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The Ultimate Bcaut)} of N ishijin Textiles

Va R D 228 D

V7D, Bt SO, Zh0 05T
DEDIREHTT, ThENEMLLFELS
PRO3F D IMOBIEL TR LT LT.
[ 2570 R AOE TEC:F S RaRE &8

Rz T 2 8D A T B 14 5> 6 300 4 B
LEfoIL ARz B SR, Bke,
B ST a R L LT AR S TR LT,
DM HFESL AN B LT IZ L, v LG
B, BPoORELDa v e R—v a5 Rk
DL,

VEBiLAL Tl D I 2R T T4 Lo ds
LR DR R AN THZ LT, ISk
RFIAFx—R e To0E3d, ZOVARE
MO LILEI MBEDO DT, R
Lo THRLpFEBE»EINLI L. FHEEOK
SLEETT

FRVERAL. RMOERBERT L2
T, MEBLOBEZPE CCELECIELLDY
3F, BORMERRS, FOBRO—BTLD
hFL7z,

HOSOO ® =z 27 M3 [More than Textile
TH A RRILDLZwELVET P, 4
DRRIZL 2 TERWH L O 2 M2 2L
PHEIZHEBLTWET,

Silk yarn, dyeing, and gold and silver leaf are
the three main elements that create the beauty
of Nishijin textiles. The ultimate beauty of
Nishijin textiles is conceived when the three
elements, each with their own exceptional
beauty, form a single piece of textile.

The technique of weaving leaf into a tex-
tile was developed over 300 years ago in the
Edo period. Since then, it has been handed
down as a symbolic technique of Nishijin
textile. Before the technique was established,
the combination of silk, dyeing, and textile
structure characterized Nishijin textile.

In Nishijin textile, the textile structure
is constructed by beautifully designing the
reflection of light, which gives the fabric a
three-dimensional texture. The three-di-
mensionality is distinct from other textiles,
and the uniqueness of Nishijin textile lies in
the different expressions the fabric creates
depending on the angle of view.

Nishijn textile also has a history of raising
hundreds of silkworm species in its pursuit of
the ultimate beauty. Selective breeding of silk-
worms has been a part of its pursuit of beauty.

“More than Textile” is Hosoo’s concept.
We continue to create beautiful textiles that
no one has seen before—innovative Nishijin
textiles that can be produced only in the

current era.







PEB DS D— o1z, HIBrashic &80
eI YVAAT VR ZEDET LN,
Hp TROWEMLLT, M-S HROFER
L REETLTwE 2T, TSR
BOLOEFETH R E—RcBYA LI LT M
— =0, WIS P YRS I s T
5379, A THHARDEH MM s s
DX, HBELIMALEZHDLI2DTTH,
HARTIE >GRO, £/
DELTHWORTSZL., AZIZHGD B &RIC
e gty ~{ HOMYA TN AP
Hiefty szt
TR MY A L AR 2
OFEAF M. —2oDHED
FEMeRYADEZLizHYI T
LTw 5 JE % 2 [Ambient Weaving] Tl. £
thev I —LHFREEL 75 2 74 PDLC (FH S 74
W) LS TR IO FEM 2N AL 2Lz bk
HLTwEd, ALV RORBEHIAAT
PR, LR e H
PREITOIH ehddic, EHOEMDD
—HILF a0 b LA,

RETH Lz, PR

2R

One of Nishijin textile’s characteristics is its
ability to weave shredded gold leaf or silver
leaf into the fabric. Before weaving, gold leaf
or silver leaf is applied to washi paper, which
is then cut into thin ribbons. Weaving the
shredded washi paper with silk yarns using a
traditional technique allows for the creation
of unique, sophisticated textiles. Traditional
Japanese washi paper is still used today for its
strength and durability.

In Japan, there is a tradition of using gold
leaf and silver leaf as substitutes for jewelry.
For generations, people have been wearing
Nishijin textile with woven leaf as jewelry, as if
to cover their bodies with light.

As symbolized by the technique of leaf
weaving, the uniqueness of Nishijin textile
lies in its ability to weave various materials
into a single structure. In the exhibition Am-
bient Weaving introduced in this magazine,
cutting-edge materials such as biosensors,
organic EL displays, and PDLC (polymer
dispersed liquid crystal) were woven into the
textiles. Weaving such new materials will fur-
ther develop Nishijin textile, which has long

been weaving gold or silver leaf, a symbol of

light. The endeavor is another step toward

the ultimate beauty.
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The beauty of Nishijin textile lies in the act of

transferring beautiful dye onto beautiful silk.

In 2021, Hosoo established the Laborato-
ry of Ancient Dyeing. Since then, it has been
researching dyeing methods using various
natural plants, with a focus on kusaki-zome
(dyeing using trees and grass). At the same
time, at our studio in the suburbs, we have
started growing, as an experiment, plants
to be used as dyes. Ancient natural dyes are
incredibly colorful. Their bright colors are
brought out by making careful preparation,
and sparing no time and effort. The colors
remain beautiful even after they have changed
over the years.

We are also pursuing beauty in yarns
through a project to revive traditional silk-
worms. In the Edo period, before the Meiji-era
industrialization of silk fabric production,
there were far more species of silkworm raised
than today. Among them were species that
produced beautiful silk of the highest quality.
Thanks to such silk yarns, Edo-period silk
textiles exude peculiar elegance and offer the
most pleasing touch and beauty. Our research
is motivated by our wish to bring back such

silkworms and revive the finest Nishijin textile.
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Throughout its history, Nishijin textile has been produced through a
collaboration among the craftsmen, each responsible for one of the 20-
plus specialized steps required to complete the production process.

What we call “collaboration” here is not the same as a simple
“division of work,” in which the production process is split up among
multiple people who work on the assigned part. In Nishijin textile,
collaboration means a production method that brings together the
wisdom and skills of specialists who are experts in each process. The
system, called a “guild structure,” is built upon the craftsmen’s mu-
tual respect and pride in owning the responsibility for the processes
they are in charge of.

Today, we have has transformed and expanded Nishijin textile’s
tradition of advanced collaboration into a more modern form.

In the past, the standard width of 047 had been about 32 cm. In
2010, we independently developed a loom that can weave Nishijin
textile 150 cm wide, the world’s standard width for textile. Since
then, we have provided innovative textiles to the global market.

