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As 2024 draws to a close, it is once again time to bring More than
Textile to you, an annual magazine that showcases the various

ongoing activities of Hosoo.

The theme of this issue is “Circle,” a word we use to mean a variety
of things, including the cycle between man and nature and the

circle of human beings.

The Mind Landscape, a new textile we created in collaboration
with AMDL CIRCLE led by Michele De Lucchi, and House of Ho-
soo Blossom, a series of works born from encountering a 180-year-

old cherry tree, both have trees as their theme.

Trees grow leaves, bloom flowers, bear fruit, change color, and
eventually shed their withered leaves, only to grow them back
again a year later. Through these periodic activities, trees are
responsible for a number of cycles in the natural world, such as
the evapotranspiration of water from the ground.

Learning from these cycles, 7he Mind Landscape and House
of Hosoo Blossom were inspired by the intricate shapes and beau-

tiful colors of trees.

The four seasons follow each other in a circle. However, the shape
does not remain the same. Rather, it turns into a spiral, just as the
rings of a tree grow little by little each year. It is like music playing
a single motif on a loop.

In an effort to reconsider the meaning of these spirals, this
issue takes a look back at Spiral, a collaboration with David Lynch
that we exhibited in 2016.

Theaster Gates, with whom I had the pleasure of dialoguing for
this issue, is working to merge Mingei and Black culture, bringing
the suppressed and forgotten past back into circulation as a new
art form in our time. His activities could be described as a “social

sculpture” (Joseph Beuys).

Hosoo’s mission is to implement crafts into society for our future,
in harmony with the cycles of man and nature. In order to achieve
this, we must continue to pass on the traditions of craftsmanship
and collaborate with people from various fields around the world.
We hope to create a better future by gradually expanding such

small circles like a spiral.

Masataka Hosoo
President and CEO, Hosoo Co., Ltd.



)
o
N
o
o
zZ
X
©
O
o
oy
o

\ i \..l \. \
4§ usder ._.wmwc..w.nm"w...

Y LT AR W EL B '

The Mind Landscape



Cedar—No. 9215







AMDL CIRCLE
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AMDL CIRCLE

AMDL CIRCLE is a multifaceted studio that was
founded by Michele De Lucchi. Internationally
renowned for its humanistic approach, it works across
many sectors providing its clients with expressive and
strategic projects that embrace architecture, interiors,
products and communication. AMDL CIRCLE’s team of
architects, designers and craftspeople have worked
on projects for public and private organisations,
collaborating with large corporations such as Intesa
Sanpaolo, Deutsche Bank and UniCredit, and
designing buildings and exhibition systems for Neues
Museum in Berlin and Gallerie d’Italia in Milan, Turin
and Naples. The Milan based studio has also designed
spaces, products and furniture for Alessi, Artemide,
Cassina, Hermes, Poltrona Frau and UniFor.
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The Mind Landscape, a set of new textiles released by Hosoo

in 2024, was born from the company’s first collaboration with
AMDL CIRCLE, led by the renowned Italian architect and design-
er Michele De Lucchi.

The textiles are conceived with the tree as its central theme,
combining microscopic and macroscopic perspectives, as well as
the artisan’s point of view. Under a microscope, a tree shows as-
tonishing patterns, starting with the annual rings. A macroscopic
view from satellites reveals the complex coloring of nature around
the world. These two inspirations are turned into textiles through
the artisans’ know-how.

The textiles thus produced feel soft and fresh on the skin,
although they look as if it had gone through a long period of time,
like an old tree. The new patterns and coloring on them also
appear to express the inner depths of the human soul.

In addition to the creation of the textiles, The Mind Land-
scape aims to reflect on the ideal “circle” of the future, formed by

people, nature and craft, as well as the nature of ecology.

(From left) Managing Director - Angelo Micheli, Founder - Michele De Lucchi,
Deputy Managing Director - Davide Angeli



The Mind Landscape
for Milan design week 2024
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The Mind Landscape was first unveiled to the worl
in Italy, at Hosoo Milan in the Brera district. An in
experience the microscopic view of trees and t

raphy—the two sources of inspiration for the t
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Hosoo Milan is located in a historic seventeenth-century building in the Bre-
ra district, a thriving center of art, fashion, and design. Opened in February

2023, this is Hosoo’s, and indeed Nishijin-ori’s first outpost overseas.
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The Mind Landscape
for Hosoo Gallery
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In July 2024, a new installation entitled 7he Mind Landscape was unveiled at the Hosoo
Gallery in Kyoto as a sort of homecoming exhibition. In addition to the new textiles, their
sources of inspirations, enlarged photographs of the trees and satellite photographs of
the Earth, were printed on rectangle sheets of the same dimensions as the textiles and
hung in different locations of the gallery. Here, visitors could literally connect their own
perspective with microscopic and macroscopic views. Music composed of the sounds of
five artisans at work, including woodworkers and metalworkers, was played. In addition, a
space for reading was set up in the back of the gallery, where visitors could browse books

on trees, nature and related subjects.







Dialogue 1

“Circle” for the Future
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Michele De Lucchi (Architect, Designer) x Masataka Hosoo
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On the occasion of the opening of the The Mind Landscape exhibition at the Hosoo Gallery in Kyoto, a conversation was
held between Michele De Lucchi, who traveled to Japan for the occasion, and Masataka Hosoo. In a gentle and friendly

mood, the society of the future was envisioned through the new textiles.

Hosoo: This was the first occasion for Hosoo to work
with the Italian designer team including you, Michele.
I myself have a great deal of respect for your work, as
well as the ideas and philosophies behind it. It has had
a great influence on me. The collaboration began when
you suggested the tree as a theme, as well as the idea of
looking at things from microscopic and macroscopic

perspectives. I want to start by asking, why the tree?

De Lucchi: There are three mysteries in this room. One
is the mystery of the tree. There are many mysteries
in the world of plants, trees, and their cells, that are
beyond our wildest imagination. Trees are very beautiful
when viewed from a distance, especially in virgin forests
that have not been touched by human hands. You will be
very surprised, however, if you look at those cells inside
the wood under a microscope. Humans are exploring
the extensive and profound knowledge that these plants
and trees possess from many different angles, but it is so
profound that there is still much we don’t know.

Another mystery is human intelligence. Just like
trees, human intelligence contains a great deal of knowl-
edge and information that we ourselves can’t know. Even
if we are in the same space, we all feel and understand
different things, depending on each person’s ego and
interests. Although we are beginning to understand
how the human body is constructed, we still don’t
know where human intelligence comes from or where
it is located. Intelligence allows us to know each other,
understand each other, and see and feel the world and its
numerous plants.

The third mystery is textile. Although all forms
are born from a flat piece of cloth, you can’t imagine
what it will be like when you first see the fabric. That’s
how much freedom and choice is left. You showed me
how the actual weaving is done at the Hosoo workshop.
Intertwining warp and weft one by one produces either
a three-dimensional structure or a flat fabric. When I
saw it, I was convinced that the world of fabric, human

intelligence, and nature are all connected.

Hosoo: Textiles have been with mankind since the dawn
of history, some 9,000 years ago. The first textile ever
created by humans was made by shredding tree bark into

fine fibers, spinning them by hand, and weaving them

together, using the weaver’s body as part of the loom. In
that sense, textiles are woven and decorated by putting
the tree apart and then back together, through human
craftsmanship, aesthetics and intelligence. Similarly, the
colors of textiles begin with natural dyeing. The natural
colors are transferred in various ways, for example by
extracting from the plants’ stems the ingredients that
would normally go to the flowers. Textiles, then, begin
with wearing nature on the body. From this perspective,
we can say that trees, humans and textiles form a cycle
over a very long period of time. I think the ideas behind
the work in this exhibition can be explored further. I
hope it will provide an opportunity for us to do vari-
ous kinds of research and discuss things with different
people.

You have set up a design studio called AMDL CIR-
CLE. Could you share your thoughts behind the name?

