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At Hosoo, we conduct research in various fields to pursue innovative

beauty for the 21st century.

This issue’s theme, “Future in the Past,” describes our endeavor to
revisit the past and evolve it into the future.

Our forerunners spent a vast amount of time—spanning over a
thousand or ten thousand years—accumulating wisdom and beauti-
ful things. But today, many of them are on the verge of being forgot-
ten. To unearth these things buried in history and, instead of simply
preserving them, implement them in today’s society, Hosoo has been
undertaking various activities, including the establishment of the
Historical Japanese Natural Dyeing Research Lab. and the research

on hemp cloth conducted in collaboration with Shinichiro Yoshida.

These efforts also pertain to the coexistence and symbiosis with
nature, a topic discussed in various fields recently.

People lived much closer to nature in the past, incorporating it
with their bodies in different forms, such as clothing and food. How-
ever, following the industrial revolution and the start of the modern
era, people became distanced from nature, wearing synthetic fibers
and consuming chemical condiments.

By reintroducing nature that surrounded people in various
forms in ancient times, we can revitalize beautiful things from the
past and improve our health. Today, we say fukuyo suru, which
means “to take medicine,” but its literal meaning is “to apply
clothes.” It was believed that the clothes people wore daily were the

greatest medicine for bringing them health.

This issue also has a sub-theme: the question about what is white,
black, and colors. Each color, be it white, black, crimson, or purple,
has its distinct origin and meaning.

Colors such as crimson and purple represent the spirit of each
period, while white and black transcend such trend. Considering
that, I find it very symbolic that white light is produced by multiply-
ing the light of all colors.

In today’s world, where conventional “progress” has come to a dead
end, what will change with the times and what will remain the same?
I hope to look back on history to find clues as to how we should live

in the future.

Masataka Hosoo
President and CEO, Hosoo Co., Ltd.
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For 1,200 years, Nishijin textile has devoted itself to the pursuit of
beauty. And silk has been its most representative material. Indeed,
the history of Nishijin textile is the history of silk textile. Since an-
cient times, the world has appreciated silk as the most beautiful yarn,
thanks to its unique sheen. Hosoo has also been pursuing the poten-
tial of silk to create textiles that are new and beautiful in our time.

In 2022, Hosoo ventured to use silk and hemp together in its
newly-launched textile “Heritage Nova,” the first attempt in the long
history of Nishijin textile.

The new collection was inspired by endeavors made by Shinichi-
ro Yoshida, a collector of early-modern hemp textiles who over-
turned the long-accepted ideas about hemp cloth, and his exhibition

“Shinichiro Yoshida | The existence of white” held at Hosoo Gallery
around the same time as the collection’s launch.

Today, most people have forgotten about hemp fiber. However,
its history goes back over 10,000 years, and the findings indicate
that it has been used in daily life since the Jomon period. Further-
more, the material was used in diverse sacred rituals for its durability
and whiteness.

The textile was named “Heritage Nova” with the hope of dis-
covering and relaying to the future wonderful, but almost forgot-
ten, things from the past, like hemp cloth. The title is in line with
Hosoo’s motto, “More than Textile,” and its concept of continually
pushing the limits of textiles to create innovative and beautiful
Nishijin textiles that no one has seen before.

In old times, silk and hemp were called nigitae and aratae,
respectively. The former referred to animal fiber, and the latter to
vegetable fiber. While both were white fibers, each had its own histo-
ry and never merged with the other in a textile. However, these two

distinct lineages intersect in “Heritage Nova.”
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At one time, being white and being soft were considered synonyms.
Touching hemp cloths from the Edo period, I was shocked by how
different their texture was from what I had imagined.

I understood how white and soft hemp cloth was,

which I previously had thought to be stiff and coarse.

It was the moment when I discovered the new in the old.

We are creating new heritage as we weave into Nishijin’s history
hemp yarn that has existed with humanity for ten thousand years.

Masataka Hosoo
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“Heritage Nova” successfully realizes an elaborate three-dimensional
structure thanks to Hosoo’s long-accumulated techniques and know-
how of mon-orimono, or figured textile (a type of textile whose
patterns are woven by employing a combination of weave structures,
such as plain weave, twill weave, and satin weave, and colored yarns).

The basic color of the new textile is white, but none of the tones
is the same, even though they can all be called white. Its texture,
consisting of three-dimensional patterns, is at once reminiscent of a
view looking down toward a snowfield or a desert, and white rem-
nants of some sanctuary structure.

The scenery may be of the earth in the remote past when no
living thing, not to mention humankind, existed. Or it could be of
the distant future. It may be in a pristine state untouched by anyone,
or it could be a place visited by no one in a long time.

Whatever it may be, the textile’s exquisite texture allows us to per-

ceive a scenery where beauty and sublimity coexist as we feel its touch.
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Hemp Buried in History

The technique of obtaining silk yarn from silkworms and using it for
weaving is said to have been invented about five thousand years ago
in ancient China. On the other hand, the history of hemp goes back
even further. At the Torihama shell mound (Obama City in Fukui
Prefecture), a Jomon-period archaeological site dating back about
ten thousand years, hemp ropes, as well as hemp pollen, have been
found, indicating that the harvesting of hemp had already started at
the time.

Today, hemp is on the verge of being forgotten. However, in
Japan, in particular, it used to be a material closer to people’s lives, as
symbolized by ubiquitously-found names of places and people that
include the word a@sa [hemp]. The plant, which grows straight and is
extremely strong, is considered auspicious and can be found among
textile patterns.

Technically speaking, asa includes faima [hemp, or Cannabis sa-
tiva], choma [ramie, or Boehmeria nipononivea), akaso | Boehmeria
sylvestris), and irakusa [nettle, or Urtica thunbergiana). According
to Shinichiro Yoshida, asa can produce the longest and most beau-
tiful fiber among all the fibers obtained from natural plants. Among
these different species, faima, in particular, was considered a sacred
medium and used as clothing and nusa [sacramental strip of cloth]
in various ceremonies.

However, cotton cloth became popular among the people during
the Edo period, and as modernization progressed, industrially pro-
duced textiles were developed, causing hemp cloth to be further lost
in history. As a result, the idea that ramie fabric is soft while hemp
fabric is coarse and hard long remained dominant even among the
dyeing and weaving academics.

Despite such circumstances, Shinichiro Yoshida collected a mas-
sive amount of fabric remnants and conducted a microscopic analysis
of their fibers, discovering that hemp could become whiter, and softer
than ramie, the more it is exposed to the sun and washed. Further-
more, his efforts physically confirmed the compositions of superb
asa fabrics produced in various parts of the country during the Edo
period: Echigo-chijimi and Nara-zarashi used ramie yarn for both the
warp and weft; Takamiya-zarashi and Omi-zarashi used hemp for
both; Ecchii-fu is union cloth with hemp warp and ramie weft.

Majotae is a brand Yoshida has been engaged in to reintroduce
into people’s lives hemp fabric, which has been buried almost com-
pletely in history. The brand aims to enable the machine-weaving of
100% hemp fiber and disseminate soft clothes that can be worn next
to the skin. Another objective of “Heritage Nova” is to respond to
Yoshida’s such efforts.

FovH (PFAER) AFREHELZERTIRICTE2BOMEAFALELLD
Okuso cloth (Meiji period) made of scrap fibers produced during the refining of hemp fibers
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Hemp kimono from the Edo period
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Shizu: Long-Lost Textile Made of Silk and Hemp

In 1996, a bronze mirror wrapped in cloth was unearthed from the
Shimoikeyama burial mound in Tenri City, Nara Prefecture, estimat-
ed to date from the end of the third century. Most parts of this plain-
weave textile consisted of vertical silk stripes, but it was discovered
that the textile partially contained fine hemp stripes. It has attracted
attention as Japan’s oldest striped fabric and as a rare example of

a textile woven with both silk and hemp. (Additionally, a mirror
wrapped in union cloth composed of silk warp and ramie weft was
found at the Kaichi burial mound in Nantan City, Kyoto Prefecture.)

It has been pointed out that this striped, silk-and-hemp textile
may have been shizu, a long-lost textile from ancient times. In Nibon
Shoki [ Chronicles of Japan] and Manyéshii [ Collection of Ten Thou-
sand Leaves], terms such as shizu-hata obi and shizu nusa appear
frequently, informing us that there existed items made with shizu,
such as 04, bracelets, and nusa dedicated to the gods. In Manyosha,
the word shizu is often accompanied by the word ancient, suggesting
that the textile had already been considered antique at the time.

The term shizu [ %] supposedly means “Japanese-style
textile,” as opposed to twill imported from China. In reality, it is said
to have represented either ancient Japanese textile with a simple
pattern or a randomly-patterned textile woven with hemp or paper
mulberry dyed red or blue. But the truth is shrouded in mystery as
there is no actual fabric remaining. Nevertheless, it is not difficult
to imagine that the textile had been ubiquitous, considering the
fact that there still are many Shinto shrines throughout the country
whose names are written using the same letters as shizu.

The striped textile from the Shimoikeyama burial mound is as-
sumed to be this long-lost shizu fabric. The theory is further backed
by the fact that Manydshi contains a long poem describing that a
mirror was placed on shizu [or shitsu as pronounced in the poetry
collection] and dedicated to a god.

What, we wonder, were the thoughts behind ancient people who
merged silk and hemp in a single textile? “Heritage Nova” makes an
encounter between silk and hemp happen. Of course, the structures of
the new textile and the textile from the Shimoikeyama burial mound
differ completely. However, the 21st-century creation may be a con-
tinuation of the lineage of the long-lost shizx used by ancient people.

(Rurihiko Hara)
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The room is so dark that it makes us feel slightly anxious. At the
back of the room, we see an oblong object faintly gleaming white. It
appears to be made of 20 tall pieces of fabric joined together. Each
fabric piece has its unique, subtly different tone: some with a yellow-
ish tint and others with a blackish tint. They are quietly standing at
the far end of the gloomy room. The object reminds us of the moon
floating in the air being elongated into a rectangle.

On the other side of the room are 14 pieces of the same-shaped
cloth placed side by side, although they are brighter than the first
ones. Here, too, the tone of each piece differs slightly. Adjacent to
the room is a path leading to a dark space. On the wall of this cave-
like space, another six pieces of similarly-shaped fabric are placed
side by side. The darkness of the surrounding space seems to cause
the pieces to appear as white cloths. In an even smaller space beyond
the dark space, a tall video monitor displays the slides made up of
texts and still images questioning anew what “white” entails. Being
in a dark space only a few moments ago, the light from the monitor
stimulates our eyes. At the same time, our concept of “white,” which
we have taken for granted, is being overturned.