Our collaboration now extends beyond our own field to areas
such as interior, fashion, art, science, and technology. By collaborat-
ing with specialists in these fields, we are working toward creating a

contemporary way of production, as well as new values.
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HOSOO Research & Development Project vol. 1

QUASICRYSTAL
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Rk, RTR) 12, T—TaRANRTFAF— HEEH»aVE2—Z - Tur700a—FIizdoTH
LWHAIMESR R F 2 5- 2. HFH AR Y HEI, 361220flfk%z. HOSOO DI A 72H 251
BiAk D F A LB I Lo T, T LLERMAIB LOBIELTHR. BRLEILE,

ves that no one has ever produced in the history of textile which

Artists, designer, and mathematician added new patterns and orders to

Ve structures (f)laih weave, twill weave, satin weave), using programming codes
ize innovative textile weaves. Using Nishijin textile’s materials and technologies, Hosoo’s

smen transformed these weave structures into new textiles that exuded universal beauty.
QUASICRYSTAL—a—FIc£ 2@ ORRK  SIMER : Bfkle. 2EME, BLER FIRE T KARM BR 7574y 7 Y42 I RERE BF  HUIKA ~YE7YH RE : HABAXT. REEE
vav  fEEE Fal—rar:  HBAEZT BRGRE - FX EAMEL

editing: Kumiko Idaka, Rurihiko Hara Direction: Masataka Hosoo Curation: Kumiko Idaka Video editing and music: Kaito Sakuma



Computer Originated from Jacquard Loom
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A LA MEMOIEE DE J. M JACGUARD.

Joseph Marie Jacquard (1752-1834)
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IBM Keypunch. Toward the end of the 19th
century, the company that would later become
IBM developed a punch card system for count-
ing the population by applying the Jacquard
loom’s principle. It was used for the U.S. cen-

sus in 1890, resulting in a huge success.
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In 1801, when the wave of the Industrial Revolution was sweeping Europe, a
French inventor, Joseph Marie Jacquard, invented an entirely new loom named
after himself.

A Jacquard loom, which uses a punch card (a piece of stiff paper with holes),
succeeded in programming the movement of the warp. The operation, which
until then had been done manually, was now automated. It was a moment of
unprecedented innovation.

The impact that Jacquard’s innovation brought about reached beyond the
world of textile. The punch card system used by the Jacquard loom also inspired
the invention of the computer we use daily. In the 19th century, a company, now
IBM, developed a punch card machine by applying the Jacquard loom’s principle

to information processing, which led to the development of the computer in the

20th century.
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Plain weave
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The most simple weave structure in which the
warp and weft yarns are interlaced alternately.
It is the oldest of the three basic structures
and has been in use since B.C.E. It is widely
used because it is strong, resistant to friction,

and easy to produce.

THlLcRIsnE T,

A weave structure is about a combination of the warp and the weft.

The three basic weave structures consist of plain weave [hira-ori],
twill weave [shamon-ori/aya-ori], and satin weave [shusu-ori]. Many

textiles are woven using these basic structures and their variations.

Depending on the structure, the textile’s pattern and texture vary.

All of the three basic weave structures have a repetitive system.
The smallest unit of the repetition (called the “weave repeat”) can be
charted in 0/1 binary notation to describe which of the two yarns (the

warp or weft) comes on top at each position. This method allows the

weave structure to be expressed mathematically as a matrix.
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Twill weave
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In this weave structure, a weft yarn passes
over two or three warp yarns and then under
awarp yarn, and the process is repeated. Due
to its high density and thickness, it does not

wrinkle easily but is susceptible to friction.

e bWk, BECRE R, RT#E  From left: plain weave, twill weave, and satin weave

3 M

Structural drawings

RS

Organization chart

E

Satin weave

FERSARL LD ko, Kk 5 83 28k
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In this weave structure, a weft yarn passes
over five or more warp yarns. On the fabric
surface, mostly weft yarns are visible. The
resulting textile is dense, thick, and, com-
pared to twill weave, softer and glossier. It is

susceptible to friction and scratching.

1 0 0 0O
0O 01 0O
0O 0 0 01
01 0 0O
0O 0 010

AL % B2 FLaR L7z
An example of a mathematically described

textile structure
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binary combinations
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6225 BT L5729, 8x8 DT LITTFAE T AMANMD S 2 —2132 D 64 FMlY,
T2 S12 82—V R RCE L TR L. ZOMIEIAE» CEERI TR 20HE T2
F3ichs, MEOMBETEWREMERPM) LU23T13HAEPETLIZE, Ml
BOTWEEMIIEBRRTHL, ERWIE. MBAIE (16884E) OBRM 26 Z DA
PO ooU s, IOREESOSMIEL s,

An encyclopedia-like program capable of weaving every type of textile weave. In
weaving, either the warp or weft comes atop the other. Therefore, on an eight-
by-eight grid, there are 2 to the power of 64 different weave structure patterns
existing. If 512 patterns were to be woven per line, the length of the resulting
textile could travel back and forth between the sun and Pluto twenty times. To
weave all the possible patterns on Hosoo’s looms would take 1.3 billion years.
The potential hidden in textile structure is infinite. The exhibited textile cor-
responds to the part that would have been woven if the weaving process had

started when Hosoo’s business began in 1688.

SUbSpCCiCS [Petals, Ripple Marks, Sugar]

AR Shoya Dozono
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A method similar to sampling in music was
applied to Hosoo’s collection to extract its
weave, structure, and design. We conducted
reverse engineering without looking at the
textile’s pattern by visually examining com-
puter CGS data sent to the Jacquard loom. By
understanding the behavior of data typical of
Hosoo, applying them to the program, and
transforming them, we created subspecies of

Hoso0’s textile.
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Nocturne

Bk Tacsuki Hayama
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Based on the idea that all weave structures
can be numerically described, we used
mathematical formulas to approach textile
weaves. After making innumerable calcula-
tions, we combined the formulas and pro-
grams to create a weave with a multilayered
structure with no repetition, which no one
has ever produced before. Using yarns with
different qualities—leaf, metallic yarn, and
silver yarn—for different layers, we created a
three-dimensional textile weave with a non-
flat, triple-structured texture. Mathematically
described natural phenomena, such as the
waveform, are embedded into the weave

structure.




o

L

| -
¥

cloud chamber

EP )i #C 7B Norimichi Hirakawa

ZOWWIE, ava—x . TurgricioTiBRINIFEEI DIz
B o T—RITCZE M % HBY 3 2 0 T FF O L LA E OFLERTH 5,
TRELZZLz, IHOEEHBPLARLLE, BRICRONE L) Lox—
YHTLIA TV, HRLIEBIZTHALIRETHY., Aizbrsdk
STVAIOMRY, BARLEERO R T BRI b 3. - 72 8%
fpbLiw,

This textile is a record of the velocity and acceleration of particles
moving on a one-dimensional space due to the universal gravitation
described by a computer program. Interestingly, the manifested
patterns were similar to those we find in nature, such as mountain
contours and wood grains. Nature is a state of ultimate harmony. The
world we live in may also be a moment of harmony that miraculously

exists once in long history.




Shusu / Moiré #32673723
& Ken Furudate
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In the “Shusu / Moiré” series, we transformed the satin
weave [shusu-ori] structure using the noise function.
In both series, instead of creating a pre-determined de-
sign, the structures were randomly generated through
calculations that maintain harmony. The resulting pat-
terns resembled those in nature, such as water ripples

and wood grain.