De Lucchi: Five years ago, I changed the name of my
studio from Michele De Lucchi to AMDL CIRCLE. If it’s
under my name, it will stop working after I die. I want-
ed it to keep going, so I changed the name. The word
“circle” also refers to the cycle of life. What I had in mind
was a cycle of one thing being born, lost, and replaced
by another. Also, what the world lacks most right now is
people holding hands and creating bonds. “Circle” can
express that, too. A human being is of no value at all
on their own. When a human encounters wild animals,
they are completely helpless if they are alone. Humans
have become strong because people can connect with
each other and work together to achieve things. That’s
why they have evolved more than animals. People can
talk to each other. Although they sometimes end up
fighting, they are still able to communicate with each
other. That’s the wonderful part of being human. We
need to think together about how to improve people’s
lives in the future and work together toward that goal.
Our areas of expertise may be different—IT for one, art
for the other—but we need to combine them to design
a better future for our society. That also means living in
harmony with nature.
We are living in a time when we need to make crucial
decisions that will have a huge impact on people’s lives
in the future. Architects are often thought of as mere

drafters, but their most important duty is to express how
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human life should be, and to transform such ideas into
form. Thinking about architecture is thinking about the
future.

We must create a society in which everyone has the
right to be equally happy, and pass that on to the next
generation. Such a society, however, does not suddenly
spring up from a large company, but rather from a very
small circle. In order for that to happen, each and every
one of us needs to be aware of the fact that we are all
responsible for the future of traditional crafts. We need
to work together to connect our respective small circles
to the larger world. I am convinced that Italian and Japa-
nese artisans can work superbly together.

What I want visitors to this gallery to feel is the

“cycle” made up of nature, humans and human intelli-
gence. We can’t create a better society, a better future,
or a better natural world without the power of humans.
As we are born, live and die, we must cooperate with the
people we meet along the way, think together, under-
stand each other, and work together for the sake of the
next generation. Disagreements are merely differences
in perspective. We can see the same thing by choosing
one from among different perspectives, whether it is
a microscopic or macroscopic perspective, or rather a

bird’s-eye view, and then looking through it.

Hosoo: I hope the current show and its exhibits will
help us to expand our thinking together about the
things you have just said, to realize a better future.
Thank you very much.

July 26, 2024 at Hosoo Gallery
Interpreter: Michiyo Yamada

Another conversation between Michele De Lucchi and Masataka Hosoo
is published in More than Textile: Issue 3 Migration/Creation.
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Michele De Lucchi

Born in Italy in 1951, Michele De Lucchi was a leading
member in the avant-garde designer group Memphis.
Creating furniture for many celebrated companies in
Europe, he also served as design director at Olivetti
between 1988 and 2002. Appointed Officer of the
Republic of Italy, in 2000, he has been a full professor
at Politecnico di Milano since 2008 and has taught at
IUAV Venice as well. He has completed numerous
architectural projects for public organizations, private
companies, museums and other cultural institutions
both within Italy and abroad. In 2006 he received the
Honorary Doctorate from Kingston University, UK. De
Lucchi was the founder of AMDL CIRCLE, of which he
remains an active member.
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A tree masterfully gives spatial form to “time” and presents it to us. Its
annual rings’ geometrically systematic yet subtly disorderly and uneven lines
transform into space that permeates and invades, little by little, the eternally
unlimited canvas.

Iy

Toru Takemitsu, “Human and Trees” (1979)
A tree is a being full of wonder. It carries countless green leaves and blossoms in the
right season, but the blossoms vanish rather quickly. And then, it bears fruits. The leaves
eventually die, fall around the tree, and are blown away by the wind. As such, a tree’s outer
edges are relatively variable. On the other hand, its trunks and roots are extremely hard
and show little variance. In other words, compared to leaves, blossoms, and fruits, trunks
and roots can appear dead. Yet, they are growing gradually. The seemingly lifeless trunks
have water, nutrition, and supposedly a tiny amount of electricity flowing through.
Annual rings visible on a tree’s cross-section are clear evidence of its life. The concen-
tric rings result from the tree’s cell division. In regions with distinct four seasons, cells
divide rapidly, thus accelerating the tree’s growth, in spring; their activities gradually slow
down in summer and cease in winter. The parts of the trunk from rapid growth periods
are called “earlywood” or “springwood,” and the parts from stunted growth periods

are called “latewood” or “summerwood.” Because a tree grows cyclically, the two create
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A tree there is that form its topmost bough
Is half all glittering flame and half all green
A bounding foliage moistened with the dew:
And halfis half and yet is all the scene:
William Butler Yeats, “Vacillation” (1932)

Trees, which can live for hundreds and thousands of years, often become objects of wor-
ship. Soaring trees can also be yorishiro, an object occupied by a divine spirit. There are
innumerable shrines and holy precincts originating from such sacred trees.

These aspects are also common to rocks. Trees cannot compete with rocks in terms of
imperishability, but for this very reason, they are more familiar to us.

Worshiping of trees is a universal act. There are countless religions and myths that
believe in the “world tree” or “cosmic tree”—a tree located at the center of the world and
connects the heavens, the terrestrial world, and even the underworld. A single tree can
embody such a grand vision because it constitutes a cross-section of the earth’s overall
ecology. In short, a tree can be a miniature version of the world and the universe. Surpris-
ingly, however, such an outlook on the world and the universe was not nurtured in ancient
Japan.

Perhaps the most famous tree in religious thought is the Tree of Life found in the
pent’s Book of Genesis. The tree was planted in the center of the Garden
ed that eating its fruit would give one eternal life. However,
e other tree next to the Tree of Life, the Tree of

allowed to come near the Tree of Life.
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There are fascinating things about a tree. It stands in the same place indefinitely, never
moves, and lives an extremely long life without making a motion or self-affirmation of
any kind. Humanity is immensely egocentric and exceedingly bizarre, so when human
beings realize that they only care about themselves and their small problems and that a
tree is content as it firmly stands with its branches reaching to the sky while troubling no
one or taking nothing from others, a tree becomes a kind of constant reproach and a kind
of ideal at the same time.

Le Clézio, Conversations avec J. M. G. Le Clézio (1971)

A tree stands vertically with unshakable solidity. It remains unruffled by all things, yet it offers
shade to its surroundings, blossoms, and bears fruit, benefiting people. For animals, it pro-
vides a dwelling and a nest to sleep.

A tree can also serve as a mark defining a boundary between two properties. It can do so
because it stays in one place for a long time. A tree can be the linchpin of people’s memories.

Sometimes, a corpse is buried at the foot of a tree, called a woodland burial, or a tree is
planted in place of a gravestone, and some believe that a human soul returns to a tree after
death. Thanks to its permanency, a tree is often linked to human death.

Tree trunks are hard but easier to handle than stones. Therefore, trees have been used as
materials in a variety of ways. Sometimes, the timber used at shrines is reused as sacred materi-
als. For example, in the case of the Ise Shrine, where the main building is rebuilt every 20 years,
the main building’s Japanese cypress wood is used at other shrines or turned into amulets for
the general public to obtain after the object of worship is transferred.

Furthermore, trees can also be used for dyeing. Surprisingly, when trees are used in natural
dyeing, their trunks are used more often than their flowers. The trunks may look like mere
pieces of wood, but they discreetly contain all sorts of colors in them, which can be revealed

through careful, time-consuming work.
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1t has been named the ‘rain tree,’ for its abundant foliage continues to let fall rain drops collected
from last night’s shower until well after the following midday. Its hundreds of thousands of tiny
leaves — finger-like — store up moisture while other trees dry up at once. What an ingenious tree,
isn't it?
Kenzaburo Oe, “Ingenious Rain Tree’” (1980)
(Based on the existing translation)
Humanity has long admired trees.
Having survived hundreds and thousands of years, it is still alive.
Such a being can only be embodied by a tree.
Some people are attached to a specific tree.
They often see their own development in the tree.
Therefore, the tree becomes something of a spiritual parent to them.
A tree is alive but never moves and remains standing quietly.
And the course of its life is layered as the hard trunk and roots.
People may wish to live like a tree.
So, every day, they work and produce something, wishing that something does
not vanish like a leaf, blossom, or fruit but accumulates and lasts like a trunk.

Perhaps that is why artists of all ages and countries revere a tree.

Various works depict visions in which a human being and a tree are united.

Examples include Noh plays by Zeami, Saigyo zakura [ The priest Saigyo and cherry blossoms] and
Akoya no matsu [Akoya’s pine], and by his nephew’s son Kanze Nobumitsu, Yzgyo yanagi [A travel-
ing priest and willow]. In each of these plays, the spirits of cherry, pine, and willow trees appear as aged
men. The focus of the plays is that, in the latter half of the pieces, characters such as Saigyo, Fujiwara
no Sanekata, and a traveling priest become one with a tree. When that happens, the spirits of the trees
perform a peaceful and calm dance. The boundaries between a human being and a tree, and between
dream and reality, are no longer clear, and it becomes difficult to distinguish whether it is the tree spirit

that is dancing or the person dreaming.
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1. Pine tree in the appearance of celebration

1. Cherry tree in the appearance of profound music
1. Maple in the appearance of love

1. Leafless tree in the appearance of sorrow

1. Cedar tree in the appearance of elegant music

Zeami, Goongyoku jojo [Five pieces of music] (c. 1430s)

Stratified annual rings of a tree resemble a sheaf of pages of a book.