Coming back from the slide room to the previous room, the
surrounding space appears whiter than before, and the six fabric
pieces appear darker than the space, perhaps due to the impact of
the light from the monitor. As we further retire to the large room,
the white cloths remain perfectly still, but we get a feeling that their
impression has changed. All we can hear in this space is the noise of
the air flowing through the building. It is just a dark room with white
textiles placed next to each other. Nevertheless, we find it difficult
to leave. We sit on one of the chairs facing the white cloths, turn our
eyes back to the cloths, and look vacantly at them.

This may be the sort of place that could serve as a mediation
space. Perhaps the sensation we feel here is similar to that of being
inside a place of worship at the deepest hour of the night. Or the
sensation may parallel that of doing ¢ainai meguri [literally, walking
around the womb] in places like the basement of a Buddhist temple.

The white cloths, standing side by side, remain silent and still,
showing faint whiteness. If the room were a little brighter, we might
be able to see more of their details. The frustration seems to further
arouse our interest.

The cloths may be trying to tell us something. Something, for
example, that many of us have forgotten. They are about to talk to
us about that sort of thing but will never begin to do so. This state is
what prevents us from leaving.

But the force that keeps us here is not strong. The muted argu-
ment uttered by the cloths could not be captured with our mundane
sensibility. We must remain in this dark, tranquil space for a little
while and calm our minds to awaken our subdued interest in them.

Why? Where does this “eloquence of silence” come from?
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White Exhibition “Fabrics as Demiurges” (2017, Yamaguchi Center for Arts and Media [YCAM])
Photo by Kazuomi Furuya Courtesy of Yamaguchi Center for Arts and Media [YCAM]

37

All the textiles displayed here—hemp cloths presumably from the
1800s—are from the collection of artist Shinichiro Yoshida.

For over 40 years, Yoshida has been collecting and studying
Japanese textiles. He has exhibited Japanese hemp cloths at overseas
museums, including the Museum of Craft and Folk Art in San Fran-
cisco, as well as various museums in Japan. For this reason, he is often
introduced as a private researcher of Japanese textiles.

As mentioned earlier, Yoshida uses his massive textile collection
and performs microscopic examinations of the yarns pulled out of
the textiles. The method has allowed his research to become aligned
with reality and convincing that it overthrew the long-accepted ideas
about hemp. According to Yoshida, he began the study as a “pastime,”
but its influence has become significant. But, for Yoshida, all these
research activities were just another step toward a bigger goal.

Yoshida started painting in his 20s and, at one point, naturally
shifted to using white paints on white canvases. But after going
through a near-death experience, he decided to travel to see Western
contemporary art firsthand.

It was in 1977. Arriving at his first destination, Kassel in Ger-
many, Yoshida had a crucial encounter there. At the time, the city
was holding a contemporary art show Documenta 6. Shortly after
his arrival, he met Joseph Beuys (1921-86). It was before the Ger-
man artist became known in Japan. Winning Beuys’ favor, Yoshida
decided to stay in Kassel with him for a while. Shortly after, Yoshida
showed Beuys the only white work he had brought with him, which
got Beuys interested. However, when asked by Beuys, “Why white?”
Yoshida was not able to answer. Beuys persistently asked, “How is
the color linked to your roots?”

The incident gravely shocked Yoshida, who terminated his tour
around the West and immediately returned home. Then, he began
exploring his roots so he could answer Beuys’ questions and show
him his works once again. In the process, he started researching Jap-
anese textiles. According to Yoshida, he was planning to move on to

a different research topic after he understood enough about textiles.

But the process took him much longer than he had expected. And
before he knew it, several decades had passed, and he had become
known as a textile researcher.

After about 30 years since he began his research, Yoshida was pre-
paring an exhibition of hemp cloths at a museum when he glanced at a
row of white cloths from the Edo period and felt something extraordi-
nary in them. At this moment, he realized that this was where he could
find what he had been pursuing all along: his ideal work. All he had to
do was simply lay out white textiles, not draw on them. (Until then,
he had continued to draw croquis sketches almost daily, pursuing
the work that would satisfy himself.)

The first piece presented was White from 2017 (at Yamaguchi
Center for Arts and Media [YCAM]). Indeed, 40 years had passed
since his first encounter with Beuys. White presented this time
is an update to the original piece, and Black is its newly-created
counterpart.

Yoshida explains that, when laying out the hemp cloths from
different times and places, each piece shows its distinct white. The
colors depend on conditions such as the type of hemp yarn, the
tightness of twisting of fine-count, low-count, and warp yarns, and
the density of weaving. “The differences imperceptible to the naked
eye emerge as the subtle, yet unique, manifestation of each ‘white,”*
adds Yoshida.

The existence of white: this reticent piece provokes our thoughts
endlessly. And in this work, Yoshida places his message for the future,

just as Beuys did with the social sculpture he advocated.

*Shinichiro Yoshida, “On hemp fiber textiles,”
Fabrics as Demiurges: The meaning of fabrics for mankind
(Yamaguchi: Yamaguchi Center for Arts and Media, 2017)
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—I suddenly realized: if no white was the same, then what if it could
be likened to a mind? Individual pieces of white cloth. At the YCAM
exhibition, I laid out 58 pieces, but it could’ve been a hundred or a
thousand; there is no limit. I think I can make it easier for you to
understand by saying 58 minds, instead of 58 white cloth pieces.
People see them as the “same white cloths.” In other words, if people
consider 58 minds as suffering the same exact distress, just as they
perceive the 58 white textiles as being identical to each other, then it
can’t be the right way to give advice.

We must recognize that there are 58 minds. There are 58 dis-
tinct sufferings. There is nothing more absurd than treating them
as single suffering to communicate with the sufferers. That would

encourage or solve nothing.

Watching the news on TV, the old and the young are all talking
about and acting on things like the global environment, sustainable
energy for the future, and medical care, although I'm not sure how
much they really understand. Young people like that often come to
see me, and what we discuss seems to overlap considerably with the
issues that I just mentioned. Young people are beginning to real-
ize [that these issues exist]. We had known, too, but older people
grudged doing anything and closed our eyes against them. We
bundled them together as a single “white,” did our job, and got paid
to live. But I think we are entering an era that no longer allows such
behavior. Soon, we’ll have to accept that there are different “whites.”
They are also about social issues, human life, and human rights. In
thinking about such issues in terms of “whites,” my White piece
conveys a message: “Can you live with your eyes closed, treating

everything as an indistinguishable ‘white’?”

Excerpts from an interview book
Shinichiro Yoshida | The existence of white
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Today, a kanji character H [pronounced as shiro or haku] is used
to signify white, the hue. However, in ancient times, the word shiro
did not always refer to the color. Ujo Maeda, an ancient dyeing and

weaving artist, states the following:

—1It would be appropriate to assume that the ancient Japanese term
shiro was used to describe things that the people back then found
extraordinary, things other than human beings or natural phenom-
ena. In other words, the word referred to things related to the objects
worshiped at the time and things considered mysterious.

Ujo Maeda, Colors: Dyeing and Coloring (7980)

For example, in the Kojiki [Records of Ancient Matters] and the
Nihon Shoki [ Chronicles of Japan], the colors of shirokika [white
deer] and shirotori [white bird] are described using the character
H, referring to their natural colors ranging from pale yellow to dark

brown, as well as white.

On the other hand, in China, H [haku] refers to the sun and the
heavens, symbolizing power and authority in ancient China. The
Chinese concept of H was brought to Japan, and since the mid-10th

century, shiro in Japanese began to have a meaning closer to white.
Maeda also states the following about shiro:

—Shiro in the Japanese sense, when written using the character Fl, is
considered a variety of black, which is associated with the word kuro
[referring to different kinds of black]. Figuratively speaking, shiro
describes things that appear to float in the darkness, or the loneliness,
of night. In other words, the word shiro signifies a different kind of
shadow found among shadows.

Ujo Maeda, Colors: Dyeing and Coloring (7980)

Junichiro Tanizaki also states a similar point in his “In Praise of Shad-
ows,” which discusses Japanese aesthetics from the perspective of
shadows. In the essay, Tanizaki writes about shgji screen, one of the

elements of shiro in a Japanese residence.

—A Japanese room might be likened to an inkwash painting, the
paper-paneled shoji being the expanse where the ink is thinnest, and
the alcove where it is darkest.

Junichiro Tanizaki, “In Praise of Shadows” (1933—-34)

translation by Thomas J. Harper and Edward G. Seidensticker

Photo by Kazuomi Furuya Courtesy of Yamaguchi Center for Arts and Media [YCAM]
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That is to say, Japanese shiro is a grade within the gradation of
shadows. To borrow the words of Arata Isozaki, it is the “monism of
darkness.” It is the “palest region” of darkness. Therefore, it is not

the hue that stands opposite to black.

It is something that faintly glows in the dark. Such a conspicuous
(in Japanese, shiro-kz) thing is indeed what is referred to as shiro. It
is the hue that reflects the most light. As mentioned earlier, it was
believed that shiro possessed mystique and that gods exited within
it, linking the color to immaculate purity. In ancient times, Shinto
rituals required white sand on the ground and a white cloth or white

paper such as nusa.

Another reason why shiro was able to carry purity was that it rep-

resented a state before a thing happened, in which nothing was yet
to be done. Therefore, shiro is also similar to zero. A piece of paper
with nothing written, a canvas with nothing drawn, a cloth with no

embroidery or dye. Shiro was the color of the beginning.

But shiro also represented the end. A familiar example would be the
white attire used as a shroud. To approach shiro is to approach death.
The whitening of hair as we grow old is yet another sign of this
process. When Buddha passed away, it is said that a grove of sal trees

turned white, like a crane.

When faced with shiro, we feel confused, not knowing where to look
at. All we can do is sweep the surface with our eyes. Perhaps, we can

only see shiro, not look at it.

When seeing a garden or landscape, we think about various things.
But shiro does not allow us such easy association. Faced with it, our
consciousness is lured toward objects that we usually refuse to con-
front—life as the beginning, death as the end, or our real self. Within
itself, shiro contains such dreadfulness of a sort.

(Rurihiko Hara)
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Photography, architecture, landscape, performance—Hiroshi Sugimoto is a world-renowned artist whose field of activity

transcends all genres. He and Shinichiro Yoshida were both born in 1948 and have been friends for over 40 years. And

they secretly share an understanding of each other’s work. We asked Sugimoto, who came to the opening of the exhibition

“The Existence of White,” to reexamine Yoshida’s work.