Aya / Lines #1019010688
Aya / Lines #1108017408
Aya / Lines #1396268800

ﬁﬁﬁ i Ken Furudate
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In the “Aya / Lines” series, we distorted the structure
of twill weave [aya-ori] to avoid repetition, achieving a
diagonal structure, which is not particularly compatible
with textile. A great number of calculations were run
on the computer so that the structure, while constantly

changing, would develop into a textile.
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Quasicrystal and Texile
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Kumiko Idaka (Curator) X Ken Furudate (Artist) X Masataka Hosoo (Director)
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HOSOO STUDIES
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Hosoo has formed Hosoo Studies, an R&D department

that conducts multifaceted projects with a modern per-
spective based on the continuous “relationship between
human beings and textiles” since ancient times.

Hosoo Studies draws upon our cultivated network
of dyeing and weaving artists, producers, intellectuals,
specialists, creators. Through interviews and surveys of
the people and the unique pioneering textile develop-
ment at our atelier, we are developing research towards
the question of “What is beauty?”

In Hosoo Gallery, we exhibit the outputs of these R&D

projects with the cooperation of researchers and curators.
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Idaka: Tell me about the title, Quasicrystal, and

what the project aims to challenge, or explore,

in the world of textile.

Furudate: In textile weaving, there are three ba-

sic weave structures: plain weave [bira-ori],
twill weave [shamon-ori/aya-ori], and satin
weave [shusu-ori]. There is only one type of
plain weave and several types of twill weave.
For satin weave, there are many variations.
Textiles are basically made up of a combina-
tion of these three weave structures. Also,
the smallest unit that is repeated when mak-
ing a textile is called the “weave repeat.”
Textiles are based on this unit, which allows
the yarns to entwine properly. I thought
that, by using a computer, I could decon-
struct the weave repeat, pick out the most
basic rules of warp and weft yarns intersect-
ing to form a surface, and weave fabric using
only those rules. But, composing a textile
with only the weave repeat limits the level
of detail. For example, if a fabric had 200
warp yarns, and a weave repeat consisted of
five warp yarns, you only get 40 parts (200
divided by 5), meaning you can only control
the pattern in a unit of 40. My initial idea
was to use a computer to make the yarns
intersect only horizontally and vertically

so that I could tweak the design in a more
detailed and organic way. In this way, I tried
to deconstruct and reconstruct, using a
computer, the historically-created concept
of weave repeat and recreate a computer-
ized method of weaving, or rules, at the
smallest level.

Regarding the project’s title, Quas-
icrystal, crystals are a state in which the
structure of the metal is repeated in a neat,
grid-like pattern. This is called translation-
al symmetry, and even if you shift them
around, they always overlap. It means that
the crystal’s structure is systematically
repeated. On the other hand, an amorphous
state has no order at all. Crystals include
iron, etc., and amorphous materials include
water and, for solids, glass. Glass does not
have a crystalline structure.

In contrast to these two, quasicrystals
have a certain order but not translational

symmetry, and if you shift them, they do not

overlap. If you look at it from a microscopic
point of view, it has a regular structure, but
if you look at it from a macroscopic point of
view, you can't find much regularity.

The textiles that Hosoo typically pro-
duces are “crystalline” created based on the
weave repeat. They have stable structures
that are lined next to each other. What we are
trying to develop is quasi-crystalline, some-
thing that creates a new order without using
the weave repeat.

Idaka: I remember the story about the pieces
you created for Fabrics as Demiurges (Yama-
guchi Center for Arts and Media, 2017). You
tried weaving randomly but ended up with
messy pieces, and that you reached a dead
end, realizing that the weave repeat, which
humans had been producing for thousands
of years since the beginning of history, was
indeed beautiful.

Furudate: That’s right. First, to weave fabric
using a computer, I wrote an actual pro-
gram and tried weaving randomly to see if
it worked. It was before I figured out the
relationship between an algorithm and the
resulting fabric, so I tried an easy way, which
was to weave randomly. I tried it and found
out that the result was utterly boring. When
I compared it with Hosoo’s collection,
the actual products, I realized that it was
necessary to have an order. Plain weave is
really powerful. If you try to understand
the functionality of textile at a microscopic
level, you arrive at the plain weave. The
vertical and horizontal are intertwined in a
one-to-one relationship. The result is inev-
itable. I wondered what I could do to such a
complete thing and came up with the idea of
using a weave structure, like satin weave, as
a base, adding variables to it, and shifting it
little by little. My initial method was to use
an existing order as the basis and modify
it. Later, when we invited three artists to
Quasicrystal, we found other methods, but
this was my first step.

Idaka: You needed some order, and that was
how you arrived at the concept of “quasic-
rystal.” Now, I understand that Mr. Hosoo
has been interested in the question, “what

is beauty?” What I felt through this project

was that to find the answer to this question,
you must first go through a process of cre-
ating things that are not beautiful. The mis-
sion of Hosoo Gallery and Hosoo Studies is
to explore the beauty. I would be happy to
hear your thoughts on the question of what

beauty is at this point in the project.

Hosoo: As Mr. Furudate mentioned, in the

world of textile, you begin with plain weave.
Since the beginning of history, what started
with plain weave evolved into something
physical and then into twill and satin
weaves. Based on this equation, beauty was
developed over thousands of years. It is
similar to the twelve-tone scale in Western
music. Mr. Furudate’s initial attempt was
like ignoring a musical scale and hitting
random notes. That way, you end up with
noise. What is interesting is that, on the
one hand, there is a musical scale that feels
comfortable to our modern ears, but on

the other hand, there are different types of
beauty, like gagaku [Japanese ceremonial
court music]. So, there is the twelve-tone
scale for music, and for textile, there is

the weave repeat, but there could also be

a beauty that humans have not yet discov-
ered. And, that is what I'd like to explore.
Of course, the crystalline beauty that has
been developed over thousands of years is
extraordinary. Mr. Furudate’s approach is
to use such beauty as the base and modify
it to find something new, and other people
have their own approaches. In recent years,
I think those of us in the textile business
have been focusing on how to hone our
techniques and create something new
within the frame similar to the twelve-tone
scale in Western music. In the history of
Nishijin textile, too, we have been following
alinear path, although there were techno-
logical revolutions such as the Jacquard
loom, a predecessor of a computer. In that
sense, I believe the most crucial point of our
project is to bring the products of a comput-
er — programming and other cutting-edge
technologies — back to textile to explore
the beauty and its equation undiscovered in

the past thousands of years.
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Hagoromo, the Noh play

In Miho no Matsubara, Suruga Province (present-day Shizuoka City). The restless
wave washes on the shoal lush with green pine trees. Mt. Fuji is visible in the
distance. A fisherman named Hakuryo finds a beautiful robe hung on one of the
pine trees. The garment is a “feather robe [hagoromo] of the heavens” that a
celestial has left while bathing. Hakuryo tries to bring home the robe, thinking to
make it the family’s, and eventually the country’s, treasure. The celestial, unable
to return to the heavens without the robe, grieves. Seeing the distress in the
celestial, Hakuryo decides to return the robe on condition that the celestial
shows him a heavenly dance that he has heard about. Delighted, the celestial
puts on the robe, dances, and disappears into the high peak of Mt. Fuji.
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at is hagoromo? The word “hagoromo” is a
combination of a bird’s “feather [ha or hane]”
and human’s “robe [koromo]. Hagoromo has
an appearance more beautiful than anything
else. Hakuryo also admires its beauty at his
first encounter with it. The phrase, zen-i-mu-
hou [celestrial robe, no seam], is used today
to praise writings and poems written naturally
without a sign of technique. However, its
original meaning comes from the fact that a
celestial’s garment, hagoromo, has no artificial
traces such as a seam.