A tree itself can be considered a kind of book. People, however, cannot yet “read” it
completely. It is an archive of the tree and its surrounding environmental information, an
archive that can never be comprehended thoroughly.

The aggregation of these individual trees creates forests, mountains, and even conti-
nents, forming the world.

Annual rings, bark, the shape of the branches, and veins of the leaves—every detail of
a tree has its unique form and color.

And those innumerable details come together to create the earth’s macroscopic vision.
Be it on a microscopic scale or macroscopic scale, patterns of nature overwhelm human
imagination.

These complex and inconsumable patterns can serve as clues to things incomprehen-
sible to humanity. The human inner world is an example of such things. Japanese ancient
literature, in particular, relied on elaborate depictions of landscapes to describe the
human inner world. People’s inexpressible interiority was often told under the guise of

nature’s intricate patterns.

fft‘l}wsk . oy

-

P

wit

DLWEEAER D60 T—DDLER U555 T3
[T - VS - ZE[] 25, FA72bD L5 #8920 T
BB HDISIRAT S DD FBTHLIELT
BEDELEDEE FTIBDLDI— K DB MIT 3
SHF— YT I [1ZEAEDGWE DS (1910

—AROBHZ LB TB LT,
NIZEDBIARE—KREL 572D, HEHWIR,
ANBLLILDBTERIITHAS,
AR ZHO LEDOBMFL. WA,

Tt OOLIBIROME Y. BWosEETETIL. E)% s,

S OB P BINT. BAREE. $FEHChoT,

BRI oM D oS b, 2RRIRGTLATDATET,

2 aiE. ALK R P H Db 606, TARD Ty bys bt sy OBt 2
WD TH 5B,

bolE 21T, M. BMIE bR OMAEGL. bLLLITKRTHE,

— R, DOWHET., ESTOLVINTR AL Qo) EESTVABI RO P Y T
WTazt,

w»h
InpEBRINILE, BB ROI LI EINs1E5),

(RBHBE)

One space reaches through all beings:
World-inner-space. The birds fly silently
through us. Oh, I who want to grow,

1 look outside, and within me grows the tree.

Rainer Maria Rilke, “Amost all things beckon us to feeling,” 1914)

By being absorbed in a tree,

human beings can become one or

interchange themselves with it.

The same is true of the relationship between a craftsman and a tree when the former
handles the latter.

What would happen, then, if textiles aspire to such inherent characteristics of a tree?

The history of textiles tells us that trees were, above all, materials.

The bark was used to produce fibers, which were then woven.

For example, yz threads are made from the peeled bark of a £0zo0, or a paper
mulberry, and Ainu a#tus uses the bark of a Manchurian elm.

Furthermore, looms and many other weaving tools were originally made of wood.

To compose a hard and seemingly lifeless yet slowly living tree trunk with textiles: accom-

plishing such an endeavor will create a new relationship between textiles and trees.

(Rurihiko Hara)
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Theaster Gates is an internationally acclaimed artist, recently known for his concept of Afro-Mingei, a fusion of the
philosophies of the Japanese Mingei movement and Black culture. His exhibition Afro-Mingei at the Mori Art Mu-

seum in Tokyo in 2024 included works created in collaboration with Hosoo. In August of the same year, Masataka

Hosoo sat down with Gates, then on a visit to Kyoto, for a conversation to explore the commonalities between them in

anticipation of new collaborations.

Encounter One Year Ago

Hosoo: I met you for the first time last November when
we did a public dialogue at Art Collaboration Kyoto.
Your exhibition Af7o Mingei is currently on view at the
Mori Art Museum, which features works created in
collaboration with Hosoo. From the moment we met,
our conversation moved forward very quickly, and we
worked together quite intensely in a short period of

time. The whole experience inspired me greatly.

Gates: You are right, it’s been a year since we started
working together. That was a short period of time, but
we did an excellent collaboration. You have been so
open and generous. Hosoo has a fantastic team and your
cooperation with my show was great.

I couldn’t have had this idea of Afro-Mingei without
the history of Mingei, a movement by Japanese creators
and intellectuals to protect the traditional craft philos-
ophies in Japan. It was a kind of propaganda, meant
to protect the idea of traditional mingei [folk craft],
against the westernization and industrialization of the
world. In so doing, they created a new brand called

“Mingei.” The founders of Mingei not only made and
collected mingei objects, but also created magazines,
forged a philosophy and taught it, almost preaching it
to others and organizing a kind of society. Looking at
Mingei closely, you will see that it was also about Japa-
nese identity. Sometimes it included things that were
not Japanese—Korean or Taiwanese—although in other
respects it excluded those identities as well.

By creating Afro-Mingei, I want to ask a question:
Could my Blackness add value to the history of Mingei?
There is also my critique of Mingei: We have to acknowl-
edge the importance of Korea in the formation of Japan.
In my own Mingei show, rather than say I create all the
things, I want to acknowledge every maker who made
anything for the occasion. I listed as many as seventy
people. It’s a way of being inclusive, to fight against the
idea of modernism that the artist is the only one who
made everything. I couldn’t make this exhibition unless I
had help from all these people. That’s what I want to say.

Hosoo helped me with the creation of those Af-
ro-Mingei outfits and banners. It wouldn’t have been

possible without their cooperation.

Hosoo: After the industrial revolution, craftspeople

were increasingly marginalized as standardization and
efficiency became the norm. What is known as mingei
now, the work of nameless artisans, was gradually erad-
icated. My understanding is that the Mingei movement
was a form of resistance against that process. On the
other hand, crafts such as Nishijin textiles were born
from various cultures brought in via the Silk Road that
were then transformed and developed in Japan. These
movements, however, could not develop into a larger,
world-changing trend, even though they have continued
without interruption.

By contrast, your activities seem to me, as you said
earlier, to bring contemporary crafts and craftspeople
together, fusing them with your own Blackness, so as
to sublimate the problems facing the world into hope.
Through our collaboration, I felt great sympathy for

what you’re doing to innovate society.

Gates: I think the movement I'm trying to create is like
anet, the one with which we catch language and culture.
When I listened to Okinawan Hip-Hop, I thought it’s
like Afro-Mingei. They were performing at a temple.
They are somewhere between prayers and rhyming. So,
Blackness has been present in Japanese culture for a very
long time, and Japanese culture has been present in the
United States. However, a culture has sometimes come
without the people. People in the US love martial arts but
they don’t know Japanese people, and Japanese people
love hip-hop but they don’t know Black people. So, how
do you build a real friendship? It’s not just the culture
that is going back and forth. It’s actually humans who
care about each other, share interests and can make even
more interesting things together. I didn’t know anything
about you the first time we met, but we hit it off right

away. That’s how we were able to do the collaboration.
Hosoo: Our collaboration this time was like a roller-
coaster, with a tremendous sense of speed. I feel that
there will be still more things for us to make with you.

Toward New Collaborations

—What kind of collaboration can we expect in the
Suture?

Gates: Last time we met, Masa san took me through the



Hosoo workshop and showed me obi designs.
Hosoo: Right, our archives of 20,000 obi designs creat-

ed 50 years ago.

Gates: These designs were moving, because it seemed
like a combination of calligraphy, architecture, and
fashion design all on this one page. And you can tell that
the graphic artists who made the obi designs were really
skilled. A big part of our practice is taking archives and
making them interesting in new ways. For an upcoming
exhibition in Chicago, I worked with the Johnson Publish-
ing Company, showing their images of African American
women from Ebony and Jet Magazines wearing Italian
and French couture*. I think we can pull the Hosoo
archives out and bring the obi designs from the 1950s and
’60s into an installation that compares different fashion
trends in the same period.

My paintings are made of the material that my father
was using, tar. They are between 3 and 10 meters wide.
Obi, too, are very long, so I thought it could be interesting
to translate obi into a tar painting. I heard that you inher-
ited Nishijin-ori from your father and made a major inno-
vation by weaving cloth for products larger than kimono.
Similarly, while my father used tar for a very practical pur-
pose, just for the roof, I moved it to an aesthetic purpose. I
think there’s a generational shift here. We are both trying
to do new things with the material we inherited.

I’m also interested in fashion. I might be able to share
ideas with you and we can make new things together,

integrating fashion, space, and architecture.