Sugimoto:

Sugimoto:

First Encounter in 1977

You came to last year’s exhibition by Shinichiro
Yoshida, “The existence of white.” Firstly,

could you share your thoughts on the show?

I have known him for a long time, but I never
imagined that he would hold an exhibition.
That alone shocked me. I thought, “What has
become of him?” (laughter). When I went to
the show, I was even more surprised because it
was quite radical. I knew he was secretly pro-
ducing works, but he was not the type to pur-
sue fame. I believe we met for the first time in
1977 at my exhibition at Minami Gallery. We
did meet quite many years ago. My exhibition
at Sagacho Exhibit Space in 1988 happened
because he introduced me to the gallery. He
had his show there the year before.

He once showed me the white painting
that’s also in this book (Shinichiro Yoshida |
The existence of white).1 told him, “This is
good,” “You should paint more of these.” He
talked about things like the wisdom of taking
detours and said, “I have to paint something
better than this one.” He is sometimes hard
on himself. Once a year, he would make figure
sketches for a calendar, which was popular and
sold really well. But when I said to him, “Why
don’t you go with this graphic art direction,”
he said it wasn’t his job. He did it lightly, as if it
were a part-time job, but if you looked closely,
they were so cool you wouldn’t believe they

were his casual works.

I see that he already had great taste. Mr. Yoshi-

da has always distanced himself from publicity.

I hadn’t started working with antiques when

I met him in 1977, but I suddenly decided to

start an antique shop the following year or

so. I would return to Japan from New York a
few times a year for buying and show him my
purchases first. That got him hooked on an-

tiques. When I showed him a nice woodcraft

Sugimoto:

Sugimoto:

Sugimoto:

Hosoo:

fox from the Edo period, he said, “Wow, this
is fascinating!” He was bewitched by a fox
(laughter). After that, he went deep into the

world of antiques. I feel sorry for him.

That is an interesting story. It’s been 40 years

since.

And before I knew it, he was entering into
the world of hemp cloth and started carrying

around a small magnifying glass.

According to Mr. Yoshida, antique shops at
the time sold both hemp and ramie as asa, so
he became curious about their differences.
He began analyzing and studying their fibers,

which led him into the world of textiles.

After a few decades, I bumped into him at
an antique shop and asked him what he was
doing. He told me, “I've become a researcher

in the field of asa and teach.”

Fascination for White

As described in this book, being asked by
Joseph Beuys, “Why white?” had a significant
influence on Mr. Yoshida. He continued his
research as he tried to sublimate the question
in his work, and 40 years had passed before
he knew it. For the exhibition at Hosoo
Gallery, he didn’t paint but presented works

composed of old textiles.

I think what he’s doing is painting. He real-
ized he could express things that he hadn’t
been able to with paints. He could better

convey a sense of matureness with antique
textile remnants that have acquired unique

flavor from aging, instead of painting.

In a sense, for Mr. Yoshida, the exhibited works
were paintings. He finally discovered the fact
after 40 years. At the exhibition, you saw his

white piece and black piece. I believe white and
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Sugimoto:

Hosoo:

Sugimoto:

black are also related to your work. Do you

have any thoughts on it?

This book is also titled 7The existence of white.
Although, you can barely see the letters

on the cover (laughter). The existence of
something is invisible to the eye. Here, I'm
showing you a photograph of a sacred tree

at Kasugataisha Shrine (p. 55). Divine spirits
should never be seen. They are invisible and
exist only as a sign. Whether the sign can be
felt or not affects the appearance of Japanese
shrines and gods. It takes them hundreds and
thousands of years to be able to produce such
presence. Malevich also painted white, but in
his case, he reached the point and couldn’t go
any further. Before long, the pressure on art
from the Soviet Union increased, and he sort
of had to give up his career. In the end, he
only created representational paintings. He
didn’t leave the country, so he had to paint

as he was told as long as he stayed there. As a
true artist, his career ended when he painted
white. Maybe Yoshida was also like Malevich
and couldn’t move on from this first painting
in the book, because he is a serious man. He
was born in 1948, the same age as me. I've
rather made my way cleverly in the world
(laughter), but he’s not the same type. So,
I've been worried about what would happen
to him, but I think he finally found his path
late in his life. ’'m extremely happy for him,
that he got interested in holding an exhibi-
tion. I think this lad, Hosoo, tricked him into
it (laughter).

(laughter)

To tell you the truth, I made this room to ex-
periment with white. A plasterer spent two to
three years plastering the entire space all the
way up to the ceiling. When light enters from
the east into this white, the beauty of shad-
ows appears at the projected and recessed
corners. I created the room just to look at it.
Yoshida is adamant about white, but I have a
fascination for it, too. When I built this room,
I photographed the dark area with an 8 by

10 camera and created color prints of the
monochromatic subject. Plaster increases its
charm as it ages. On the other hand, today’s
new building materials and prefabricated
materials deteriorate nastily.

Also, I have been working on a project in

Hosoo:

Sugimoto:

Hosoo:

Sugimoto:

Hosoo:

Sugimoto:

Hosoo:

Naoshima for the past 20-plus years where

I left my work Seascapes exposed outside to
study the passage of time. The process simply
adds to the work’s unique flavor. What I'm
seeing is the passage of time whose progress
is almost invisible to the eye. In that sense,
Yoshida’s work, in which exposed white ac-
quires depth and beauty over time, relates to
my work’s theme and my interest in antiques.
The word flavor perfectly describes this qual-
ity, and understanding “the flavor of the time”
is crucial. Whether or not you can recognize

it changes your judgment drastically.

From White to Colors

What are your thoughts on colors, as op-

posed to white and black?

This room has no electric lighting. At night,
it is only lit by light from the city outside.

In the morning, when the sunlight enters

a prism, it is dispersed into the prismatic
colors. White light is a combination of all
colors. So, there is no such thing as white, but
an excess of all colors that makes white. This
relates to my 7heaters series. This is why

I created a piece by directing these natural
spectral colors to a dark place and capturing

them with a Polaroid.

I see that this room itselfis a laboratory for
your work. It gives me a profound feeling to

know that multiplying colors makes white.

I had been working with white and black, too,
but recently, I've suddenly started using col-
ors frantically. I may be caught by madness

from aging, like Yoshida (laughter).

What made you expand into colors?

My French friend in New York told me

you could print photos on washi paper, so

I mustered up the courage and tried it out.
Before, I was insistent on using a bellows
camera and opposed to going digital, but
that all changed. After all, we have to keep
up with cutting-edge technologies. Now I use
a digital camera to create works like a large

folding screen.

I had an impression that your work had a

timeless quality, but I'm surprised, in a good

57

Sugimoto:

Hosoo:

Sugimoto:

Hosoo:

Sugimoto:

way, that you have started using colors now.
Last year, Hosoo established the Histori-
cal Japanese Natural Dyeing Research Lab. to
revive the Heian-period dyeing method. We
pay particular attention to water, plants, and
mordants and put in plenty of time to dye each
piece of textile. We feel that the level of dyeing

techniques was definitely higher in the past.

They used to do it properly. It went downhill
after chemical dyes were introduced in the

Meiji period.

Those textiles dyed in ancient times, like the
ones stored at the Shosoin Treasure House,

constantly grow more beautiful.

They gradually discolor, but the change is
also good. But some reproductions of old

kimono that use chemical dyes are horrible.

You introduce things from the past to the
present. What thoughts come to your mind

when you look back to the past?

It’s not so much that I look back to the past,
but rather, I think things were better back
then (laughter). Technologies, as they devel-
op, drive away good things from the past. It’s
like the “bad money drives out good” princi-
ple. When you can make things easily without
spending much time and effort, the decent
work that has continued since long ago inevi-
tably disappear. But I hope to see the reliable,

old-time handwork preserved somehow.

Hosoo: I think we had a very interesting discussion

today. Thank you very much.

August 30,2022
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Hiroshi Sugimoto

Born in Tokyo in 1948. He moved to the USA in 1970
and has resided in New York since 1974. He is active in
fields widely ranging over photography, architecture,
landscape, sculpture, writing, antique collection,
performing arts, calligraphy, ceramics, and cooking
and has established himself in the international art
scene. His artworks are included in collections at the
world’s leading museums, including the Metropolitan
Museum of Art (New York) and Centre Pompidou
(Paris). His representative works include Seascapes,
Theaters, and Architecture series.

22 YA RZE View of the studio © Hiroshi Sugimoto
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New Dcsigns with Digital Archives

XaV—R—J—) I FIRV « T—IATIZLF LB

FHEALT (Fav—2%—)
Kumiko Idaka (Curator)

WA ROEET—HA4T

M T TS HFOMMO iz, REOHTHTRO~2HsHE»LN T
b, ZOH MDD FIZspETHi»p L. KB Thor2h, BEBRIC
Ty, KB BSOS E I 0D 2, ZhoDHEDS
Hirnizfug, TRE] LFidhabot, #9200 TRICHEIRT
PEPERR D —FIX DI sh 25D TH 5, HOSOO D LF T3,
19704E Rz ORI I SN2 T OB BRFE AR RE SR TS
7, MIBHEESZOWALREIHZOW, #HLOEIEEOT 555
BB TONL WL E L OPHREDT ISV « 7=H4Y « Fu
=2 DN T, TDIEEO—I ¥ 2 [MILESTONES—4
HOME] LLTAM P Iho72, A, AHEZ2HE LIz —
Z—DBE»L, BELORMEZBLTERLIITI2VERLLTD
MEOWHEEPEEETIOTH L,

Archive of About 20,000 Designs

On thin sheets of washi paper, square grids are drawn with vermilion
lines. The grid paper is covered with patterns penciled in detail or
vaguely; some are left with traces from re-drawing. These pieces

of paper with patterns are called zzan [design drawings] and are
created at the beginning of Nishijin textile’s production process
consisting of some 20 specialized steps. Hosoo’s workshop has kept
about 20,000 original copies of such designs used to produce 0bi

in the 1970s. Masataka Hosoo noticed this massive zuzan collection,
wondering if they could be used for research and development of
new designs, which led to the digital archive project of the 047 de-
signs. Some of the project’s activities were showcased at the exhibi-
tion “Milestones — Designs in the Void.” This article documents the
potential, examined from the perspective of the exhibition’s curator,

of the designs as digital resources.
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The digital archive project, named Milestones
Project, began in 2014 and celebrated its
ninth anniversary this year at Kyoto Uni-
versity of the Arts’ Ultra Factory. Through
the project, in which participating students
played the primary role in manually scanning
the original zuan copies one by one, they
accumulated extensive digital data containing
about 14,000 scans. Even before the project’s
onset, Hosoo had been conducting classifi-
cation and research of classical patterns and
development of products using those pat-
terns. But there is a limit to the human ability
to physically classify such a large amount

of data piece by piece and understand the
content. Therefore, one of the project’s
discussion topics was the utilization of these

digital resources.

