refer to a wide variety of items
related to saints, including their corpses, skeletal remains, as well as
clothes they wore and things they touched while alive. The special
power that relics possessed is said to have been called virzus. This
virtus were considered transmittable, like a virus, and to have the
power to heal illness. People sometimes transferred a relic’s virtus to
a piece of cloth and brought it home. Kato writes, “As we pursue
fertile materials of the 21st century in architecture, could we not
consider that those materials emanate something like virzus?”

As we pointed out in Zexture from Textile Vol. 1: The Genealogy
of Construction, the special power possessed by objects was neglect-
ed in the 20th century, an era of mass production and consumption.
Even today, objects are consumed by people. However, by reevaluat-
ing this relationship and reacknowledging the objects’ power, could
we not discover the richness appropriate to the 21st century? It is
interesting that Takahashi was not simply looking at the mass-pro-
duced items as objects for consumption but was trying to find
richness in these relics from the first half of the 20th century, which
have never grown old to date. The title of the exhibition, Clothing of

Time, posed such a question to us.

Taiga Takahashi

Born 1995 in Kobe, Hyogo, Japan; moved to the UK in 2010 to
attend the London International High School for the Arts;
entered the University of the Arts London Central Saint Martins
in 2013; graduated from the same university in 2017 and moved
to the US; established Taiga Takahashi, inc. in New York. In
December 2021, Takahashi opened T.T, a comprehensive art
space in Gion, Kyoto, where visitors can experience clothing,
food and shelter, consisting of clothing, architecture, tea
ceremony rooms and sculptures designed by Takahashi. In 2022,
he held his solo exhibition of his posthumous sculptures on the
theme of drapery as a contemporary artist, at Kenninji Temple,
Ryosoku-in.
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HOSOO TOKYO

20234E3H. HOSOO W EHUNEM O L iEH 15 DR Iv k&Y
v JVEIMIZHOSOO TOKYO # A =7 L7z, HIEEEw) [HAD
L] 0626 HOSOO D F X 224N 2 FH PIA~F 45 LTW P
LWETH 5,

LRI, [HEMEHH, 020082 Hi{»bo% <D H
WETH2, brd)bIv 2y OBEMZE 2B D EHE1STH 2.
LA - HRED» O3 « Z&RBPEHR T2 IHIIEE Iz 0 L6 Lw,
HABLZZ»LHLRORTH 2,

IR, TR, ZKDANL, BLIK3ZOM AT ER 512, Bk
B CTHBHFERIASKEDLISHRELI:, SAe, HEJHIZE
BANA, ZLT, BHIZFEDI AL, ANELEBOLHELA2 T ERD
BT »hrHonsiiic, HOSOO TOKYO I H s, ZDH» 6.
Wiz TRl 2R TRz itk 3725,

In March 2023, Hosoo opened its new store, Hosoo Tokyo, at Tokyo
Midtown Yaesu, a one-minute walk from Tokyo Station’s Yaesu exit.
The new location near the “gateway to Japan” introduces Hosoo’s
textiles to Japanese and international audiences.

Kyoto and Tokyo, the old capital and new capital—the two cities
have been connected by the Tokaido road for centuries. Behind the
Midtown runs the National Route 15. The present-day highway is
none other than the former T6kaido road linking Nihonbashi in Edo
and Sanjo Ohashi in Kyoto. Nihonbashi is just around the corner
from Hosoo Tokyo.

Since hundreds of years ago, the road has seen countless people
and merchandise come and go. Today, the mode of transportation has
drastically changed and diversified—some walk, some drive, and some
take trains. Hosoo Tokyo stands at this prime location with a view of
passersby of diverse ethnic backgrounds and ages. The new “threads”

will emerge from here and become woven into Hosoo’s textiles.
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HOSOO TOKYO M #E L2 LT w5, ZAE»LLE 2 —2%
A4y T7ELoo, WRNZEED L) Ll vy 7 pEH LTV
b, TOHHMELEEIZHOSOO DT X224V I bbb I ETRM DS

]
s Tws, $4hbb, Ihbilz, HOSOO 258K T 5 [ L compose the space. Indeed, this is another example of Hosoo’s T
TORE| D—oDH I THS pursuit of “architecture as textile.” e
BB YRR - MREIERO IR <Tws Naohisa Hosoo, the architect in charge of the design, states the o
B& SV 72 © MR TE ALK -5k B,

NED AR IR ICIB o Th I LIzbosEP I I . T
AR O R E A IR TREIEZEG LI E? [4EH] L

Hosoo Tokyo is a complex architecture. The main area is a triangular
space with a long, narrow corridor-like area connected from the

inside. This complex structure is dressed in Hosoo textiles to

following:

Just as we put on ourselves fabric, tracing the three-dimension-

al shape of a human body, I put an elaborately designed skin—

T3Eb¥RILIZEoT, AVFITTIFAVTHELARIZEED
B2 URTIOLEMPER LTV,

| SRR

fabric—on the site’s irregular shape to create an interior

design and, at the same time, a space that points to the origin

"%'Hll\

of architecture.