Hosoo: In fact, this building, the Hosoo Flagship Store,
aims to be a “craft architecture,” and was created in
collaboration with artisans from various fields, includ-
ing plasterers, stone carvers and gold leaf artists. One
mission of Hosoo is to promote and spread crafts more
widely in society. In that sense, our activities do have a
lot in common with what you are doing. I hope that we
can continue to work together and create a new move-
ment that will bring back to the world the crafts and folk
art that have been excluded until recently, making them

something of real value once again.

Afro-Mingei and Kimono

Gates: The sole on these Margiela Tabis I'm wearing

is very thin, so it wears out very quickly. Most people
probably stop wearing them when it wears out, but

I brought mine to a really good Black cobbler in my
neighborhood. He had never seen a Tabi before, but he
said, “Oh, it’s like a classic Stacey Adams leather shoes”
and resoled them. So they are no longer Margiela Tabi

but my Tabi. I had another pair of Tabi turned into a pair

of roller skate shoes, with wheels and an axle. Now they

are like an Afro-Tabi.

Hosoo: That’s so funny. [/awughs] Our company’s
background, kimono, is similar to that. When making a
kimono, we cut a fourteen-meter-long bolt of cloth into
eight rectangular pieces. Without throwing anything away,
we put them all together to make one kimono. In Japanese
sewing, the so-called wasai, we sew in a way that makes
the stitching easy to undo, unlike in the West. The reason
for this is that when the kimono has been worn for a long
time and becomes frayed in places, or when a parent
passes it on to their child, the kimono is taken apart into
eight parts, washed until it is as good as new, and then
sewn back together again. This process is called arai-hari.
That’s how you continue to use the beautiful thing until
the very end. When it can no longer be worn, the kimono
is made into a f#roshiki [wrapping cloth], and then we
continue to use it until it is finally turned into a rag. That’s

the structure of a Japanese kimono.

Gates: We made a kimono with you for the current
exhibition [at the Mori]. When we were designing an
Afro-Mingei kimono, you told me that historically crafts-
men’s clothes didn’t have sleeves. When I'm working at
the potter’s wheel, I get water and clay splashes on my
pants. If 'm making a very large pot, I need my arm in
the pot. The sleeves get in the way, and I can’t have too
much fabric on the front, because it would touch the pot.
So I dream of an apron, water-repellent, with a front that
falls through and no sleeves.

I'm no fashion designer, but my craft is telling me
what the fashion should be. Fashion has imagination,
and the beauty of Afro-Mingei starts with a problem of

craft-making. My work dictates my fashion possibilities.

Hosoo: When making Afro-Mingei kimonos, we had
a session where you came to the Gallery Shinmyouan,

which I direct, to try different types of calligraphy.

Gates: It was so fun. You are a really amazing artistic
director and producer. You created the conditions where
drawing was very easy. You set me up with paper and ink
and just let me go, making me more comfortable to draw
than anyone I've ever worked with. I didn’t have a lot of

time, maybe an hour, but it was so fun.
Deconstructing the Past
—At Shinmyouan, Hosoo san collects fabrics from old

kimonos and transforms them into art pieces. That’s

another thing that you have in common with Gates san.

*Theaster Gates: When Clouds Roll Away—Reflection and Restoration from the Johnson Archive,

Stony Island Arts Bank, September 13, 2024-March 16, 2025

(KYOTO/YAZOO CITY)
#/3F— (BLAK FUTURES)
Theaster Gates—Afro-Mingei banner (KYOTO/YAZOO CITY)
Afro-Mingei banner (BLAK FUTURES)

VT RZ— AV (T7AE

Gates: The Gallery shows beautiful fabric from 200
years ago, in an abbreviated way, like a haiku. If we don’t
show the whole kimono, then you don’t have to worry
about its politics. What the Gallery does can also be
thought of as a deconstruction. You can deconstruct
anything, an idea, our political moment, as well as a
garment. It’s a way to understand the thing in front of
you, pulling it apart and putting it back together again in

a variety of ways.

Hosoo: At Shinmyouan, we use 200-year-old kimo-

no from the Edo period not because they are old, but
because they are simply the best material. Before the
Industrial Revolution, craftsmen spun threads by hand,
dyed them by natural dyeing, and wove them by hand,
something that would never be possible today, given the
inefficiency of the process. Things made with genuine
craftsmanship do not deteriorate over time but become
more beautiful. There was a beauty in the past that can’t
be produced today, and it also reflects the passage of
time. We must find that beauty, reconstruct it, and pass
it on to the modern world. In that respect too, I am

really inspired by what you do.

Gates: Sometimes I ask myself: What is the art that I
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Installation view: Theaster Gates—Afro-Mingei, Mori Art Museum, Tokyo, 2024

Photo: Takeru Kuroda Photo courtesy: Mori Art Museum

make? It’s easy to make art today about Donald Trump
or Kamala Harris, because that’s what everybody is
interested in. But I'm interested in things that people
don’t care about. Sometimes history is interesting,
because there is so much accumulation on it. It’s hard
to take a philosophy out of the past. However, maybe
what my art is after is creating contemporary value for
important ideas. Not just found materials but ideas that
deserve a light, and then try a way to take the idea and
add just a little bit more, so that it becomes newer and

fresher. Sometimes I add nothing else.

Hosoo: I think we are at a new turning point. One hun-
dred years ago, when Muneyoshi Yanagi was leading the
Mingei movement, capitalism was at its height. It was
supposed to make the world a happier place by driving
it towards industrialization at a rapid pace. However,
as the world undergoes various changes, we are at this
turning point where the things that existed before the
Industrial Revolution, what Yanagi tried to promote
as Mingei, are being reevaluated as the driving force
that will create the future. Not just creative people like
yourself, but also young artisans will support such a

movement.



Roots in Music
—You two also share a background in music.

Gates: Yeah. I have a band called the Black Monks. We
used to be called the Black Monks of Mississippi. The
goal was to focus on historic Black music before jazz or
blues, like slave spirituals of gospel. The title “monk”
was based on my desire to make a creative part of my life
more meditative. The Mississippi part was a celebration
of my parents’ ancestry. The songs we sing are those that
my mom, my grandmother, and my great-grandparents
used to sing, from the 1880s. It’s like a Black Mingei
music. It happened first in my music and now, it’s hap-

pening in my art.

Hosoo: Initially, I thought Nishijin-ori and kimono were
very conservative things. I wasn’t interested in them
and had no intention of taking over the family business.
Istarted a punk band when I was in high school after
listening to the Sex Pistols’ “Anarchy in the U.K.” From
there, I gradually got into technology-based electronic
music like electronica. I am now back in the family
business, but my musical background has been very
important to me. I liked punk because I was attracted to
the fact that it was a form of resistance and countercul-
ture. That attitude has led to the way we are currently
trying to push mingei and craftwork out into the world.

In the field of electronic music, I used to be in a unit

called Eutro, and I've recently restarted it. It’s based on
dub. Dub music uses old equipment such as tape echo
machines to create a delay. The feedback gradually
becomes faded, resulting in a beauty by aging, precisely
the kind I mentioned earlier. That, too, is similar to what
we are doing at Shinmyouan right now. In my mind, the
kimono we show at Shinmyouan are like breakbeats. We
take something that’s 200 years old, take it apart, and
then put it back together again. I feel that I can do the
kind of work I'm doing now because, just like you, I have

my roots in music.

—The last question. Gates san, do you have any favor-
ite place in Kyoto?

Gates: [ spend more time in Kyoto now because my
friendships have become so deep here. I have a record
bar and an eel restaurant that I love. In Uji I go to my
favorite teahouse. But above all else, Hosoo now is part
of the truth of Japan for me. Tokoname, Tokyo, and
Kyoto, these three places have become precious to me.
Masa san, I want you and me to go to other places, to

hear good music and a good drink with you.

Hosoo: By all means. Thank you so much for making

time today.