In addition to its exceptional beauty,
hagoromo also possesses a special function.
That is, by wearing hagoromo, celestials can fly

in the sky just like a bird. Furthermore, it
can deify a celestial being. Presumably, if the
celestial had not left the robe while bathing,
a terrestrial being could not have snatched it
away. It is also likely that the robe affects the
inside of those who wear it. Toward the end of
The Tale of the Bamboo Cutter, Princess Ka-
guya clothes herselfin a “feather robe of the
heavens.” As soon as she puts it on, her mind
transforms, and she shows no emotion about
parting with the terrestrial world.

Hagoromo is often referenced in scenes

other than the Legend of Hagoromo.

In the imperial reign, a celestial in a
ather robe occasionally visits the earth.
Even if the celestial rubs a massive rock

with the robe, it will not be worn out.

The above is an old poem also sung in the
Noh play Hagoromo. A celestial that occasion-
ally visits the earth fondles a large rock with
its robe. It would take a tremendous amount
of time until the rock is perished by this

n. The poem prays the monarch will last

. Here, an airy and soft robe is linked

to hard rock and eternal temporality. The
influence of the poem was significant. At later
times, the phrase “feather robe of the heav-
ens” itself was sometimes used to pray for the
eternal reign of the monarch.

Thus, we can conclude that hagoromo

is also linked to rulers. During Shinto rites,

Daijo-sai or Niiname-sai, Gosechi dancers

would dance in front of the Emperor. This

practice was said to originate from the dance
by a celestial who landed atop Mt. Yoshino. It
was a dance for praising the Emperor, and the
dancers’ sleeves were called “the sleeves of the
celestials,” and their dresses were likened to
hagoromo. Also, the Emperor himself some-
times would wear the “feather robe of the
heavens.” At Daijo-sai, the Emperor would
put on yukatabira, which was called the
“feather robe of the heavens,” to purify his or
her body. By wearing the robe and soaking the
body in water, the Emperor would become
deified as the Heavenly Sovereign. Blessing
the ruler and assuring his or her divinity was
yet another role hagoromo played.

In short, hagoromo was the ideal textile
possessing ultimate beauty and function. It
would not be a complete exaggeration to say
that the history of textile, or the history of
Nishijin textile, had been a search for hago
mo. Hagoromo has inspired generations of
craftsmen to develop new weaving techniques.
And Hagoromo, the Noh play, brings together
all the inspiration surrounding hagoromo,
although, it is still a mystery as to by whom,
when, and why this Noh play was created.

When does a beautiful garment show its
true character and look the most attractive?
The answer is no other time than when it is
worn for a dance. Nishijin textile has continually
supported the art of Noh in terms of clothing.
For several hundred years, Noh and Nishijin
textile have been working together. The
craftsmen of Nishijin have generously devot-
ed their time and effort to produce the finest
textiles for the performing art that attracts
and celebrates people.

For over 1000 years, Nishijin textile has

devoted itself to pursuing the ideal textile.

Today, Hosoo stands at the forefront of
the evolution. They pursue contemporary
textiles that have both ultimate beauty and
functionality.

In Quasicrystal, a research and develop-
ment project that Hosoo jointly worked on
with a media artist, programmer, mathemati-
cian, and others, they removed the limitation
imposed by the traditional Jacquard loom and
produced textiles resulting from an infinitely
complex mathematical processing. In the
space adorned with those textiles, Hosoo Noh
Hagoromo was performed. The robe the ce-
lestial wore in the play was “No. 9039 Collage
Transparent,” a light-transmitting /reflecting
textile developed based on the traditional

method of producing silk gauze.

Waving the sleeve, putting the sleeve over
one’s head, and flipping the sleeve to draw
an arc in space. A garment creates the wind,
receives and scatters light, and releases
fragrance. A dancing garment becomes
something more than an object. It becomes
something uncapturable, something we can

y call an ambiance, something similar to a
meteorological phenomenon like the char
ing cloud or tender drizzle. Noh is a per-
forming art that generates such scenery using
human bodies, costume, music, and poem.
The flow of time also changes in the scenery.
The time that emerges there is linked to the
vast history of textile, as well as the eternity
hidden in hagoromo.

The inspiration surrounding hagoromo
has not been exhausted even today. And, as
long as the inspiration is flowing, our search
for the textile with ultimate beauty and func-

tion will continue.
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Dialogue Human Boqu and Beaut)) of the Future

Daito Manabe (Media Artist, Rhizomatiks representative) x Masataka Hosoo (President and CEO, Hosoo Co., Ltd)

Beauty as Harmony

Hosoo: Today, we welcome Mr. Daito Manabe, Rhizoma-
tiks representative. Mr. Manabe is a media artist and
programmer engaged in experimental expressions
across various fields, such as music, video, dance, and
performance. We hope to explore the intersection
where Mr. Manabe’s work and our activities merge and
to discuss the “beauty” of the future.

Last year at Hosoo Gallery, we held an exhibition,
Quasicrystal: In search of textiles using code, to present
the result of our project aimed at creating, through
collaboration with a mathematician and programmers,
innovative weave structures that had never existed in
history. What we found interesting in the project was
that, among the structures newly created through
calculation and programming, those that were in harmo-
ny formed patterns found in nature, like wood grain or
carth texture. Through textile, we experienced, first-
hand, the connection between mathematics and nature.

Manabe: In mathematics, there is a famous pattern called
“fractal,” which was found while studying geometry. Itis a
pattern in which parts and the whole are “self-similar.” We
can find many examples of fractals in nature. The Fibonacci
sequence is one of them. It often happens that you thought
you were studying mathematics but ended up solving
or simulating nature. Such phenomenons remind me of
mathematics’ mysteriousness, which I find intriguing.

It must have been an inspiring moment to see
natural patterns emerge as you weave a textile.

Hosoo: I imagine that, when a textile is in harmony, it also
produces a beautiful mathematical equation. We’ve been
making what we believe to be beautiful in the field of
textile, but through the project, we learned that mathe-
matics, beauty, and nature are linked.

Manabe: I think it’s hard to escape from the kind of rules
that lurk in the natural world as represented by
mathematics.

Today’s art, especially contemporary art since Marcel

Duchamp, has diverged from exploring beauty and moved

toward being conceptual. But the beauty that art initially
aimed for, I believe, was output produced by artists who
interpreted in their own way mathematical harmony or
mathematical concepts hidden in nature. Such works are
not appreciated today. In other words, the art world does
not particularly value them. Still, the beauty in mathemat-
ical harmony has existed since 5000 B.C.E. I imagine it

would be around for another 5000 years.