Sensibility Behind “Voids” and Patterns
in Designs

The approximately 20,000 designs kept at
the workshop are composed of uncolored
sketches called atari. While the composition-
al aspect of the designs, such as patterns, have
been passed down over the years, colored
designs were purposely excluded from the
collection because the sense of color changes
with the times. Today, it is usually the case
that a designer takes responsibility for the en-
tire design process up to the finished product.
On the other hand, for Nishijin textile, the
creation of zuan is only a step in the overall
production process and is followed by pattern
template design, yarn selection, dyeing, and
weaving, involving many craftsmen until the
design is finished. Thus, a single craftsman
or an artist alone cannot complete the whole
design. It is not an exaggeration to say that
these steps in Nishijin textile production
are linked together by passing the baton of
“voids” between the craftsmen. Furthermore,
considering the significance of deliberate-
ly-kept, unfinished designs, such as uncolored
or rough sketches, zxan contains room for
incompleteness unthinkable in today’s design
process. To begin with, the word zuzan was
created in the Meiji period as a translation
of the word design. Thus, we can say that the
origin of design in Japan is found in zuan for
kagei (authentic crafts). In that sense, we saw
various possibilities in focusing on the “voids”

in zuan.

Another challenge we faced during the
process of the exhibition production was
how to handle the meanings of the patterns.
Some of the patterns used on these Nishijin
obi can be traced back to the textiles stored
at the Shosoin Treasure House, which were
originally imported in the Asuka period. As
we attempted to adopt these patterns passed
down over many centuries, the more faithful
we tried to be to their meanings, the more
limited we felt in developing new designs.
On the other hand, looking at these
patterns, we find in their geometric rhythms
physiological comfort and universality. In
textile, structure and patterns are basically
repeated. This is partly due to the production
efficiency, but just as music has a periodicity
from repeating beats and rhythms, textile
also has a periodicity as its essential element.
Such periodicity is evident in the design and
composition of the depicted patterns. We
concluded that, by finding in those patterns
physical, physiological, and sometimes
psychological abstractness that humans have
long succeeded, we could discover a clue for

grasping the patterns’ true nature.

According to a craftsman we interviewed about
traditional zuan making, there are no clear
rules or intentions regarding the combination
of the patterns, although, when drawing a
pattern, some importance is placed on the
context of the pattern, such as seasonality and
auspiciousness. Abstract figures, such as a
tortoiseshell [honeycomb] pattern, are used
intuitively because they help fill the void. The
overall balance, rather than the pattern’s
meaning, is considered more important. In
addition, rigid compositions are perceived as
flawed, and such design is described as “not
flowing.” In terms of this “flow,” there are two
ways of composing an S-shaped, streamline
pattern: right flow and left flow. The two
carry cultural connotations, where the former
is of the Kansai area, and the latter is of the
Kanto area, but more importantly, this flow-
ing composition results in a formal sensibility
that reminds us of natural landscapes such as
ariver or a mountain range.

The education in zzan making began
in Kyoto in the Meiji period. The period
coincided with a decorative art movement,
which was becoming popular in Europe: art

nouveau. One of its figurative characteristics

is patterns that use natural motifs, such as
plants and animals, just like Japanese zuan.
However, when compared to 047 designs, the
art nouveay composition is strictly symmetric.
As far as the zuan owned by Hosoo go, the 0bi
designs contain almost no symmetric patterns,
while almost all of them designed with the
S-shaped composition in mind. It is extremely
difficult to verbally describe right and wrong
in lay-outing patterns and giving natural flow
to the composition. That being said, however,
we believe we can find among the vast num-
ber of uncolored atari designs the aesthetic

essence inherent in Nishijin textile.
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In the exhibition, we decided to incorporate Al to further under-
stand the pure impulsiveness of these patterns. We welcomed Shoya
Dozono (computational designer/programmer) to the team to
utilize the digital archive through deep learning. More specifically,
we had a type of Al called Generative Adversarial Networks (GAN),
define and learn the geometrical characteristics of a massive amount
(up to about 14,000 pieces) of the zuan data, while ignoring the
patterns’ meanings. Following the learning process, we also had AI
generate and visualize new designs as images. Al can create nonex-
istent designs that have the geometrical characteristics of the actual
zuan by consistently comparing the existing designs with the newly
generated ones and having them compete. As a result of learning
and generating a vast amount of the zuzan data using GAN, most of
the motifs, such as animals, people, and landscapes, disappeared.
Instead, highly abstract plant patterns emerged in the design. On the
other hand, the S-shaped patterns’ periodic characteristics, such as

size, placement, and repetition frequency, visibly remained.

AlDZBICEYEGREN £, CUB-7cRERLTEEILWERICYYEY S L, 2RIEDBRELTERLEZDD,

After analyzing the images through Al learning, similar designs were mapped at a close distance

from each other and depicted on a two-dimensional image.
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New, Al-generated images were displayed on four juxtaposed monitors.
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Spread added colors to the Al-generated design, which was then pixelated.

For the exhibition, we also asked the creative
unit Spread to interpret the newly generat-
ed patterns and create colored zuan. They
selected designs among the several thousand
images generated by Al. According to Spread,
they deliberately selected patterns whose
shapes gave them physiological discomfort.
They did so to avoid familiar appearances
(meanings) of the patterns and to add color
with a fresh perspective. In addition, they
created a pixel-art-like zuzan by turning the
colored designs into a coarse grid pattern.
This process allowed them to eliminate the
patterns’ forms completely and emphasize
only the colors. These gridded, rough designs
are reminiscent of a type of textile blueprint,
mon isho zu [textile pattern template]. Fur-
thermore, the creative unit manually varied
the grid sizes to introduce unevenness to
the designs. The grids on the hand-drawn
zuan are precisely lined, and, at first sight,
many of the patterns drawn on the grids
appear to be accurately designed. However,
in reality, according to the students from
Kyoto University of the Arts involved in the
Milestones Project, tracing the zuan designs
on a computer revealed that the patterns had
deformations unique to hand drawing. The
final woven textiles also contain accidental
deformations caused by weave structure or
yarn’s physical properties. By focusing on this
aspect, Spread intended to introduce uneven-
ness unique to textile design into abstracted
grids. The process resulted in an installation
of a colored zuan covering the floor of the ex-
hibition venue. The evolution into an installa-
tion was, in a way, an experiment conducted
as a prelude to the expansion into multiple
media. In fact, Hosoo is considering applying
and developing the patterns in virtual space,
such as NFT and metaverse, in the future.

At Hosoo, they intend to explore various
ways of expanding the “voids in zxan” to pre-
serve the aesthetic essence of Nishijin textile

and apply it to contemporary expressions.
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The pixelated coloring data was printed on carpet
material, and Spread improvised and reconstructed
the design on site.

Special Exhibition “MILESTONES - Designs in the Void” April 23-July 18, 2022 Venue: Kyoto Museum of Crafts and Design, Special Exhibition Room
Organized by Kyoto Industrial Promotion Center Corp. Co-sponsored by Kyoto City Supported by DEBS CORPORATION Cooperated by Hosoo Co.,Ltd., Kyoto University of the Arts
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Director: Masataka Hosoo Curation: Kumiko Idaka Space design: Takashi Suo Graphic design: SPREAD Computational design (Al): Shoya Dozono
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Hosoo was founded in 1688 and, for many years since, operated as
a weaver. In 1923, the 9th head of the family, Tokujiro Hosoo,
started the wholesale business of 067 and kimono.

Today, the wholesale business has expanded and includes the
curation of kimono culture and dyeing and weaving culture. As a
curator, we research how dyeing and weaving cultures throughout
Japan are interconnected and communicate the findings through
our gallery and showroom.

Starting in 2015, we spent four years traveling from Hokkaido
to Okinawa to visit 33 production sites of dyeing and weaving and
to record the local culture nurtured by history and land. What we
have learned ranges from each location’s natural environment,
dyeing and weaving production process, people involved in dyeing
and weaving, to unique materials and tools. Each of these elements
contains a story about their local dyeing and weaving culture. So

far, we have taken and archived over 20,000 photographs.
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Safflower, which is also Yamagata’s prefectur-
al flower, produces thistle-like, yellowish red
flowers in early to mid-July. Picking these
flowers is the first step in safflower dyeing.
The safflower flowers are entirely yellow
when they start blooming, but with time,
they turn slightly reddish. To process them as
a dye, the best timing to pick them is when
the flowers are in 80% full bloom, with the
lower part of the petals turned red. As
safflower has sharp prickles on the leaf’s edge,
it is harvested by hand in the early morning
when the needles are softened and weighed
down by morning dew.

A safflower petal contains two types of
pigments: safflor yellow for yellow and
carthamin for red. After harvesting the flower,
petals are collected before the day is over and
carefully washed under running water. Once
the water is drained off, the petals are
stomped on by feet (hanafumi) to damage
the surface and laid out on a highly humid
straw mat for fermentation, which causes the
petals to gradually turn red.

They are then pounded in a mortar,
turning sticky and deeper red. The activity of
carthamin synthase during this chemical
process is finally beginning to be clarified in
recent years.

Once the petals have turned crimson,
they are rounded into balls by hand, placed
between straw mats and stomped on with
bare feet, and dried in a flat shape. These
rice-cracker-like pieces, called benimochi
[red cake] or hanamochi [flower cake],
become the raw material for safflower dyeing.
They are light and easy to preserve and
transport. During the Edo period, benimochi
were transported to Kyoto via the Mogami
River. Two kilograms of fresh safflower can

produce only 200 grams of benimochi.