August 10, 2024 at Hosoo Flagship Store
Interpreter: Akiko Hamaoka
Additional editing: Gaku Kondo
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Theaster Gates

Born in Chicago in 1973 and based in the South Side
of the city, Theaster Gates is an internationally
celebrated contemporary artist. His practice is
centered on conceptual formalism, sculpture, urban
planning, land art, and performance. In 2004, he
came to Japan to study ceramics in Tokoname, Aichi
Prefecture. He has returned to Japan almost annually
since and has been deeply influenced by Japanese
culture over the past twenty years, exploring his own
unique aesthetic proposal of “Afro-Mingei,” a fusion
of black culture and Japan’s Mingei movement. He
participated in the international art festival “Aichi
2022” and held his first large-scale solo exhibition in
Japan, Theaster Gates: Afro-Mingei at Mori Art
Museum, Roppongi, Tokyo, in 2024.
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Hosoo was founded in 1688 and, for many years since, operat-
ed as a weaver. In 1923, the 9th head of the family, Tokujiro
Hosoo, started the wholesale business of obi 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, Masataka Hosoo 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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The Ainu, an indigenous people of northern
Japan around Hokkaido, have developed a
unique culture and craftsmanship. An example
is attus, a plain weave fabric produced with
fibers from the inner bark of 04y0, a member
of the elm family, which are peeled thinly, torn
into threads and woven on a backstrap loom.
In the town of Biratori, located in the Saru
River basin originating in the Hidaka Moun-
tains, attus is still being woven in the tradi-
tional way, lovingly preserved to this day.

The photo on the previous page shows an
attus amip, a traditional Ainu robe made in
the fabric. It has tapered sleeves and no okumi
[narrow panels bordering a kimono’s front],
while the collar, hem, and cuffs are decorated
with embroidery and appliqués of cotton
threads and cloth. Imposing, dignified, and
beautiful in its orderly geometry, attus amip
reveals the Ainu’s sophisticated aesthetics and
superb craftsmanship.

Soft yet strong, water-resistant and
breathable, aztus was widely produced until
cotton became more prevalent. It was also
brought to mainland Japan through trade.
Documents show that it was valued by sailors
on the kitamae-bune [merchant ships that
sailed between Osaka and northern Japan]
as well as herring fishermen during the Edo
period (1603-1868).

+
The making of a¢tus begins by skinning an
0hyo (it can reach 20 to 25 meters in height)
in the forest in spring and early summer, when
the moisture in the tree is higher. While still
wet, the outer skin is removed to leave only
the inner bark to be collected.

The 0hyo’s inner bark is composed of
multiple thin layers. After being boiled in an
alkaline solution such as lye for at least 5 to
6 hours, the bark is washed repeatedly, each
time with fresh water. It is then rubbed and
rinsed in a clear stream to remove slimy rem-
nants, before being peeled apart and shredded
into the thinnest threads possible.

The Ainu culture is founded on the belief
that everything from the ocean, mountains,
and rivers to plants, animals, fire, wind and
even disease are kamui (deities). Attus, woven
in the same way as in ancient times using
thread from trees, embodies the essence
of that culture, living by nature and always

respectful of kamaus.
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(Top)

The inner bark has a glue-like slime on it. If this remains,
threads cannot be made. The bark is washed thoroughly,

leaving only the ligamentous fibers.
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The washed and thinly peeled bark is hung outdoors,
exposed to the elements, for about two weeks. Ultraviolet
rays bleach it, fading the color and making it even.
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The inner bark of the ohyd is brought to a clear stream a
short distance from the village. There it is carefully
rubbed and rinsed to remove the slime that remains on
the inside.
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Once the dried and soaked inner bark has softened enough to be
wrung out by hand, it is rubbed and peeled thin into one single
layer. Its thinness is such that one can see through it, like the
shavings left after a skilled carpenter has applied his plane. The
bark is then shredded into threads about 2 mm in diameter.

If threads are to be dyed, the process begins before the bark is
shredded. This is because 0hyo fibers easily fray. They get tangled

up if processed after being turned into thin threads.
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Threads of ohyéd inner bark, shredded into pieces 2-3 mm
in diameter and tied together in sheet bends. The knots
are kept as small as possible, with the loose ends cut
off with scissors. About 500 g of thread, it is said, is
necessary to weave one obi.
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The inner bark of ohyd, dyed before being shredded into
fine threads. Yukiko Kaizawa, who still weaves attus in
Nibutani, uses indigo made from sukumo, a dye produced
from fermented indigo leaves, in addition to walnuts,
yellow cedar, wormwood, and modern plants such as
marigolds and onions.
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Twisting thread made from the inner bark of ohyé.
The thread is wound onto a skein while being twisted
little by little with fingers.
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After twisted, spun and rolled up into a ball, the
thread is put aside as the preparations of the loom
begins. The thread to be used as weft is wound
around a post called ahunkani.

DHREEDITIE ETL—r AN DL,
ng the thread through the yarn twister while
adjusting it with fing so that the tension remains
even. It takes even a lled weaver a month to produce
enough threads for one obi.
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Along with thread making, the most distinctive
feature of attus is that it is woven on a loom of
the most primitive structure, called atzus-kar-
ape (backstrap loom).

In a nutshell, the structure of a textile is as
follows: The warp is aligned to the length of the
fabric (a process called “warping”), into which
the weft is beaten. In order to improve the
efficiency of this process, looms with a fixed
warp and heddles have been developed. Howev-
er, the backstrap loom does not have a frame to
attach accessories to. The weaver winds one end
of the warp thread around their body (waist)
and gradually moves forward as they beat the
weft into the warp. Aztus is the only fabric in
Japan still woven on a backstrap loom.

T
The preparation of a backstrap loom begins
with the process of “thread stretching.” First,
a stake is put up about 9 meters away from the
cloth roll stick (¢umamuni). Between the
stake and the stick, a warp spacer (wossa) and
a separator (kamakap) are placed. The weft is
threaded through by one or two people going
back and forth between the stake and the stick.
With about 600 warp threads, they have to go
back and forth about 300 times, assuming
that they pass the top and bottom threads
simultaneously.

Once the warp has been passed through,
the threads are tied together in several places
and secured to a post at a length suitable for
weaving. The weaver wears a waist brace
attached to the cloth roll stick and with the
heddle bar (pekauuni) picks out the weft
thread that will be the bottom thread. Thus,
they are finally ready to start weaving.

Consisting of the absolute minimum of
parts, the back-strap loom has no fixed frame.
Wrapped up in a furoshifki [ traditional wrap-
ping cloth] with threads, it can be carried
around. Weaving can be done anywhere, as long
as the warp is secured at one end. On a back-
strap loom, the tension of the threads is adjust-
ed by slight movements of the body, which
guide the hands handling the heddle bar and
the weft beater (pera), thereby determining the
quality of the finished cloth. The back-strap
loom is the ultimate fabric-making apparatus,
where people and thread become one to create
textile. The attus woven in this way retains a
strong sense of the weaver’s presence, their

body heat, as it were.
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(Top)

In front of the heddle bar, the pera is inserted between the upper and lower threads. The weft
is then passed through the gap thus created, and beaten into the fabric by turning the pera
flat. When weaving attus, both the warp and weft are soaked in water. Wetting the threads
reduces the strain on them, resulting in a tighter fabric.
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(Bottom)

The weft beater, pera in Ainu, is an indispensable tool. Made from hard wood such as itaya
(painted maple), it is ornamented with carvings. The instrument gradually wears down and
becomes thinner with continued use. Kaizawa's pera is carved by her son.
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Born at the foot of Nissho Pass and raised in Nibutani, her mother’s
hometown, from the age of four, Yukiko Kaizawa is a leading expert
on the Ainu traditional culture of aztus. She helped make thread as
a child, and after marrying at the age of 19, she learned how to
weave from her mother-in-law, falling in love with the craft.

Completely fascinated by her work, she never stops making
threads, even while traveling. Once she starts weaving, Kaizawa
rarely puts the textile aside, taking it with her on trips. “I've even
woven in a hotel in Tokyo,” she recalls—a feat only possible with
attus, woven as they are on a back-strap loom.

The thread made from 0hyo is fuzzy and difficult to process.
Once woven into fabric, however, it is supple and comfortable to
wear. All of Kaizawa’s works have a simple and strong quality
inherent to the thread, as well as a cheerful and dignified feel
expressive of the weaver’s personality. She started weaving attus

when she was 19, yet even today at the age of 84, she says she has
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yet to produce a work that she can be completely happy with.

Kaizawa has also been exhibiting works using plant dyes for
nearly 30 years. “It’s fun to go to the mountains with my grand-
children to pick chestnuts,” she says, “and to try dyeing things in
my own way.” She makes dyes from everyday materials such as
marigolds grown in her garden and onion skins. The stripes
created using threads dyed in this way as the warp are her signa-
ture. “Rather than trying to see how much of each color there
should be, I just look at them and combine the ones that come to
mind.”