Hosoo: From the standpoint of someone involved in the

craft of weaving, I place great importance on the human
body. When we judge something, we base our decisions
on whether we find them beautiful. I'm a fan of contem-
porary art, but since 100 years ago when Duchamp
came on the scene, the emphasis has been on concepts
rather than the beauty of the works. I feel that the
bodily senses, as well as factors like beauty or pleasing-
ness, have been left behind.

That being said, in recent years, the field of contem-
porary art has been making approaches to the field of
craft. I sense that there is a movement to recover the
once-forgotten “bodily beauty.” Hosoo has collaborated
with a contemporary artist, Teresita Fernandez. Gerhard
Richter has started making works using textiles. Art

seems to be returning to craft.

Manabe: In that sense, we may be seeing a sort of backlash. I

also think that, by using today’s technologies and
methods, there are things we can rediscover in the
traditional realm of craft. In particular, I imagine that 3D
scanners and 3D printers are being used for experiments
in the field of craft. Also, with the advancement of
sensing technologies such as 3D measurement technolo-

gy, sculptures and 3D modeling are being reevaluated.

Significance of Errors

Manabe: Since I write programs myself, I can usually

complete most things on the computer. But instead of
ending there, I return to the analog side, the real world,
and try to create errors. For example, in my collaborations

with dancers, I'm exploring the possibilities for new dance



performances, like real dancers performing a choreogra-

phy produced by machine learning.

Hosoo: While working on Quasicrystal, we saw weave

structures that looked complete on the computer screen
but didn’t work when woven as a substance, because the
yarns failed due to the humidity or the silk’s property. I
was fascinated by those things that were “beyond
simulation.” The programmer and mathematician also
went back and forth between digital and analog. They
would write codes right by the loom and then weave a
textile using those codes. If it didn’t work, they would
try different codes. Indeed, from those errors, we were
able to create a beauty that was at the extremity of
harmony. As I was working on the project, I felt that
iterating digital-analog sessions could be one way to

explore textile.

Manabe: In the past, I, too, have created a programming

language for an industrial sewing machine, although it
was not as complicated as weaving (“Pa++ern 2009 [an
esoteric language for embroidery]”). The project
entailed developing a simple programming language
and its environment for an industrial sewing machine,
and I thought that the act of creating patterns through
repetitive processes was in itself very programming-like
and mathematical.

It was easy to create patterns on simulation soft-
ware, but as soon as they were applied to actual needle
movements, yarns snapped, or a needle broke from too
much repetition. By converting something that was
imagined digitally into something analog and physical,
we encountered so many errors. It sometimes took us
four or five hours to produce one T-shirt. So, I com-
pletely understand when you say you had many errors

when turning something into a substance.

To Consider Beauty from Human Body

Manabe: After I started working on dance projects, my idea

for visual things has changed quite a bit. I think it’s the
same for those with visual impairment, but even when
our eyes are closed, we can sense what a circle or square
is like, for example. It is because we feel the shapes or
space through muscle movement, not by vision through
the retina. In choreography or dance, we feel with our
muscles the visual expressions like geometric figures.
When you watch a dance, you only visually sense the
movements, but when you move your body and dance,
you notice that the choreography and dance have
geometric meanings. This was my recent discovery.

Seeing also involves using the ciliary muscle to pull

and loosen the lens to focus, so we use our muscles to
focus on the object we are looking at. Recently, I have
been rethinking the relationship between the body,

mathematics, and beauty.

Hosoo: The history of textile tells us that the first loom

was, in fact, the human body itself. You would wind the
warp around your body to apply tension before weav-
ing. Later in history, they extend the human body.
Wooden frames were created, and weaving with a
takabata floor loom began. In the modern era, the
Industrial Revolution led to the invention of the power
loom. Toyoda Automatic Loom Works, the first compa-
ny in Japan to make power looms, moved on to use the
technology to make automobiles. The automotive
division was spun off and developed into today’s
Toyota Motor Corporation.

So, the history of textile seems to tell us that
technologies evolved as a result of expanding the
human body in search of something better in their
pursuit of ultimate beauty. The story about the
invention of the computer, which was inspired by a
Jacquard loom, is also symbolic.

Beauty and technology are closely related, but I
don’t think the relationship is understood correctly
today. The general public’s sensibility praises technolo-
gy as something comprehensible but tends to consider
beauty as something incomprehensible. Many people

don’t understand that beauty and technology are linked.

Where the Eternal Beauty Lies

Hosoo: In the context of dyeing and weaving, beauty and

technology are one. In the search for beauty, the body was
expanded, and new technologies were created. I would
like to ask you about the relationship between beauty and

technology, which I think is also related to your work.

Manabe: For example, there are recent cutting technologies

like blockchain and NFT (Non-Fungible Token,
non-fungible digital data using blockchain). But, what
they produce with those technologies are images and
video data. And their contents are often based on
mathematical or geometric rules. When you think about
it, humans started making drawings using mathematics
or geometry in 5000 B.C.E. in Egypt. You could go as far
as to say that the patterns produced have not changed.
Tools have changed, and what programming enables
us to do is significant. Writing a program changes the
scale of numbers because, for example, you can create
10,000 images at once by introducing iterative process-

ing, whereas before, you had to do it one by one manu-
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ally. But, what we are making are often patterns based
on mathematics or geometry. This is true especially in
the fields of generative art, interactive art, and media
art. We may be progressing in one way, but the beauty
itself has not changed.

The human-media relationship has evolved. Today
there are graphics that would change according to the
human movements or temperature, for example, but
the basis for the output remains the same. When I think
about what “eternal beauty” is, for me, it means mathe-

matics. In particular, geometry.

Evolving, Yet Unchanging Textile

Hosoo: What did you think of the exhibition Ambient

Weaving?

Manabe: I thought it was very interesting, especially the

graphical work that visualized environmental informa-
tion. I was impressed by your exploration of how the
environment and textile would come together to harmo-
nize. I observed the exhibition as if it were a research
laboratory. In the laboratory, you studied the ways to
harmonize the environment and textile. The exhibition
was like a “display of prototypes.” I have a feeling that
the ideas found in those prototypes will develop into real

clothes or will be implemented in society.

Hosoo: We conduct research and development under

various themes, including ancient dyeing and bodily
knowledge of the craftsmen. The pieces displayed in
Ambient Weaving also used the knowledge obtained in
other researches. In terms of research and development,
we don’t just aim for high-tech, innovative outcomes but
also research as much as possible the traditional dyeing
and weaving culture, like natural dyeing and bleaching.
What we intended to do was to present the resulting
products in an exhibition as a contemporary way of

expression that inherited such historical context.