80

81



BEIMESTZALERE. 2033 R fifFs
., BEOFEH »HF->THROBIFVLRA,
et D7zDIId. FTHRLBERAIZRY T2
HOOOFEPFABL, KizvlwI Gk 2H
W 2B~ LY,

AR oA, EIcminskonk
PTERIEUBREL, RoaHLZI 2RI
M TaZlich B, T THAT2D, AL
DUFEINVZIVDFFO. KIZEFET LT
N HYVEEWINZIETHTECIHETH 5,
P R3¢ TRCEIKPMHEY, 22
LGP ECT—E S, REBARPIELTIES
FTAFHVED [IKit] 2R TRk — B AL #
PETL HEALOOEITEIHT(E, <=
FOBEEVIETF 2 OALBIEE). 22003012
AL YD 5 LG FHIIL R B2 63 Tl
TonTwied, 223 EEIOL-TER
INTHE L LRI TV,

KL AT 82 %08 o THAR B B 63 I,
KkBE. B EOMB T, s BES (A
U) DWWy AN THRIS ¢, (RPRES
TWwl, ZOHIChPRTE. ZOBRM» GAL
BBV IED 5, ALAERIATLIIRYPT
WOT, WIZRLIZASH 2B » LTHEDLZ
EOSEILG), BOALEIED 2103, Bk
PEREATMEL D, TRPEIEL, DLT
ORLOMHEZRIZB LTV,

Benimochi are produced in midsummer and
carefully preserved until the middle of winter.
To use them for dyeing, they are soaked in
water to squeeze out the remaining yellow
pigment before extracting the dye liquor.

The basic principle of safflower dyeing is
to remove the yellow pigment in petals as
much as possible and effectively extract only
the red pigment. To achieve this, the red
pigment carthamin’s property of being
insoluble in water but soluble in alkaline
solution is exploited. Alkaline lye is produced
by making black straw ashes using imperfect-
ly combusted rice straw, pouring hot water
over the ashes, and, after a night, filtering the
clear fluid at the top. When benimochi is
soaked in the water mixed with the lye for a
whole day and night, crimson pigment
dissolves into the water. The technique of
making benimochi from yellow petals of
safflower and dyeing crimson with it had
already been practiced during the Edo period.
This technique contains the wisdom and
ingenuity accumulated over many years.

The dye liquor, made by thoroughly
squeezing a bag containing benimochi, is
neutralized using rice vinegar and #bai
(smoked #me plum abundant in citric acid) to
stabilize the pigment. As soon as the yarn is
soaked in the dye, it begins to turn crimson.
It is important to constantly move the soaked
yarn or cloth during dyeing because safflower
dyeing tends to produce uneven color. To dye
deep crimson, the dyeing process is repeated
multiple times with new dye liquor each time
to transfer, little by little, the crimson pig-

ment to the yarn.
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It is said that safflower dyeing produces the
best result in the cold season. The saying
derives from accumulated experience that, in
summer, the dye liquor tends to change in
quality, resulting in an impure color. There is
also research that chemically supports this
phenomenon with a published result showing
that a dyed item turned bright crimson with
no muddiness when the dye liquor’s tempera-
ture was below ten degrees Celsius at the time
of dyeing.

The color of safflower dye liquor fades to
almost transparent as yarn is repeatedly
soaked and dyed. It is evident that every last
drop of the precious crimson pigment is
transferred to the yarn or cloth.

Safflower is also used as a natural drug,
which is said to improve blood circulation. In
the past, a safflower-dyed red cloth, called
momi, was believed to cure eye diseases by
wiping an eye with it. Furthermore, coupled
with its appearance, safflower-dyed cloths are
said to have a thermal insulation effect. The
craftsmen who perform the dyeing process in
the cold season also attest that, as long as
they are touching the safflower dye liquor,
their fingers don’t become numb even when
working in the snow.

Safflower-dyed yarn is thoroughly washed
with water and dried in hanks. Depending on
the number of times it is dyed, the resulting
color varies from light pink to crimson to
dark crimson. Safflower dyeing is often used
to dye yarn, but it can also be used to dye
undyed, satin-like silk fabric pictured at the
beginning of this text. Today, weaving
companies and workshops and dyeing and
weaving artists who produce textiles using
safflower-dyed yarn are concentrated in
Yonezawa, Yamagata Prefecture.

Safflower dyeing was revived through the
effort of Takao Suzuki and Hidetsugu and
Tomiko Nitta in around 1960, and its produc-
tion has continued since. At Nitta, they
handle everything from harvesting safflower,
dyeing yarn, dip-dyeing kimono textiles, to
weaving, reflecting their philosophy that one
must understand the nature of the raw

materials to understand dyeing.

SEXM - REZR HIEAFT—HIR IRV TWS] (KXt EZFEE. 1984%)

Cooperation: Nitta Textile Arts Inc.
Bibliography:

Hayata Shigematsu, Introduction to Benibana: Benibana Is in Bloom (Yamagata: Endd Shoten Co.,Ltd., 1984)
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In April 2020, Hosoo founded the Historical
Japanese Natural Dyeing Research Lab. based at
a machiya townhouse near the Kyoto Imperial
Palace. At the Lab., they conduct research to
revive natural dyeing and plant dyeing that had
been practiced in Japan over a thousand years ago,
pursuing the beautiful colors of ancient Japan
through the method unbound by economic logic.

Dyeing with natural plant dyes may remind
many of the term kusaki-zome [ dyeing using
trees and grass]. But Akira Yamamoto, a dyeing
artist and the advisor to the Lab., avoids the term.
Instead, he uses shokubutsu-zome [plant dyeing]
or kodai senshoku [ancient dyeing], because
kusaki-zome, which was at one point a registered
trademark, has considerably simplified the
original ancient dyeing method so that anyone
can easily try dyeing with plants.

Yamamoto originally entered the world of
dyeing and weaving through his training in
Kyo-yuzen and has been practicing plant dyeing
for over 50 years as a sideline to pursue dyeing
and weaving further. His mentor in the field was
Ujo Maeda, an ancient dyeing and weaving artist.

Maeda refused to take those who received his
teaching as his “apprentices.” Rather, he encour-
aged them to learn not just from him but from
many people, saying, “Cherish your worldview
and practice ancient dyeing in your way.”

The concept of “color” in ancient dyeing
differs from our understanding of it today. For
example, in the case of ume-zome [dyeing with
Japanese apricot barks and roots], one cannot
give a simple answer to the question, “What is the
color of wme?” Even when using the same species
of plant, the resulting color differs depending on
the individual plant or the parts used. In addition
to the material, the environmental factors such as
temperature and humidity, pH of water, and a
mordanting method contribute to the differences,
and repeating the dyeing process leads to darker
colors. In other words, a particular species of
plant by no means has a one-to-one correspon-
dence with a specific color.

Yamamoto studied under Maeda and has
been practicing natural dyeing for over 50 years.
Supported by this experience, Yamamoto
possesses the almost “magical” intuition of a
craftsman and all the know-how on delicate
plant dyeing, which have reached a level beyond
verbalization.

To succeed Yamamoto’s know-how, the new
generation of staff at the Lab. is practicing

dyeing hands-on under his supervision every day.
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1. Good dyeing is found in the five elements.

Trees and plants are living things created by nature, like
humans. Treat them with love and devote yourself to the
work of dyeing while praying to tree spirits.

Be sincere to fire. Without sincerity, it will cause harm.
Attentively worship the spirit of fire.

Everything grows from the earth. If the earth is poor, the
color will be poor. The earth filled with clean air is consid-
ered adequate.

Metals are the great enemy. Even though colors are not fixed
without them, you must know there are good and bad ones.
Water comes first, water comes second, and perseverance
comes third. Water must be genuine; perseverance is to

supplement your ability with prayer.
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Oral Instruction on Dyeing
Chapter of wood:
Chapter of fire:
Chapter of earth:
Chapter of metal:
Chapter of water:
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Ujo Maeda, Ancient Colors and Dyeing of Japan (Tokyo: Kawade Shobd Shinsha, 1975), pp. 113-14.
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At the Historical Japanese Natural Dyeing
Research Lab., its primary principle is to
forget economic logic and efficiency and fully
invest time and effort.

In ancient dyeing, gathering materials
accounts for more than half of the work.
Natural dyes needed are made of highly
delicate plants, including nihon murasaki [a
species of red gromwell], nihon akane [a
species of madder], and maruba-ai [a
species of Japanese indigo]. These plants
were ubiquitous a thousand years ago, but
today, with some of them being designated as
endangered species, it has become challenging
event to collect them. There are a few places in
Japan that grow these plants, but they are not
commercially available. Thus, the Lab. has
established a farm in Kyotamba to cultivate the
raw materials. At the farm, each plant is
categorized by a place of origin and given a
differentiated soil composition. Furthermore,
various factors such as humidity, temperature,
and light are monitored to explore and provide
the best environment for the plants to grow.

Such thorough management of plants
stems from Yamamoto’s teaching: “To practice
plant dyeing, you must deepen your under-
standing of plants themselves.” He says that
merely using materials obtained as wooden

chips is like being satisfied with chicken meat

sold at a supermarket without knowing the
actual bird. At the same time, the effort to
bring back those plants on the verge of being
lost naturally leads to the preservation of the
natural environment and measures against
global warming.

Gaining a deeper understanding of plants
also allows one to grasp the “character” of each
plant. It is not the character of a plant species
but the specific quality of an individual plant.
At the Lab., they idealize a dyeing method that
respects the unique differences of each plant
and brings out their inherent colors.

To begin the dyeing process, the first step
is to pre-treat yarns. The Lab. mainly uses silk
yarns, which are refined by soaking in lye made
of straw ashes. Through this process, the yarns
turn into a natural, raw state, which allows
them to be dyed with good fastness. Dyes
made of natural materials decay quickly.
Thus, they are not preservable and must be
used for dyeing while fresh.

And, as mentioned earlier, since there are
many uncertainties in the dyeing process, in
the end, all they can do is pray. Maeda’s
teachings included mental aspects such as

“bound your mind with shimenawa [a sacred
rice-straw rope]” or “no quarrel with your
wife (husband).”

At the Historical Japanese Natural Dyeing
Research Lab., they are also particular about
mordants, which are used to fix dyes onto
fibers. There are various types of mordants,
such as camellia branches and leaves, as well
as iron mordant, and each produces a distinct
dyeing result. Some mordants are produced
by burning the plants used as dyes, again
committing to the circulation of plants.

After the yarns are dyed, they undergo
the process of drying to fix the color firmly.
This step cannot be rushed by using a dryer,
which causes the dye trying to permeate into
the fiber core to come out of the fiber. It is
best to air dry them in order to avoid this, but
it takes time. To dye in a darker color, the
dyeing and drying process must be repeated
multiple times, requiring even more time.