Kaizawa has won numerous awards at the Japan Crafts Exhibi-
tion and elsewhere, and has received high praise, including the
2019 Agency for Cultural Affairs Commissioner’s Award. In recog-
nition of her technical excellence and achievements in preserving
and passing on traditional skills, she was awarded the Order of the

Sacred Treasure, Silver Rays in the autumn of 2023.
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The Saru River supported the lives of the Ainu people living in Nibutani, a place of
great significance to the Ainu. It is from there that their rich cultural traditions are

still being passed down today.
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Since 2020, Hosoo has been working with the Yasuaki Kakehi
Lab., the University of Tokyo and Zozo Next, Inc. to fuse tradition-
al crafts and cutting-edge technology in an effort to develop new
textiles that combine functionality and beauty. In 2021, the Hosoo
Gallery held the exhibition Ambient Weaving—Environment and
Textiles to present the results of the joint research, following it up
in 2023 with Ambient Weaving II that showcased the latest results

of the same research over the course of the intervening two years.

“Ambient Weaving,” the concept behind the joint research-and-de-

velopment project, refers to textiles that express environmental
information and integrate the environment itself. Unlike a wall that
completely separates humans from their surroundings, textiles
sometimes allow light and wind to pass through, causing chromatic
phenomena and tactile experiences to create a new environment
around them.

Ambient Weaving I aimed to build on the 2021 concept,
exploring the possibilities of a textile that forms the environ-
ment. Rather than simply designing textiles, the focus was on the
environment that arises between humans and textiles, as well as
creating new relationships between humans and their environ-
ment through textiles. The 2021 Ambient Weaving show present-
ed works such as Memories of Flow, which hardens under ultravi-
olet light, and Drifting Colors, in which individual pigments shift
position within the threads according to differences in electrical
charge, mass and hydrophobicity, as well as textiles that express
environmental information, whose behavior is affected by envi-
ronmental conditions including room temperature and humidity.
In contrast, Ambient Weaving Il focused on the phenomenon
that occurs between textiles and humans. For example, W2P002
«Optical Unveil> is woven with a special foil thread that reflects
light straight back to the light source, while WP0O03 Layers
creates color by layering textiles. In both cases, light and color ap-
pear differently depending on the viewer’s position relative to the
textiles. Ambient Weaving II, then, centered on textiles whose
expression hinges crucially on human intervention under specific

environmental conditions.

1. Ambient Weaving - Data Visualization
9. WP002 Optical Unveil
3. Wave of Warmth

1. WPOO4 Pillary

5. WPOO6 dridescence

6. WPOOI Sounds

The most distinctive feature of the exhibition was the juxtapo-
sition of Ori-An, a tea room made of textiles, with prototype
textiles. Jiku, emblematic of the show as a whole, was displayed in
the zoko no ma [alcove] of the tea room. Based on Wave, an iconic
Hosoo textile, the work is generated from environmental informa-
tion around the Hosoo Gallery. Its material is woven with a thread
that changes color from black to pink when the temperature
reaches 31°C or higher, as well as a special foil thread that reflects
light in a straight line back towards its source as in the aforemen-
tioned WP0O2 «Optical Unveil>. On the back of the hanging
scroll, there is a heater programmed to change temperature. Over
the course of 15 minutes or so, the initially all-black design on the
fabric changes color little by little, from the top to the bottom and
across the whole surface, just like waves shone by the setting sun.

As Jiku shows, the works on view in Ambient Weaving I1
offered an experience that could only be gained by staying in
the gallery for a certain amount of time, gazing at the objects. It
asked how these textiles, changing over time and with the lighting
conditions, affect human perceptions of the environment. During
the run of the exhibition, a tea ceremony was held in the gallery
space, with the participation of Reijiro Izumi, president of the
Sabié, a group that explores modern forms of the tea ceremony. In
a relaxed atmosphere, the participants spent about three hours
looking at the works from their respective seats.

Ambient Weaving II sought to redefine the meaning of the
environment, indeed nature as a whole, for human beings in the
modern age from a synchronic perspective. That understanding,
it was hoped, would be further enriched by the juxtaposition with
Ori-An, by connecting it to the history and the diverse cultural

background.

A detailed archive of this exhibition is published as a virtual
gallery (https://ambientweaving2.lab.zozo.jp/). It is also available
as an Apple Vision Pro app, which allows users to experience the
high-definition reconstruction of the display in a virtual space.

7. WPQO3 Lavers
8. WPOO7 Pixels

9. Jiku
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Ambient Weaving - Data Visualization

Pattern: Wave variations
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The pattern of this digital textile is based on Hoso0’s iconic fabric Wave and is gen-
erated from environmental information. The graphics on the monitor dynamically
change according to a year’s worth of environmental data collected surrounding
the Hosoo Gallery. The weaving structures of the fabric are included as data in this
digital textile, allowing for the physical weaving production of the fabric. The textile
featured in the tea room exhibit Jiku created using the same data generation method

as Wave.



WPO2 Optical Unveil

Pattern: Wave
Material: Silk, Polyester, Japanese paper + Silver, Nylon, Leuco laminated thread
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The appearance of this textile changes depending on the incident light and the

observer’s position. Foil threads with retroreflective beads and a thin interference
layer are woven into the textile, showing interference colors corresponding to the
optical length of the incident light’s angle. Thus, the foil threads display a range of
colors because of interference colors that change with the angle of incident light.
Additionally, the three-dimensional structure of Nishijin produces more intricate

interference colors.




Wave of Warmth

Pattern: Wave Il
Material: Silk, Polyester, Japanese paper + Silver, Nylon, Leuco laminated thread
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In this work, the color of the fabric changes according to the temperature of the sur-
rounding environment. By coating both sides of Japanese paper with ink containing
leuco pigment that changes color when it reaches a certain temperature, and cutting
it, the paper is woven into the weft as foil. When the temperature rises above 25 °C,
the color changes from black to blue, and when the temperature drops, the color
returns to black. This work visually represents temperature changes through the

reversible and real-time color transition of leuco pigments.



WPOO Pillars

Pattern: Wave
Material: Silk, Polyester, Rayon, Japanese paper + Silver, Acrylic, Carbon bar
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This fabric can be shaped from a flat sheet into three-dimensional forms and then
easily returned to its original flat state. It is woven using two different types of
carbon bars as wefts. The ends of these bars can be connected using snap buttons,
allowing the textile to transition into three-dimensional forms which were designed
through simulations. By altering the order and positioning of connections, it is pos-
sible to create multiple shapes using the same textile. The three exhibited shapes

represent the stages of a blooming flower (a bud, half-opened and fully-opened) and

were made using the same textile design.




WPOO6 dridescences

Pattern: Ripple Marks
Material: Silk, Polyester, Rayon, Japanese paper + Silver, Nylon, Structure colored film
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The surface and shadow of this textile shows different appearances through the

layering of specialized foil materials. By printing a pattern with microstructure-con-

trolled ink on the surface of the film woven as the weft of the textile, it selectively
reflects specific wavelengths to create a metallic sheen. Through overlapping
multiple films in a particular order and weaving them into the textile, the textile’s
transmitted light and reflected light from the back side superimpose. This gives rise
to color variations and moiré patterns stemming from periodic shifts in the intricate

printing pattern.




WPOOT Sounds

Pattern: Wave
Material: Silk, Polyester, Cupra, Rayon, Piezoelectric film
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This textile functions as a speaker by weaving in piezoelectric polymer films with

electrodes on both sides as foils. The audio-electrical signals exclusively make the

weft portions vibrate, causing selective regions to generate sound. Sound dispersion

can also be modified based on the textile’s form. Moreover, as the textile can let ex-
ternal sounds pass through, this textile can facilitate unconventional sound effects

such as superimposing sound from the textile onto environmental sounds.