Manabe: Textile has a very long history. I find it interesting

that its basis has not changed at all, even though it has
evolved by confronting technological progress and incor-
porating the cutting-edge technologies of each era.
There are many things that will disappear because
the introduction of technologies changes them all too
quickly. In terms of the media, the paper went out of
fashion and books declined, causing the spread of
digital media. However, things you wear, like clothes,
are indispensable for us to live in the real world. I think
that is what makes them different from others.
Today, many things that surround us are becoming

digitized, and little analog items are left. I listen to

streaming music and watch movies and read books
digitally. But, even under such situations, things related
to our body, like architecture or clothes, remain the

same. The fact fascinates me.

Proposing the Philosophy of Craft

Hosoo: I have a background in dyeing and weaving, so

when I think about the environment, I trace back the
history through the perspective of weaving. I believe we
must go back to the culture that embraced craft, before
the spread of mass-production and mass-consumption
culture. By doing so, we can find not only beauty but also
the richness of various kinds and the culture that values
environmental harmony. The attitude of using good
quality items for a long time is also something we must
bring back. Nowadays, clothes are often marketed as
having a small environmental impact, claiming that
“this fiber will return to the earth” or “70% recycled.” It
may appear to be environmentally friendly, but the

system is based on the premise of “disposable.”

Manabe: If we tried to reduce the environmental impact

only with a short-term perspective, we may make the
wrong decision. I agree with you that we need to think

about what will happen in the long run.

Hosoo: In the old days, the basic idea was to use a

good-quality kimono for generations. A 14-meter-long
piece of textile is cut into eight parts and assembled
without any discarded parts. Unlike Western dressmak-
ing, a kimono is purposely sewn for easy disassembly.
Once it becomes dirty or worn off, you can take it apart
and return it to pieces of textile, which can be washed
and reassembled (araibari). In some cases, the frayed
parts, like around the hip, are replaced when sewing the
pieces back together. Rather than bringing it to com-
pletion, a kimono is made with room for dismantling,
allowing us to keep using a good-quality piece. I believe
that the kimono culture can question today’s society
and present different ways of thinking.

I'd like to propose to our time the philosophy of
craft. It is impossible to change the world by ourselves,
but I believe the key is to form a group of collaborators
and make a new trend. Many people now realize that “it
is wrong and unsustainable to continue mass production
and mass consumption.” Maybe we can accomplish
what they couldn’t in the 19th century when William
Morris of the Arts and Crafts movement was active or in
the 20th century when Muneyoshi Yanagi and Kanjiro
Kawai established the mingei (folk art) movement. It is

our mission, too, to take on the challenge.
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Tree barks are made into yarns to produce
textile. Plant roots are boiled to extract their
colors. Since the beginning of history, humans
have clothed themselves in nature, or the
environment, in the form of textile. The leaf
used in Nishijin textile reflects the light from
the sun and moon. Those at the height of
their prosperity used foil to adorn themselves
with light to embody beauty. Clothing made
with a dyeing method called Kikujin-zome,
which changes its appearance depending on
if seen inside or outside of a building due to
light, was only allowed to be worn by the Im-
perial Family. Thus, humans have always worn

the environment.

The theme of the exhibition Ambient Weaving
is to contemplate the relationship between
humans and nature through “textile” as a
medium. We transformed environmental
information (temperature, humidity, ultra-
violet light, CO? level, etc.) into something
visible by weaving such information into our
textile. One such example is a work made of
yarns whose colors emerge when they reach a
certain temperature. Another work weaves in a
botanical phenomenon into textile by applying
of the capillary action, where plants suck up
water from their roots. In a work that weaves

in light-emitting materials such as PDLC (dim-

ming film) and OLED, Nishijin textile’s praise

for light with foil was updated using today’s
technologies.

Experiencing the beauty of textiles that
have condensed environmental information
will allow the viewers to perceive the relation-
ship between humans and the environment,
as well as humans and nature. The next gen-
eration’s beauty will likely become conscious
of the environment. Ambient Weaving is an
experiment in which humans advance toward
anew type of beauty while still being close to

the environment.
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Wave of Warmth (Leuco dye)

Pattern: Wave
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The textile uses color to visualize temperature change. A leuco
dye, which was formulated to change color at a specific tempera-
ture, was applied to the paper. The paper yarns were cut and
woven into the textile as fiber in the same manner as the Jeaf often
used in Nishijin textile. The yarns produce a blue color when the
temperature reaches 25 degrees Celcius, raising awareness among
the viewers about the temperature change in a temperature-con-

trolled room unique to modern times.



91

90



Drifting Colors (Chromatography)

Pattern: Cleopatra
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The textile incorporates chromatography, a technique
invented by Russian botanist Mikhail Tsvet for sepa-
rating substances. In its original meaning, dyeing refers
to the process of letting dye absorbed into and fixed to
the yarn. However, in this work, the dyes move through
the yarns at different timings responding to each dye’s
charge, mass, and hydrophobicity. By maintaining the
right amount of humidity and moisture, separation and
movement occur, and the color continues to change dy-

namically even after the dye has penetrated the yarn.
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Woven Clouds is a textile with variable transparency/
opaqueness to light. PDLC (polymer dispersed liquid
crystal) was cut into foil shape and woven into the textile
as the weft. The textile is opaque and white, but when
energized, the liquid crystal molecules are aligned in the
direction of the electric field, allowing light to transmit.

Woven Glow is a light-transmitting textile. In this
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piece, a material that utilizes a phenomenon called . - EEkETiETTT
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energized, is cut into foil shape and woven into the textile
as the weft. The two textiles sense the amount of light
around them, which transforms, and is reflected on,
PDLC’S transparency and EL’s luminousness. The textile

weaves in intangible light while embodying the passing

time through sunlight.
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Ambient sensing instruments & visualization
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Devices for sensing temperature (thermogra-

phy), humidity, ultraviolet light, brightness,
and CO2 are installed at various locations in
the exhibition space (partly in the first-floor
store). The data collected by the sensors are
visualized using 3DCG as environmental in-
formation surrounding each textile. A screen
made of yarns that change color according
to temperature and ultraviolet light is also

installed in the exhibition space as a sensor.




Memories OfFlOW (UV-cured material)

Pattern: Stone
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A tube of UV-curing material, which hardens when
exposed to ultraviolet light, is placed in the tube
and woven into the textile as the weft. The textile
is flexible before being exposed to ultraviolet light,
but once exposed, it hardens and takes shape with-
in a few seconds. In this work, the textile, placed in
a water tank where water stagnates, is cured with
ultraviolet light, thereby reproducing the flow of

water onto the textile.
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In Ambient Weaving, textiles were exhibited as a “medium” between environmental information, such as light,

temperature, and humidity, and people. What role did “beauty” play in the works produced with cutting-edge

technologies? What kind of future will the textiles as a “medium” take us to? We spoke with Mr. Yasuaki Kakehi,

interactive media researcher who headed the exhibition, and Masataka Hosoo of Hosoo. The two shared with us

their reflections and visions for the future.