Through this effort, the beautiful colors
cherished by the ancient nobility are brought
back to the present. What is more, those
colors are incredibly durable. In fact, the
ancient, dyed objects owned by establish-
ments such as the Shosoin Treasure House

largely retain the colors from ancient times.
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Yamamoto explains that natural dyeing, carefully executed with

ample time and effort invested, offers us a great opportunity today.
P g PP y Y-

—In today’s world, mass production is the mainstream, and natural
dyeing goes against the system. But the reality is, while we enjoy
material abundance, we suffer from mental illness. What compen-
sates for the damage is work that requires time and effort, like
natural dyeing. I believe that I can express my gratitude toward Mr.
Ujo’s teachings by instructing younger generations to pay attention
to such things.

Akira Yamamoto

(Rurihiko Hara)
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Plants, such as Japanese black pine, beach
silvertop, and goumi berries, are marinated in
liquor that goes well with each, like vodka or
gin, and used as cocktail ingredients.
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Chef Yoshihiro Narisawa invented an original genre, innovative satoyama cuisine, based on his research of dishes from

Japan and around the world to reestablish the connection between man and nature and reintroduce the wisdom of our

forefathers through the perspective of cooking. When we compared his activities and the activities of the Historical

Japanese Natural Dyeing Research Lab., we were surprised by unexpected connections between them.

Hosoo:

Narisawa:

Hosoo:

Narisawa:

Returning to Forest

in Age Estranged from Nature

I've had the pleasure of working with Mr.
Narisawa on various occasions in the past.
Today, I would like to explore the connection
between your work and Hosoo’s work. Last
year, we established the Historical Japanese Hosoo:
Natural Dyeing Research Lab. to revive the
ancient dyeing method from the Heian peri-
od. We are devoting a great deal of time and
care to the practice of natural dyeing, start-
ing with gathering material plants in nature
or cultivating them on our farm. Firstly, I

would like to ask you about your thoughts on

the relationship between nature and man. Narisawa:

Let’s see. Around the time when electricity
and gas were invented as industrialization
progressed, people began to distance them-
selves from nature, and things they had
previously obtained from nature became
unnecessary. With the advent of electricity
and gas, they stopped using wood from the

forest when cooking.

Absolutely. In the world of dyeing and weav-
ing, too, pre-Edo-period products were much
more beautiful. But following the Industrial
Revolution in the Meiji period, chemical dyes
and synthetic fibers were introduced, and raw
materials themselves became artificial and pe-
troleum-based. Standardizing the manufactur-
ing process to produce cheap goods may have
been effective in the context of industrialized
mass production and mass consumption, but
it also created expendable goods, lowering the Hosoo:

priority of beauty.

I will later show you a dessert that uses
camellia and 477 [a preparation obtained by
growing a kind of mold on boiled rice, barley,
soybeans, etc.]. We are surrounded by a
myriad of bacteria and have selectively intro-

duced useful ones to our lives. Geographical,

climatic, and other conditions in Japan natu-
rally came together and created what we call
culture. The environment on earth that Japan
occupies is unique, so the resulting culture is
also unique. Europe has its own culture, and

so does South America.

Lagree. I have visited and researched dyeing
and weaving locations throughout Japan,
from Hokkaido to Okinawa. As you said, the
places I visited had their distinct climates
and landscapes, even within the same coun-
try, and I fully understood that such natural

features were what created Japanese culture.

These are upland plants and wild herbs
shipped weekly from Mitani district in Kaga
City, Ishikawa Prefecture. Elderlies from the
area established a group for Narisawa, called
Nogiku no Kai. They go into the forest to
gather these plants, and we pay them for

their pickings. Without demand and supply—
without the act of paying and selling—people
can no longer find a reason to enter the forest.
My signature dish uses these plants that are
all edible—beach silvertops, plantain lilies,
etc. Today, even the locals can hardly tell
which plants are edible and which are not, so
they end up buying them at a supermarket or
a convenience store. Such wisdom for living,
or the culture in the forest, about what is
edible or poisonous in the forest is supposed
to be passed down from generation to gener-
ation. But nowadays, we have to consciously

engage in these activities, or they will be lost.

There are craftsmen engaged in natural
dyeing at various locations, but many of them
buy dyes from specialized shops. The dyes
are truly natural, so, for example, in the sum-
mer, they must be used before the end of the
day, or they become spoiled. They are rich

in nutrients, which allows bacteria to prop-
agate. To stop the decaying, dye shops add

preservatives to their dyes. In fact, there are

Narisawa:

Hosoo:

Narisawa:

Narisawa:

cases where those engaged in dyeing have no
idea how the plants grow in the mountains or
in what climate they grow. But in the Heian
period, people went into the mountains to

gather what they needed.

Be it cooking or dyeing and weaving, people
who make things use various materials. It is
very important for us to witness where the
materials in our hands come from and how
they are prepared. These things had been
obvious in the past, but today, we do what we

do without understanding the background.

At the Historical Japanese Natural Dyeing
Research Lab., we are learning from Akira
Yamamoto, who is now 78 years old. He is
one of the few people alive who know about
plants when we are in the forest. We plan to
pair young artisans with masters like him, so
their knowledge can be passed down as much
as possible. But there is no shortcut. When
we try to skimp our work, we sometimes end

up with mediocre colors.

We need forest professionals to work in the
woods. But they are aging rapidly, and we are

left with very few who understand a forest.

Thousand-Year-0Old Wisdom about Camellia

This dish is sweet because it’s a dessert, but I
didn’t use sugar. The sweetness comes from
fermentation. K077 mold from fermented rice,
or Aspergillus oryzae, produces the sweetness,
while the red of camellia gives the color. I also
added camellia leaves with only the veins left
and finished sweet and crispy with rice syrup,
which was made through fermentation using
barley enzyme. This technique is also very
traditional, but it is almost forgotten today.
Koji mold has been passed down to date
thanks to charred camellia branches and
leaves. Among the countless bacteria, in-
cluding unwanted ones, only £dji mold can
survive, and even multiply, in an alkaline en-
vironment. This is how people kept the mold
alive for over a thousand years. Nowadays, we
can buy £gji from specialized shops, but it
wasn’t the case before. Camellia and 44y, soy
sauce, miso, sake—the stories and histories
representing Japanese cuisine, the country’s
secrets—are all condensed on this plate. The

plate is Wajima-nurilacquerware. The word ja-

pan originally meant /acquer. Lacquer equaled
Japan. So, this dessert, with camellia and g7

arranged on lacquerware, epitomizes Japan.

Hosoo:  Iam amazed by what you just discussed. Our
Lab. grows a plant called nibon murasaki [a
species of red gromwell], which had been used
to produce purple that represented the high-
est rank in the twelve ranks of the noblemen.
Because we employ the natural dyeing method,
we must dye and dry the fabric multiple times,
spending about three months to produce the
deep purple. The most critical elements in
dyeing are water and mordants that cause a
chemical reaction to fix colors onto fabric. For
water, Kyoto’s soft groundwater is considered
more suitable. And for mordants, most people
today use chemical mordants, but of course,
they didn’t have them in the Heian period.
Instead, for nihon murasaki, they used ash
from burning and filtering camellia. Then,
they would add the ash to the groundwater to
slowly alkalinize it for dyeing. That way, iron
from camellia helps fix the color. When we fol-
low these exact steps, we get incredibly vivid
colors. Straw ash could also work as a mordant,
but camellia ash is much better. People in the
past spent a long time exploring recipes for
beautiful colors that revealed which mordant

worked for which plant.

Narisawa: Camellia is appropriate for this dessert for
the same reason. Charred branches and
leaves have an alkaline property. A thou-
sand years ago, no one knew anything about
chemistry, but they were already controlling
alkalinity and acidity. I wonder how they

could possibly know about these properties.

Hosoo:  This is where your story about cooking and
our story about ancient dying link up. It gives
me a hair-raising feeling. Indeed, dyeing and
weaving have things in common with food. In
ancient thought, what we consider “medicine”
today was regarded as “small” medicine, while
food, drink, and clothing were considered

“large” medicine. Everything is linked by the

primal wisdom from a thousand years ago.

“Herb roots and tree barks are small medicines; food and
drink and clothes are large medicines. To behave well and
control your mind is the root of medicine.”

Issai Sato Genshikoroku (1838)

Issai Sato, Genshishiroku (2) (Tokyo: Kddansha, 1979),
p. 174.



Narisawa:

Hosoo:

Narisawa:

Appealing to People’s Hearts

I have been doing this kind of work for a long
while, but it takes a lot of time until I can
monetize what I create. It’s not easy to get
the result I hope for, so I spend a lot of time
trying out different things, but it’s such a rare
experience to come up with dishes like the

one with camellia and £gji.

In terms of effort, some things don’t pay off

from a capitalistic point of view.

Really! It’s so easy to just make something
delicious with vegetable (laughter). But mak-
ing a dish that has a solid concept, story, and
message happens only once every few years.
I think you and I are both trying to make it
our life’s work to bring out the best in natu-
ral materials and convey the message of our
forerunners to the future. To do that, we must
appeal to people’s emotion. Logic alone is not
enough to reach their hearts. To be honest,
these wild herbs are not particularly appetiz-
ing, as you can tell if you took a bite of them. In
fact, they taste bitter or pungent. So, I believe
that, if T can make them into a dish that people
who don’t have the knowledge or interest in
these plants find delicious, only then I can

convince them that natural things are superb.

Hosoo:  You have demonstrated what you just de-
scribed from an early stage of your career and
expanded it in Japan and globally. We at the
Historical Japanese Natural Dyeing Research
Lab. are also trying to bring back the value
that dyeing had carried in the past. We
believe it can be passed down to the distant
future only if we introduced it to the public
as something valuable. I hope to continue to
learn from you and follow your footstep to

keep doing what we can.

Narisawa: [ hope to learn many things from you, too.

We have a lot in common.

Hosoo:  Thank you very much for your time today.

August 30,2022, at Narisawa

Yoshihiro Narisawa

Owner-chef of a restaurant Narisawa in Minami-
Aoyama. With the theme “Evolve with the Forest”
focused on Japanese forests, he was recognized as the
Most Influential Chef at 2010 Madrid Fusion, the world’s
top gastronomy congress. His restaurant has been
selected as one of the World’s 50 Best Restaurants for
14 consecutive years.
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Here the architect has the task of producing a warm, inhabitable room. Carpets are warm and inhabitable. So
he decides to spread one of those on the floor and to hang up four carpets, which are to form the four walls.
But you can’t build a house from carpets. Both the carpet on the floor and the tapestries on the walls demand
a structural scaffolding that anchors them in the correct place. The invention of that scaffolding is only the

architect’s second task.
Adolf Loos “The Principle of Cladding” (1898)

TERIL7 - A—X [&EEIPRE—BE - XLimE] FHRE IR GIEERE. 2021%), 56H,
Adolf Loos, Ornament and Crime, trans. Shaun Whiteside (London: Penguin Classics, 2019), p. 127.
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The series “Texture from Textile” is an
ongoing research and exhibition series on the
theme “From textile to Architecture.”