WPO5 <Laver

Pattern: Ripple Marks
Material: Silk, Bemberg, Poiyester,?
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In this installation, 11ght is shone through two overlapplng textlles to reveal color
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WPOO7 Pixels

Pattern: Blink
Material: Silk, Polyester, Japanese paper + Silver, Nylon, Organic light-emitting diode (OLED)
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This textile emits light in a dot matrix configuration. The organic light emitting
diodes (OLED) foils woven into the weft of this textile produce light upon applying
an electric current to them. The intersecting points between the OLED and the
conductive threads utilized as the warp establish the matrix circuit. As the foils

are woven to the back side of the textile, they do not interfere with the Nishijin’s

design even when the lights are off. This is a modern reinterpretation of the unique

features of Nishijin-ori, namely gold and silver leaf, which transforms its design in

accordance with the ambient light.
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Pattern: Wave variations
Material: Silk, Rayon, Polyester, Polyethylene, Retroreflective yarn, Thermo reactive polyester
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This hanging scroll is made of fabric incorporating threads capable of chang-
ing from black to pink when the temperature reaches 31°C or higher, as well

as unique foil threads that display interference colors through retroreflective
properties. The back of the scroll is equipped with a heater, which, when
controlled by a computer program, causes the fabric's color to change over
time. Additionally, when the incident light and the observer's position are in
very close proximity, the foil threads display interference colors. The patterns
were generated from an algorithm that incorporates past environmental data.
The Japanese term Jiku refers to the dimension of time and space alongside the
scroll, and it intricately portrays multiple aspects of the evolving environment

influenced by changes in time and space surrounding the fabric.
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Ambient Weaving Il x4 202443 H4H

<f# {‘j\> MACHIAI [waiting room]
WP001 {(Sounds) 7 wu F %4 7 WPO0O0I Sounds> prototype
L L '
T)JV;E Shoza [first ceremony] o d " o sy lE
CEERD KAISEKI [light meal] 4 el > ot i
Wave of Warmth 1 o .
Wave of Warmth ave of 2 2 -I: ,‘ G
e b o
;?1_
Goza [second ceremony] .
ﬁ‘ﬁk)ﬁ> KoICHA [thick green tea] at Ori-An =
by A TS N U™ Hanaire [flower vase] Kyozutsu utsushi [imitation of a cylindrical case for storing a sutra], ; Q
U Ak o e S S
RfT AR made by Jihei Murase II L .

L
=
INZEBE IR TR oA

{l]%l Furogama [iron kettle on portable stove]

Flower Japanese cornel *replaced by fritillaria at the last ceremony

ﬁé@%ﬁ%ﬁ@Tﬁﬁ(*% Kirikake [furogama with the kettle’s brim perfectly fitting the stove’s opening]

I e AT Mizusashi [cold water container] szlmn mom‘lu dakioke mizusashi , . )

[imported holding-bucket-type water container with moru pattern]
AW SR AL EAME
oty st R BB
TERRAEK e R e 1F

5147 Kensui [slop bowl] Slop bowl with flowers and birds carving, made by Inaba Takahashi

Chaire [tea caddy] Hyétan-gata [gourd-shaped], made by Ninsei Nonomura
Chawan [tea bowl] Black Raku tea bowl, signatured Juka, made by Jikinyu Raku

Chashalku [tea spoon] Bamboo teaspoon, signatured Suehiro, made by Hounsai

;% % Futaoki [rest for kettle lid and ladle] Hikikiri [bamboo rest]

BBt 85 ﬁ,ﬂz.r# L) Kashiki [container for serving confections]
/. == SENNL S
R = Fuchidaka [tray with raised edges]
EMoHE  —REFEE ) ) _
Confection Sakura mochi [cherry-leaf rice cake], named Sekidera Temple,
made by Oimatsu

Unmon no mukashi from Ippodo Tea

<;§?§ JiSaA TLT}%> Usucha [thin tea] at ryiireiseki [area with tables and seats]

WP003 (Layers) WP003 Layers:

TEA B—IEY MR DA RELE
t  # ITR
K¥g 27 v v AJ\fAKIR PRATE Mizusashi [cold water container] ~Octagonal stainless steel water container, made by Kimiko Nakamura
M FRERE % FT AMAEAE Usuchaki [thin tea caddy] Ginrande shokaku tonatsume

[silver-covered ceramic caddy with pine tree and crane design],

= e F e y Gl A — A R

EESE £ ﬁ"ﬁﬂ Hi—1E favored by Tantansai, made by Kyuho Kuze

78K 8 H EROW =HBw CAAE Chawan [tea bowl] Aoji chawan [celadon tea bowl], made by Yuichi Ikai
) Y

2T v v A J\AEIK A ATFAE Chashalku [teaspoon] Bamboo teaspoon, signatured 75su/i [moon],

2F v v TR TRATE one of a set of seven, made by Ikuyo Mitsuhashi
. . D Kensui [slop bowl] Octagonal stainless steel slop bowl, made by Kimiko Nakamura
A IEA 1N © i '

e L o 1]
fe L5 ;—Ct 7 % Kashiki [container for serving confections]

1 LR B e e . L
MoH (Rt N El S Yusan bon [tray for excursion], made by Tetsu Kobo

Hanaire [flower vase] Take ichijigiri [bamboo vase with an aperture],
made by Ennésai out of old materials from Konnichi-an

Flower Camellia, Reeve’s spiraca

Futaoki [rest for kettle lid and ladle] Octagonal stainless steel rest, made by Kimiko Nakamura

Confection Hanashippo, made by Shikitei

Tea Kan no shiro from Ippodo Tea
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Ambient Weaving Il Z& 22 W T
On Ambient Weaving Il Tea Ceremony

HERRRER (REREE)
Reijiro Izumi (President, Sabié)
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On the occasion of the Ambient Weaving Il exhibition, I was asked to
advise on holding a tea ceremony for the invited guests at the Hosoo
Gallery, to which I offered my modest support. Upon receiving the
request, I reminisced about Craft Theater Sabié hosted by my late father,
Masakazu Izumi, in 1989. The event was designed to offer creators
engaged in traditional crafts an opportunity, through a tea ceremony, to
appear in front of the guests and interact with them as if they were the
tea ceremony masters. The creators’ new works were adorned with
dishes prepared by young chefs. The host-guest interaction allowed the
creators to experience how their productions were used by the chefs and
the guests.

Instead of dividing low technology and high technology, I thought
the event at the Hosoo Gallery should resemble Craft Theater Sabié,
where people engaged in contemporary monozukuri [the art of making
things] to come before the guests and foster host-guest interactions.
Therefore, I invited the people from the organizer Hosoo, as well as
those from the Yasuaki Kakehi Lab., the University of Tokyo and Zozo
Next who were involved in the research and development, to participate
in the tea ceremony as ohakobi [servers]. Having people with ample
background knowledge of and love for the works participating as hosts
would help convey special meanings to the guests, and for the creators,
too, being present at the event to witness how their works are used
would be a valuable opportunity.

First, I chose the first-floor lobby, where guests gathered, to func-
tion as machiai [a waiting room]. In a tea ceremony, kakemono [a
hanging scroll] used in a waiting room is called machiaigake and often

hints at the theme of the tea ceremony. For this reason, we decided to
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display the prototype of the sound-emitting textile WP0OI Sounds>,
which would evoke a prologue. To subtly imply the theme of “weaving
in the environment” with sounds, the textile was accompanied by
environmental sounds recorded in the garden of the House of Hosoo.

Once all the guests were gathered, we asked them to move to the
Hosoo Gallery on the second floor to be seated at the tables. The
placemats on the tables are made of a textile titled Wave of Warmth,
which changes color with heat, altering their appearance over time.
Kaiseki [light meal] was prepared by Ry6-sho. The menu consisted of
abowl of rice, a bowl of soup, and mukozuke [a side dish], followed
by a bowl of nimono [simmered foods], a plate of yakimono [grilled
foods], a small bowl of suimono [clear broth], hassun [a tray of
several small portions], pickled vegetables, and yuzo [a pitcher of hot
water with slightly burned rice]. As I mentioned above, I entrusted
the role of serving the meal and pouring sake to those involved in the
project, including the members of Hosoo.

A formal tea ceremony, chayi, is often described as a “two-act
drama staged over four hours.” The first act consists of shoza [first
ceremony], in which kaiseki meal is served. Tea is served in the
second act. Traditionally, a hanging scroll adorns the scene of kaiseki
meal in the first ceremony to most vividly reflect the host’s senti-
ments. At this gathering, a large panel of Wave of Warmth was hung
on the wall, and we treated it as a piece symbolizing the theme of

“weaving in the environment” and regarded it as an alcove ornament.
The work, which weaves in the participants’ movements and energy,
can be considered the hanging scroll that epitomizes the concept of

ichi-go ichi-e [treasure every meeting, for it will never recur].
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Once the kaiseki meal was over, the guests took a short break before the maker was unknown. Mizusashi [ cold water container] was ' ,,-_{‘..';_‘ A
starting goza [second ceremony]. The koicha [thick tea] ceremony nanban mouru dakioke [imported holding-bucket-type water fﬁh__-
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was held in Ori-An, a demountable tea room surrounded by Hosoo
textiles, and #sucha [thin tea] ceremony was held in the adjacent
room in a ryzrei style with seats and tables, and we guided the
guests to each space sequentially. We decided to omit sumitemae
[procedure of placing charcoal in the stove] because the thick tea
and thin tea ceremonies were separated. In the second ceremony, or
the part where guests have thick tea, the hanging scroll is rolled up,
and a flower arrangement is placed in the alcove. This phase involves
bringing some light into the room and is described as a moment of
transition from yin to yang.