— Before discussing the exhibition, I'd like to hear about
Mr. Kakehi's background. How did you arrive at your cur-

rent research theme, Material Experience Design?

Kakehi: I started my research and creation in the early
2000s. At the time, however, I was feeling uncom-
fortable with the trend of virtual reality. My re-
search began with a question, “Can we augment
our bodies or space by layering digital information
over assets or space in the real world, instead of
the virtual world?” In recent years, with techno-
logical advancements, I have been working on em-

bedding digital information directly into materials.

— In Ambient Weaving, the works utilized materials
with digital information. I'd like to ask both of you about

how you came to apply such materials to Nishijin textile.

Hosoo: Firstly, we originally had an idea to weave cut-
ting-edge materials by making the most of the
Nishijin textile’s characteristic: its ability to weave
various materials into a complex structure. This
idea also led to the founding of Hosoo Studies.

Kakehi: I think a major factor is that, with the advance-
ment of digital fabrication technology, today’s
material scientists and designers can become in-
volved in the ways materials are made, in addition

to using the existing materials.

— Let’s talk a little more about “beauty.” In Ambient
Weaving, what role did beauty play?

Kakehi: We didn’t set up a new environment for the exhi-
bition, but the works complemented the existing
exterior environment and its varying states. In
other words, textiles became the medium to bring
what was under human consciousness up to the
consciousness level. I believe that beauty manifest-
ed itself because the works revealed our under-
standing that the “environment itself is beautiful.”

Hosoo: We were able to use the textiles to beautifully dis-
play the exterior environment. The exhibition al-
lowed the viewers to sense invisible phenomena

of environmental changes through beauty.

Kakehi: In the exhibition, quantitative data measured by
the sensors were also displayed on a monitor. The
information from the monitor and the informa-
tion from the textiles are both based on the same
environment, but the process that humans per-
ceive the information differs. Importantly, in my
opinion, both types of information are useful,
and we shouldn’t be discussing which one is bet-
ter than the other.

Hosoo: In this exhibition, viewers can notice slight changes
by simply altering the way they perceive their sur-
roundings or their process of absorbing informa-
tion. Such experience relates to the spiritual rich-
ness you get from enjoying the smallest changes in
scenery as you walk down the same street every day

in different seasons or weather.

—— Through the portrayal of invisible “beauty,” we re-
ceive otherwise unperceivable information and feel spiri-
tually fulfilled. According to Mr. Hosoo, such experience
allows us to acquire a sensibility to rediscover the inter-
face inberent in humans. Finally, I'd like to ask you about
Your visions for the world that we can expect to see as you

continue to evolve the exhibited works.

Kakehi: In the field of smart textile, currently, technolo-
gies and materials are simply layered, not woven
together. In the near future, I imagine there will
be textiles with various embedded functions. On
the other hand, in addition to the digitization of
such materials, the resulting textiles will create a
new relationship between the environment and
the human body. I think the field will evolve
around these two axes.

Hosoo: I think the focus will continue to be on how to
converge the two. Textile always exists between
our bodies and the environment. We can say it is
our “second skin” that augments our bodily func-
tions. Or, textile, as a shelter, can expand to form
space and, as our “third skin,” play a role similar
to that of architecture. With its beauty, textile of-
fers an unlimited possibility to transform our

bodies and space.



THE STORY OF JAPANESE TEXTILES
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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 047 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 communicates 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,
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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Tadeai (Persicaria tinctoria) in the buck-
wheat family, indoai (Indigofera suffruticosa)
of the genus Indigofera in the pea family,
Ryukyuai (Strobilanthes cusia) in the Acan-
thus family, and woad (Isatis tinctoria) in the
mustard family—around the world, there
exist techniques and cultures that use blue
colorant “indigo” from various plants to dye
fibers deep blue. Particularly in Japan, it is not
an exaggeration to say that ai-zome (indigo
dyeing) has been the most valued dyeing
method since the spread of cotton farming in
the early modern period. Atkinson, a chemist
who came to Japan in the early Meiji period,
was surprised to find so many Japanese people
wearing blue garments and coined the term
“Japan blue,” which is still in use today.

There are several methods for traditional
ai-zome using tadeai, an annual plant of the
genus Persicaria in the buckwheat family
that used to be grown mainly in Honshu
along the western part of the Pacific coast
and in Shikoku and Kyushu, with its north-
ern limit in the southern Tohoku region. The
most popular is the aku-hakko-date (lye

fermentation method).

Indigo, the colorant ingredient, is found in the
leaf of tadeai as a transparent substance called
“indican,” an indigo’s precursor. The leaves are
harvested, dried, and fermented to produce
indigo and then processed into preservable dye
called sukumo. Because indigo does not
dissolve in water or alcohol, to use it for
dyeing, it needs to be fermented (a chemical
change by microorganism action) again under
an alkaline environment. By doing so, indigo is
promoted to be transformed into water-solu-
ble leuco indigo, which is applied to fibers and
then exposed to the air to dye the fibers blue.
The aku-hakko-date, which requires fermen-
tation twice, is a technique unique to Japan. It
fixes color well, and even when the dyed fibers
are run through water multiple times, its color
does not fade or migrate.

In the late Edo period, when the indigo
dyeing was widely practiced, Awa Province
(Tokushima Prefecture) produced the best, in
quality and amount, a7 (indigo dye) and
sukumo. This is made possible by Awa’s
fertile soil brought about by the flooding of
the Yoshino River and long hours of sunshine.
In anticipation of the flooding of the violent
river known as Shikoku Saburo, the northern
bank, where the indigo fields spread, was
purposely built lower than the southern bank,
where the castle town was located. At the
house of Akihito Sato, who still produces
sukumo in Awa no Kitagata (northern part of
Awa), an evacuation boat is hung from the
eaves, the tradition inherited by the family of
sukumo makers.

The production of sukumo, which is still
continued under Mr. Sato’s guidance, begins
with the sowing of tadeai in early March and
lasts for about ten months. The resulting
sukumo is mixed with alkaline lye, bran and
sake which become a nutritious source during
fermentation, and wait to be fermented in a
vat. As the fermentation progresses at a
temperature between 25 and 30 degrees
Celsius, tiny air bubbles form on the surface.
This phenomenon, described as the “bloom-
ing of indigo,” is used as a way to judge the
subtle condition of fermentation.

When soaking a yarn or cloth into the

dye, the indigo-colored liquid briefly takes on

a deep green color with a hint of gold. Howev-
er, as soon as the tread or cloth is lifted and
exposed to the air, the fibers instantly turn

deep indigo.