Architect Adolf Loos (1870-1933) broke
architecture down to “carpet (textile)” and

“structural frame” and viewed architecture as
an extension of the “covering” derived from
the enclosure produced with carpets. He
also described the material of the carpet as
conferring a sense of clarity to the purpose of
the space.

Loos’s ideas were extremely important in
that while architecture had been considered
primarily in terms of structure, he gave prece-
dence to the materials and their function of
covering space. However, the rise of modern-
ism in the 20th century, pursuing the purity
of the structural materials, virtually obliterat-
ed the textile interior decoration that clad the
architectural framework.

Today, the evolution of textiles, which
can be woven with a variety of new materi-
als, has given birth to a constant stream of
innovative textures, opening the way for new
forms of spatial expression through interior
decoration. In light of this situation, the

“Texture from Textile” series seeks to use
textiles as a key to update today’s architectur-
al thinking.

Vol. 1, entitled “Genealogy of Construc-
tion,” presents Hosoo’s past interior product
lines such as wallpaper, curtains, furniture,
and art pieces. The exhibition focuses on
the aspect of interiors including furniture
and wallpaper, considered as equal partners
in the construction of people’s lives rather
than mere accessories to architecture. The
exhibition space was configured to resemble a
theater, in which the recorded reading of the

concept note played.

120

121



122 123




Dialogue 3

The Possibilit)) of Texture in the 2lst Ccntur)/
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Koichi Kato’s groundbreaking work reassesses the history of Western architecture from the perspectives of change over
time, renovation, and materials. In conjunction with the current exhibition, we invited him to look back with Naohisa
Hosoo at the forgotten history of architecture in the 19th century to explore the possibilities of architecture and, more

broadly, object-making in the 21st century with “textile” as key.

Texture: A Forgotten Potential object-oriented and functional, the current we

in the History of Architecture have been taught, while the other emphasized
the way things operate in real life. Loos and his
Naohisa: Today we welcomed you to Hosoo Flagship contemporaries in and beyond Vienna were
Store, Hosoo Residence, and the exhibition very aware of that, right? I always had this
“Texture from Textile Vol.1: Genealogy of Con- feeling that we have come full circle, and today
struction.” Could you begin by sharing your we need to revisit head-on the richness and
thoughts on the exhibition? potential of this alternative approach where
the texture of things incites people to develop
Kato: I was really excited and moved to see the 19th emotions. You shed some light on this topic in
century as I had tried to imagine it through your articles on 70+1".

documents givena materlal form n the 21st * “Toward an Architectonic Theory of Architecture”,

century, in such a modern way, based on very a series of articles published on the 10+7 website

sophisticated technology. The resulting vision
is just luxurious. In the world of architecture I Genealogy of the Luxurious

studied in college, modernism was the canon,

and I feel we are still very much in thrall to the Kato:  Iargued in those articles that architecture
modernist thinking. At the same time, how- had been a domain of steel frames, glass, and
ever, modernism denied ornamentation. Even fabrics up until the Wiener Werkstitte around
1900. Even though fabrics’ possibilities had

borne such spectacular fruit in the 19th cen-

though at the dawn of modernism Loos had

advocated so powerfully the potential of what
he called cladding, that potential, too, was tury, with the advent of modernism, they were
forgotten. I have always been really intrigued intentionally excluded from the 1920s onward.
by those things that once cladded the surface Furthermore, this has been largely ignored
of architectural structures. From users’ per- in the history of architecture up until now. I
spective, the various sensations you receive suspect there might have also been a class
by touching and seeing up close built environ- factor here. The luxurious world of architec-
ments should be very important. One of the ture and interior design developed in the 19th
questions that have constantly been on my century targeted the upper half of society, the
mind is why these sensations were forgotten bourgeoisie. On the other hand, there was the
so completely. I have always wanted to think world of the workers in the lower half, such as
about the possibilities of such claddings, or the slums, but this was not important to the
textures. Today you showed me those possibil- architects of the time. Modernism, however,
ities so vividly. I felt vindicated! (laughs) focused rather on improving the living spaces
of the working class, and its new concept was
Naohisa: Thank you very much. I am an architect, so that light, air, and all the functions could be
my thinking usually goes, “If T make this thing packed into a minuscule space for a proper
this way, that will be more effective.” Honestly, minimalist lifestyle. My sense is that at that
I thought your book articulated clearly such moment, architects, previously catering to
not-yet-very-articulate ideas, approaches, and the upper class, changed direction, thinking,
thoughts, putting them in very precise lan- “From now on, it is not about luxury.” But I
guage, making them very lucid to me. As you think that this has resulted in the kind of archi-
just said, the textures of things and ornamenta- tecture that has a very short lifespan and can
tion inspire us and condition our lives. Wearing only be scrap-and-built.
a beautiful £Zmono makes you feel good, and
putting on makeup boosts your spirits. From Naohisa: Today, it costs a lot of money even to throw
this perspective, there seem to have been things away, and the act of building itself'is a

two currents in modernism initially: one was burden on the environment, isn’t it? There
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Kato:

are various attempts to reduce environmental
impact, which in itself is good, but I fear that if
an object is not aesthetically pleasing, it will be
discarded without being loved. On the contrary,
I definitely cherish beautiful things, and I defi-
nitely want to preserve Palladio’s architecture.
It may sound retrogressive, but in an age when
the very act of making a thing sometimes looks
like a sin, I believe it is important to create

objects that will inspire love in their users.

I really think so. In terms of luxury, how long
an object can survive is more important than
the price. Cheap and low-cost buildings barely
satisfy requirements. It may meet the current
standards, but there’s no guarantee what will
happen 10 years from now. Moreover, spend-
ing a lot of money to create something well is
not just a matter of texture. It also increases
the possibility that the building will continue
to be used for a long time because of the flexi-
bility it affords in terms of structure and space.
The owner will feel that it would be a waste to
tear it down, which in turn will lead to attach-
ment and use. I believe luxury in this sense is
important, and if making things is a cardinal
sin today, the point is to want things to last

longer now that you have made them.

The Potential of Architecture-as-Textile

Naohisa: You wrote that the word “maintain” originally

Kato:

meant to hold or touch with one’s hands. To
me your argument was lucid, that touching
and holding with hands is to “care for” things,
which will in time lead to attachment and
maintenance. That’s connected to texture. I
think of texture as something a bit broader
than “textile” in the traditional sense, and I
want to create architecture itself as a miniature
utopia. Let me give you an example. Black
Lives Matter happened in 2020, and people
are talking about “diversity” a lot these days.
want to incorporate into architecture a way of
being in which various Others, various per-
sonalities are woven together horizontally, in
equilibrium, to attain a harmony, from which
they will draw power in all its qualities. I feel
that the essence of all this is condensed in the

structure of the textile itself.

I was very surprised today to learn how various
materials are woven as weft into the warps of
Nishijin brocade. For example, the Nishijin
method interlaces textile with foils, thread-
like strips cut from a sheet of paper. Such
structure of making in turn creates a lateral
connection among the weavers. I found it very
interesting that such a method links up, both
by analogy and in actuality, with the way you
make architecture. While we now have digital
fabrication and other techniques in architec-
ture as well as other domains of object-making,

it is crucial that you have people on board who
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Naohisa:

Kato:

Naohisa:

can actually work with their hands. That’s
partly because you do a lot of work in Kyoto
and Italy, where you have many craftspeople
around, but I also think that the 21st century
will be a better time if more people are aware
of the possibilities of fusing technology and
handcraft.

That’s right.

In Europe, fabric is often used as a metaphor
for the structure of a city. Nobody has really
explained why fabric serves as a metaphor here,
but my own understanding is that there are
two parts to the urban structure in Europe: the
one that remains unchanged over time, and
the one that is in constant change. Of course,
we can’t keep everything over time, but the
city has both something like robust warps and
wefts that by contrast can freely change at any
time. What'’s the weft and what’s the warp?
The weft can be the architect’s own creation,
while the warp is the legacy of the traditions in

Kyoto. That’s one way to look at it.

You wrote about “spolia (relics)” in your book.
Spolia are moved around like treasures, along
with the architecture that houses it, and they
are passed on for a long time, often repurposed.
Let’s assume Western architecture was created
that way, by incorporating objects with such
potential power into a new context, within the
architecture. This can also be linked to fashion,
when for example you feel invincible when you
put on a bracelet or wristwatch your grandfa-

ther gave you.

Kato:

Lately I have used the term “materiality” a lot,
because I want to think about just that kind of
thing. Over the past 20 years, there has been

a great deal of interest in material culture in
the humanities as well. In history, for exam-
ple, whereas in the past the most important
source of information was written documents,
recently there has been a shift to “thinking
from objects.” In the case of architecture, it is
the language of form that has been believed to
convey meaning, but on the other hand, how
the feel of materials affects people is most dif-
ficult to verbalize. Because it is a matter of the
senses, it has not been discussed or could not
be theorized. However, right now we are begin-
ning to see its possibility in various attempts
in the field of architecture. If we can properly
verbalize it, I believe we can open up another

important possibility that architecture has.

At Hosoo Residence, August 27,2022

Koichi Kato
Born in Tokyo in 1973, Koichi Kato earned his doctorate

from the Department of Architecture, Graduate

School of Engineering, the University of Tokyo, in
2001. Currently a professor at the University of Tokyo.
He received the Suntory Prize for Arts and Letters for
his book Architecture in Time: Survival of Buildings
through History and Social Change (2017). He has also
published The History of the Formation of the Gothic
Style (2012) and The Cultural History of “Haunted
Mansions” (2009).
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The Hosoo family owns a pair of six-fold
screens, a family treasure, that has been
handed down in the family. The screens are
relatively small—about 120 centimeters
tall—but each of the twelve panels is covered
with fabric remnants of various sizes, totaling
128 pieces. The screens are accompanied by
a document recording their provenance and
a separately created handscroll containing
explanations of the cloth pieces. The scroll
depicts a layout of the cloths on each panel
with cloths’ identification numbers written
in Chinese numerals for classification. Fur-
thermore, cloths’ names, orderers, uses, and
periods are written in sumi ink, making the
screens valuable not only as an art piece but
also as a high-quality historical record of
dyeing and weaving.