EMBDO ALY T OBE M, %6z v b7 w258 E o BE T X
FIAEYITENT VB, Z2ICbIESZ AR, ZRENTE DS
HOSOO D7 X224 TH b, —HIIHE LA Twa, Zh6o
TAEOBME A G, AOERDONDHTH RO, H2 6 R,
B —M T Lz YL TS Tz E I I 2B,

SO AV T2 T NORBIIK R DO TH 2, FIED
lﬁﬁFﬁ‘ﬂf)w)zi%?ﬂz:iﬁmm FIARICEE O 7282, ZOADB VBN
MG R LTwA,

A4V )T O—BEIsE, BHEINIHEOMSERINTWS, MK
IZERRPEY, TNPHKEBLIZLO»HEARTHY). ThefhtL
THOCAZLTED (B PR LT 200 OO —2oThH 5,

2 Wt b IE SO, HARDPLLEATVRIIIZb
5, TORM» LR 2L, MM wER, Zhos, 22T [RR]
12h5, ZHLABOMAZE LG [RR] 1. 80042 [HR] K%
ETHILTAINS [HW]., 2hZZ27HOSOO TOKYO DY Hi
THI R LA,

The walls on the street and entrance pathway sides of the triangular
main area are glazed, while the triangular pillars lining the space are
covered with Hosoo textiles on two sides and a mirror on the other.
Passersby outside are visible from the inside through the openings
between the pillars. From the outside, the posts appear as individual
panels of a folding screen standing side by side.

The experience one has in the triangular main area is unique: the
gaps between the pillars reveal the outside world, yet the mirrors
fixed onto the posts reflect the interior space the person occupies.

In the main area, a sheet of metallic paper set in a frame is
displayed in one of the corners. To produce metallic foil yarn, gold or
silver is applied to a sheet of washi paper, which is then cut into thin
strips. The yarn is used as the weft, woven into glittering fabric. The
process is unique to Nishijin textile.

Across from the corner, a mirror-covered colonnade stands like a
row of metallic yarn. Through the openings between the pillars, one
can witness an endless stream of people coming and going. Here, the
movement becomes the “warp.” The continuous warp of diverse
people and the weft of mirrors are intertwined to produce a textile.

That, perhaps, will be the Hosoo Tokyo’s new textile.
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A4V 7B, MECEIEOI) XY 7 3H B, Z213200 Beside the main area, one finds a narrow, corridor-like area. The
FELL EDOHOSOO DF X AZAND I A NI TFXAZAN T — LT 5 space functions as a “textile cellar” with over 200 kinds of Hosoo
Tw3, FKIBERIZIIX) ox D RFE IO, TEXZRO N textiles on display. The floor and walls are covered with Greek

D EETE 113 60cm D 2y 3 ZZ Y G T3 ), RN 2T S5 marble. The interior wall of the commercial building has 60-cm-
NI RS2 TE wide slits to provide the people in the building a view into the store.

The ceiling and the wall at the end of the corridor are also

KIFLMFEOESH YV OBEIZ SO TR), — /R, 23
THRC LI L EME» Y2 LT 2, SFoMmRO—FIRIZ=v}
FYAMBOER DT IR, HOEIPTALDTERLTOS

S AHE - BCHHILRE
HEBLORS, ARIIPHHOFRIEDIHRTHLILEEM, somewhere far away. It is easy to forget that the store is located in
SFWLIE i T( T AT —> 2> O— MO WIEILIHiB725. D the middle of Tokyo and feel as if standing inside a space station

covered with mirrors, creating a seemingly infinite space. From far

\

back in the mirror world, the traffic of people in the entrance

pathway can be glimpsed, creating a feeling of a bustle happening

——

N 5 UL, B FIARLI LS R MU HECROREZFHO K7D from some sci-fi movie. The experience is reminiscent of magnifying

:\2 \\\\ :; . | ‘ LTWw23ITyH 5, a textile and looking at an endless intertwining of the yarn.

: RE Jl ‘4 COZEMIIAZE IR TR DD, TCHLDIRH» L A4133:D Where does this place take us? People embark on a trip to their

@ ! it yf\ § BODORLZHNHALIR.©, ZOREIL, $icds (2] 23 destinations from the station right by the store. It is as if the corridor

» = 2. ARECHORITE~FEILITH S, (ERE) allows the dream brought about by textiles to emerge and invites

£ " ‘ people to enter another dimension somewhere far away.

V Se i I ' (Rurihiko Hara)
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