About three or four months after planting
tadeai, the first crop is harvested during the
rainy season between late June and early July.
After that, the sun-dried leaves are finely cut
and stored. After nedoko (bed) is created, the
fermenting process of the leaves (nesekoms)
begins in early September, followed by a
process of turning the leaves over (kirikaeshi).
Just as toji (chief brewer) is responsible for
making sake, zi-shi (indigo dye master) is in
charge of the entire process of making su/ku-
mo. Ai-shi assesses the state of fermentation by
looking at the condition of the zadeai, which
has varying qualities from year to year, and
makes precise judgments about the timing of
kirikaeshi, which takes place 20 to 22 times in
about 100 days, the amount of water, and the
height of the pile. What influences the judg-
ments are the smell, viscosity, and weight of
the leaves. To understand the degree of
fermentation and give correct instructions to
the workmen, the @i-shi must hone the five
senses and have many years of experience.
Akihito Sato laughingly says that the secret is
“to listen to the indigo’s voice. It sometimes
resists, and other times it fights back. It’s like

raising a child.”
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Fermented indigo leaves emit intense heat. To make sure that the fermentation proceeds
evenly, the leaves are stirred from the bottom and watered, which causes them to steam.
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In Awa, to describe the fermenting of indigo leaves, they use the term nesasu (make them sleep), and the place
the indigo leaves “sleep” to turn into sukumo is called nedoko (bed). The process of putting the first indigo
leaves into nedoko, nesekomi, is conducted on Taian (the luckiest day in the Japanese calendar) in early
September. The leaves continue to ferment, releasing heat and ammonia. Every fifth day, they are watered and
turned over using a wooden rake. The process is called kirikaeshi. After kirikaeshi, the leaves are stored at the
original height (about one meter). The amount of water and the height of the pile are said to determine the
quality of sukumo, and the person in charge of watering and managing the pile is called mizu-shi (water master).
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Under the direction of ai-shi, who is responsible for all aspects of making sukumo, the
turned-over indigo leaves are piled up in a trapezoidal shape and then leveled. As
fermentation progresses, the leaves heat up to about 70 degrees Celsius, and the smell of
ammonia intensifies. As the leaves become sticky and clumpy, they need to be carefully
loosened by kirikaeshi.
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When the temperature drops in mid-October, the temperature needed for fermentation is
maintained by covering sukumo with a straw mat called futon. Each time kirikaeshi is
carried out, the top and sides of trapezoidal-shaped sukumo are thoroughly covered with
the straw mats, which are fixed firmly with straw rope. It is one of the required processes
for the fermentation of sukumo.
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After fermentation, sukumo is packed in bags called kamasu and shipped nationwide, about six
months after the harvesting of the indigo leaves.
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To do ai-zome, the fermented indigo leaves, sukumo, need to be fermented one more time.
The second round of fermentation is called ai-date. As the indigo continues to ferment in

the jar, fine air bubbles start to form on the surface when it is stirred. These bubbles are
called “indigo flowers.”

-

v

¥
i
N
g

el
R
: j

BROREEEICRIITISIE LIS, BKRD, CNEFAELKYERT ZETRONBETEOEHRET S, KoL

ZEDRDBIIEA NS/ FIEWD, RETVavarhTRALMNDI L, BERDTHIAVT4IH BT
LIET—RICEICHRET S,

A bundle of silk yarn is soaked in an indigo jar, pulled up, and squeezed tightly. By repeating
this process over and over, the indigo color permeates into the yarns. When squeezed, the
color of the yarns is almost greenish-blue, but when the tension is loosened, and the yarns

are exposed to the air, the colorant component indigo oxidizes, and the yarns suddenly turn
indigo blue.
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Architecture as Textile
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Nishijin textile is created by harmonizing various yarns—
each made with unique material, texture, and shape—
within a complex structure. Materials other than yarns,
such as foil characteristic to Nishijin textile, can also be
woven into the structure.

Such a procedure is possible because textiles com-
prise two independent structures: the warp and the weft.
The word “texture” derives from a word meaning “to
weave.” Nishijin textile values materials’ diverse qualities
while creating harmony as an overall texture where we
find beauty.

Hosoo Flagship Store, renewed in 2019, is Hosoo’s
main office and flagship that embodies the concept of
“Architecture as Textile.” Textiles are created by layering
various yarns, each with unique color and materiality,
and making the most of their qualities. In the same way,
textile-like architecture imbued with texture is created
by weaving together distinct materials such as stone, tile,
metal, and concrete.

The capitalist society of the 20th century with its
mass production and mass consumption has now reached
its limits, as symbolized by various environmental issues.
“Architecture as Textile,” which brings out the character-
istics of craftsmanship, is not premised on the idea of “be-
ing disposable.” Instead, it proposes a rich architecture
for the new generation in which truly beautiful spaces are
carefully used for a long time.

The rammed-earth wall surrounding the architecture
suggests that new creation is accomplished through an
accumulation of the past. On the other hand, the exte-
rior wall made of our new material “Nishijin reflected”
surrounding the top floor is imagined as the light of new
creativity that illuminates the city of Kyoto.

Hosoo’s philosophy—rooted in the traditions while
continuing to innovate for the future—is embodied in

“Architecture as Textile.”
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Beauty, collaboration, and innovation— these
concepts are part of Hosoo’s DNA.

The 1200-year-long history of Nishijin
textile has been a history of pursuing ultimate
beauty. For Nishijin textile, beauty has always
been of the highest conceptual priority. With
support from the aristocrat and samurai class-
es, as well as rich merchants, Nishijin textile
has developed and refined its exceptional
techniques, single-mindedly striving for and
achieving the textile whose essence is beauty
itself. Nishijin textile, which has explored
beauty in its absolute form without monetary
or temporal limitation, is a manifestation of
the ultimate luxury.

What has enabled such pursuit is the col-
laboration among craftsmen who specialize.
The art of Nishijin textile is practiced within
a district called Nishijin, which is an area of
about three to five kilometers in diameter.
Each craftsman, a master in his or her own
discipline, handles one of the 20-plus steps of
the production process. These exceptionally
skilled craftsmen take pride in their work
while respecting each other, and through
their collaboration as peers have fostered the

unique beauty of each generation.

Nishijin textile is founded on another core
element: a spirit of innovation. Throughout
its history, Nishijin textile has continually
inspired innovations, adopting cutting-edge
technology time and again. In the Meiji era,
when Nishijin faced an unprecedented crisis,
it sent out its craftsmen to Lyon, France.
The craftsmen risked their lives to import
the Jacquard loom, continuing the thread

of Nishijin’s history. This episode, which is
further described in this magazine, illustrates
Nishijin’s revolutionary spirit.

Beauty. Collaboration. Innovation. We
treasure these core values in order to pass on
beauty to the next generation. Hosoo has in-
herited a cultural foundation built over 1200
years, and upon this foundation, we continue
our endeavor by incorporating cutting-edge
disciplines such as technology and science.
Furthermore, we seek the new generation’s
ultimate beauty that has never been created
in the history of humanity.

For long years, textile has existed along-
side humans in closest proximity. At Hosoo,
we regard textile as a medium.

We would be delighted if you partake in
our pursuit of the ultimate beauty, the prod-
ucts that stem from this effort, and the stories
that serve as a backdrop, through Hosoo’s

craftsmen’s creed of “More than Textile.”

President and CEO, Hosoo Co., Ltd.

Masataka Hosoo
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