Firstly, we shall trace the screens’ histori-

cal background of how they were created and

came to be possessed by the Hosoo family. At
the top of the handscroll reads “Longevity
Screens/Heihachi/Born in the first year of
Genji,” and, on the provenance document, it
is written “September 29th of the 13th year
of Showa,” indicating that the screens were
named “Longevity,” signifying a long period
of time, and were created in 1938. Also, the
name Heihachi suggests the involvement of
Heihachi Kitagawa (1864-1940)—a dyeing
and weaving craftsman born in the Tokugawa
government’s last days—in the production
of the screens at the very end of his life. The
Kitagawa family is a Nishijin’s prestigious
weaver that has traded for 500 years under
the name Tawaraya. Toward the end of the
Muromachi period, the family was known as
one of the 31 Otoneriza families guaranteed
the exclusive production of twill. It is also

believed that the family was the first to weave

karaori [ Chinese weave] during the Keicho
period (1596-1615). Heihachi, the 15th
generation head of the family, was involved in
establishing the Nishijin textile model factory
in Kyoto during the turbulent times following
the Meiji period. He also produced plant-
dyed Noh costumes and served as a purveyor
to the Imperial Family of the furnishings and
costumes for Emperor Taishd’s coronation
ceremony, demonstrating his deep insight
and skills in weaving. It is said that the fold-
ing screens were given to the Hosoo family
thanks to its relationship to the Tawaraya
Kitagawa family, who married off its daughter
(posthumous name: Senshitsu Juké Shinn-
yo) to Yashichi Hosoo, the Hosoo family’s

seventh head.
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(Left page) Third fold: Fabric remnants related to the Tokugawa Shogun family

Next, let’s look at the details of the fabric
remnants covering the screens. Another
accompanying provenance document reveals
that the cloth pieces were woven by the
Tawaraya Kitagawa family during about 180
years between the Genbun period (1736
1741), the mid-Edo period, and the Taisho
period and that the pieces were “pure-type
textiles,” or “pure items.” The reason why
the family sought purity in textiles is be-
lieved to come from the idea that items
dedicated to and used at the Imperial Court
are untainted and pure, just as Imperial
lands are called ggiyo [great pureness] in the
court noble’s language. It can be speculated
that, as a purveyor of textiles to the Imperial
Family, the Kitagawa family traditionally
cherished this mindset.

According to the fabric remnants’ age
classification found in the handscroll, 82
cloth pieces are “100 years or older,” meaning
they are from the Edo period, 25 pieces are
from the Meiji period (five are classified as
the Meiji period, two as the 18th year of Meiji,
four as the 20th year of Meiji, and 14 as the
40th year of Meiji), and 21 pieces are from
the Taisho period. In other words, about
two-thirds were woven in the mid- to late Edo
period. In terms of the owners of the textiles,
the orderers included the members of the
Imperial Court, such as the emperors and
court ladies; court nobles, such as the families
eligible for regents; the Tokugawa Shogunate
and the daimyo families; Shinto shrines and
powerful Buddhist temples, including Ise
Shrine, Shimogamo Shrine, and Meiji Shrine;
and the Kingdom of Siam (current Thailand).
The cloths also include those used for Noh
and Kabuki costumes, as well as costume fab-
rics with tiny patterns used for yusokubina, a
type of hina doll favored by court nobles. The
variety of the fabric remnants is so wide-rang-

ing that it captivates the viewers’ attention.
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The following sections focus on some of the fabric remnants and
introduce them, with photographs, based on the classification and
names written in the handscroll.

The most eye-catching item is a remnant of “Kérozen Kiritake
Goho,” a kataji-aya fabric, the first piece on the first fold. /o is the
outermost robe of sokutai, a traditional and formal court costume
worn by men. The color of the robe indicates the wearer’s rank.
Korozen is the name of the dyed color. Since the early Heian period,
only the emperors have been allowed to wear this unique, yellowish
brown, which is also called the color of the sun. Originally, it had
been dyed using plants—haze [Japanese wax tree] and szo [sap-
pan]—, but since the modern era, it has been done with chemical
dyes. Kiritake describes the pattern on the fabric. The rectangular,
box-shaped design combining £iri [ paulownia], take [bamboo],
phoenixes, and kylins was only used for the emperors as it signified a
good omen in the reign of a virtuous emperor. The handscroll notes
that the remnant is from the Taishé period, so it is possible that
the textile was woven as Imperial property at the time of Emperor
Taishd’s coronation ceremony at the Kyoto Imperial Palace. Korozen
Goho was also worn by the present Emperor at the Reiwa-period
coronation. However, in the past, the attire’s use had not been limit-
ed to a coronation and included various ceremonies until the Edo pe-
riod. Considering that all the other cloth pieces on the screens’ first
fold are from the Edo period, the placement of the Taisho-period
piece at the very top can be understood as an indication, even in the

layout, that it is the most prestigious textile worn by the emperors.
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(Right page) First fold
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MR E S A A LI s e b — i 2 R
BEL. T T8N oIt BId Mo 472
D& THo7z, MIH204F (1887) 1 i3sh B K
B | % (1836-1915) O M & THI R K &

(1852-1912) 3K L7 D KE B 254T b i,

ZOmMIZE B R U5 [Bh k]

BEWEENTIE» 6, BELOIWITRISAE
(1885) Itfbn: ZOHE TN THNIIH DS
KEDOUHFTTHHEHIRIID TR WIEA) 2,

“Shiroji Okuchiji Rinp ni Kumo” is another
fabric remnant with a known owner: Ichika-
wa Danjuro IX (1838-1903). It is the third
piece on the screens’ eleventh fold. Since it
is described as “Benkei-bakama” [ hakama
is loose-legged pleated trousers], it is be-
lieved to be the okuchi-bakama worn when
the Kabuki actor played Musashibo Benkei
in “Kanjincho.” With gold horizontal clouds
and a dark blue 7inp0o, a Buddhism symbol,
the hakama’s design is suitable for the role
of Benkei, a heroic monk. Danjuro IX was an
extraordinary actor famed as gekises [theater
saint]. Together with his contemporaries,
Onoe Kikugoro V and Ichikawa Sadanji I
(the three were known as Dan-Kiku-Sa), he
dominated the generation. In particular,

25

“Kanjincho™’s Benkei was one of his most suc-
cessful roles. In 1887, the first performance
with the Emperor Meiji (1852-1912) in
attendance was given at the residence of the
Foreign Minister Kaoru Inoue (1836-1915).
The first play in the program was “Kanjincho”
with Danjuro IX as Benkei, suggesting that
he wore, in front of the Emperor, the hakama

made with this fabric woven in 1885.
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Lastly, let’s examine the remnants from kesa
and oz, garments worn by Buddhist priests,
concentrated on the fifth and sixth folds of
the screens. The descriptions in the hand-
scroll only state that they are remnants from
kesa and hoi, but the woven patterns provide
clues to who from which temples wore them.
At first glance, the most dominant designs are
botan mon [peony crest] (nos. 3, 8, 9,10, and
12 on the fifth fold and nos. 3, 7, and 9 on the
sixth fold) and yatsufuji mon [ eight wisteria
blossoms crest] (no. 11 on the fifth fold and
nos. 1, 6, and 10 on the sixth fold). Dak:
botan mon [ clasping peony crest] is the Hi-
gashi Honganji Temple’s crest, and yatsufuji
mon has been used as its secondary crest. The
temple took a peony as its crest because its
successive Monshu [head of a temple] made
fictive parent-child relationships with the
Konoe family, one of the families eligible for
regents, whose family crest was also a peony.
The design of the temple’s crest differs from
that of the Konoe family’s in details, such

as the way the flower core overlaps with the
leaves. Among the peony crests found on the
screens, daki botan mon (nos. 3 and 10 on the
fifth fold) is considered the official crest used
by the temple, while there are various other
designs such as kani botan mon [crab-shaped
peony crest] (no. 8 on the fifth fold), hako
botan mon [box-shaped peony crest] (no. 12
on the fifth fold and nos. 3 and 7 on the sixth
fold), and kumo botan mon [ cloud-shaped
peony crest] (no. 9 on the sixth fold), which
were considered secondary to daki botan
mon in their use. All the fabric remnants are
believed to have belonged to Higashi Hon-
ganji Temple’s Monshu, revealing the deep
relationship between temples, especially

Higashi Honganji, and the Nishijin’s weavers.

All these fabric remnants speak to us of the
dignity and beauty of the best textiles nur-
tured over many years in Nishijin and their
histories and techniques handed down from
generation to generation. The remnants
reaffirm that textiles have reached the level
of art, beyond mere clothing or furnishing
materials, thanks to the patrons such as

the Imperial Palace, the Shogunate family,
and monzeki temples [temples whose head
priests are members of the Imperial family],
who ordered textiles with refined attention to
designs and colors, and the Nishijin’s weav-
ers who continually fulfilled their requests.
Furthermore, these cloth pieces convey the
attitude of their makers who constantly and
bravely challenged new eras, while overcom-
ing the surging swell that occurred during the
transition from the Edo period to the modern
period, and their sense of mission to preserve
and pass on the records to future generations.
The value of the folding screens is further
defined precisely because it is owned by the
Hosoo family, who continually weaves history

in our time.
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Vrng— xvxiv [BREROESIzoWT] (1940)

There is a picture by Klee called Angelus Novus. It shows an angel who seems about to move away from some-
thing he stares at. His eyes are wide, his mouth is open, his wings are spread. This is how the angel of history
must look. His face is turned toward the past. Where a chain of events appears before us, be sees one single
catastrophe, which keeps piling wreckage upon wreckage and hurls it at his feet. The angel would like to stay,
awaken the dead, and make whole what has been smashed. But a storm is blowing from Paradise and has got
caught in his wings; it is so strong that the angel can no longer close them. This storm derives him irresistibly
into the future, to which his back is turned, while the pile of debris before him grows toward the sky. What we
call progress is ¢his storm.

Walter Benjamin “On the Concept of History” (1940)

TFINE— - RUYIV[RUYIy - aLyvay |—AEROBRDAFHEZIRR. ARGAR GREERE. 1995%), 653H,
Walter Benjamin, Selected Writings 4: 1938-1940, eds. Howard Eiland and
Michael W. Jennings (Cambridge, Mass.: Belknap Press of Harvard University Press, 2003), p. 392.
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