Typically, confections are to be enjoyed during the first ceremo-
ny, but given the circumstances, we served them in Ori-An. The
confection was a creative piece combining sakura mochi [ cher-
ry-leaf rice cake] from the east and west regions. In the Kanto [east]
region, sakura mochi is in a crepe-like style and is called Chomeiji.
In the Kansai [west] region, it is called Domy®oji and is made with
Domyoji flour consisting of glutinous rice, which makes it heavier
than the Kansai style. The one we served was Domy®dji sakura mochi
wrapped in a crepe, so we named it Sekidera, a temple said to have
stood near the Barrier Station of Osaka, connecting the east and
west. It was an appropriate confection for the ceremony not only
because it was in harmony with the season but also because it
incorporated different elements.

In the alcove, I displayed hanaire [flower vase]—kyozutsu
utsushi [imitation of a cylindrical case for storing a sutra]—by Jihei
Murase, and adorned it with Japanese cornel. For 2ama [iron kettle],
Iselected kirikake, which consists of furo [portable stove] and kama.
All old-style tea ceremony iron kettles take this kzrikake form. Since
our tea room was quite modern, I thought an old-style kettle would be

suitable. It was not an antique piece, but I had it in stock at home, and

container with méru pattern]. Mowuru comes from moru, a textile
with raised designs produced during the era of the Mughal Empire
(1526-1857) in India. The cold water container I used was made by
hammering copper into a shape and embossing with patterns, which
resembled moru textiles, thus the name mouru was given. I selected
the piece out of a desire to incorporate a work associated with textiles.
Chaire [tea caddy] was hyotan-gata [gourd-shaped] piece by Ninsei
Nonomura. Since Hosoo was founded in 1688, I wanted to include at
least one thing from the 17th century. Chawan [tea bowl] was a black

tea bowl signatured Juka [literally “congratulatory flower”] made by

Jikinyu, the 15th-generation successor of the Raku family, and cha-

shatku [teaspoon] was a bamboo teaspoon signatured Suehiro [literal-
ly “broader toward the end,” meaning increasing prosperity ] made by
Hounsai, the 15th-generation successor of the Urasenke family. I
chose them to celebrate the exhibition and wish for its future
success. This concludes the arrangement for the thick tea ceremony.
As a prerequisite to selecting the utensils, I first considered the
colors of the tatami mats. Colored tatami mats, which are uncon-
ventional, affect how items look, so the utensils could appear
unattractive depending on the combination. On the other hand, the
mats’ colors could also augment the utensils. The guest seating area
was based on blue tones, while the host’s area was adorned with red.
So, I came with a hidden theme of bringing in items in similar colors.
For the flower vase placed near the guest seats, I chose a blu-
ish-green piece. For the utensils at the host’s seat, I selected a
reddish iron kettle colored with red oxide and a bronze portable
stove, as well as a copper-gold alloy cold water container. All these
utensils are selected to complement the room. It was my first time
selecting utensils based on their colors, but I believe they blended

well with the space.
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In the following thin tea ceremony, we used a room with
WPO0O03 <Layers> hung like a triptych and set it in a 7yzrei
style with tables and chairs. WP003 <Layers> is a textile that
appears in different colors when layered. For this ceremony,
which was themed “forms and colors,” I designed the atmo-
sphere to be lighthearted and enjoyable for the guests. For the
flower vase, I put a nail into the wall and hung the vase. I
thought a slender piece would be appropriate for the ceremo-
ny, so I used a narrow vase made out of old bamboo found
while renovating the Urasenke Konnichi-an tea room during
the Taisho era (1912-26). The flowers were Reeve’s spiraea and
camellia. For tea bowls, I selected celadon bowls by Yuichi
Tkai as kazuchawan (tea bowls for multiple guests).

Usuchalki [thin tea caddy] was a ceramic tea caddy made
by Kyuho Kuze. It is decorated with images of a pine tree and
cranes in silver on a red ground. For the bamboo teaspoon, I
chose the one created through Sabié, an activity my father
had put his heart into. Held in the 1990s, Sabié was an
attempt at artistic expression and a movement involving
designers and creators in various fields through the art of tea
ceremony. The teaspoon I used was from a series of seven
teaspoons named after the seven days of the week by design-
er Ikuyo Mitsuhashi. I selected one called “Monday [moon].”
Mizusashi [cold water container], futaoki [rest for kettle
lid and ladle] and kensui [slop bowl] had also been created
for Sabié. They are part of the set of octagonal stainless-steel
tea-things made by metalwork artist Kimiko Nakamura. For
the confections, I selected Hanashippo, a rectangle confec-
tion with colorful agar cubes, which present different colors
on each side. Kashiki [ container for serving confections] was
yusan bon [tray for excursion] made by Tetsu Kobo of
lacquerer Sotetsu Nakamura, Kimiko Nakamura’s home and
one of the ten crafts families who produce tea utensils for
Senke. The tray is colorful and elegant.

The tea ceremony ended with the conclusion of the thin
tea ceremony. The participants left the tea room and relaxed-
ly gathered to have a conversation as godan [post-ceremony
session] before reluctantly parting ways. It is my hope that
this event provided an opportunity to deepen understanding
of the craftworks and respect for the techniques through a

tea ceremony.

Reijiro lzumi

Reijiro Izumi is the second son of Soko Izumi, the younger
brother of Zabosai, the 16th-generation head of the Urasenke
school of the tea ceremony. Reijiro’s tea name is Sorei. He
practices the Urasenke school of tea ceremony and is an
active scholar of the tea ceremony and crafts histories. He
completed the Arts Major at the Graduate School of Art
Studies, Kyoto University of Art and Design, and received Ph.D.
He has worked as a part-time staff at the curatorial
department of Sakai City Museum and currently occupies
positions as the deputy director of the Chado Research Center
Galleries, the vice principal of Urasenke Gakuen school, the
school chief director of an NPO organization Nagomi, and the
president of Sabié. He is engaged in activities in various fields,
including the Urasenke school of the tea ceremony.
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The Potentialities of Nishijin-ori
— Can you first tell us about Nis -ori, or Nishijin
brocade, the technological and conceptual basis of this
project?

Hosoo: The key characteristic of Nishijin-ori is that it has
been produced in Kyoto for approximately 1,200 years
for aristocrats, samurai clans, Buddhist monks and Shin-
to priests, people to whom money and time were of no
importance. In other words, it is a textile that has pursued
beauty without much economic consideration. Over this
long history, a wide variety of techniques and materials
have been accumulated and passed down from generation
to generation.

Unlike the West, Japan did not have a jewelry-wear-
ing culture, so people sought to differentiate themselves
through the materials of the fabrics they wore. Nishijin-ori
in particular is characterized by a material called haku,
said to have been invented about 300 years ago. It is creat-
ed by applying a thin layer of gold or silver foil on a sheet
of Japanese paper, then slicing the sheet into fine strips
and weaving them into threads. Nishijin-ori is produced by
layering multiple weft threads. Its multi-layered structure
allows for a wide variety of fabrics. Experimenting with
haku, weavers have combined the complex structure of
the textile with threads of different weights to variegate
the fabric’s appearance in its environment, much like the
cut of a diamond.

Nishijin-ori is unique in that it has woven these diverse

materials together as decorative elements in its fabrics.

—A question for Kakehi san and Nakamaru san. What
is the connection between Nishijin-ori and the activities

you have been involved in?

Kakehi: Originally we focused on developing interfaces and
interactive media. Our goal was to cross and intermix the
information environment with the physical environment,
but our initial optical approach, centered on electronic dis-
plays, turned out too limited in terms of frame. It was thus
only natural for us to turn to fabric, a textured object that is
both part of the body and space, supple and soft, rather than
something mechanical or electrical and rigid.

Since fabric can be a part of the body and space, we
sought to create interaction by exploiting the beauty of
fabric and the way it is made, rather than simply attaching

an existing mechanical device to it. I heard that Nishijin-ori

applies haku on Japanese paper and weaves it into warp

and weft in silk to create its shimmer and luster. I found
this approach very interesting as a way to incorporate new

elements.

Nakamaru: Having worked for a house appliance manufac-

turer, [ have always viewed clothing as an interface with the
body as well. Clothing is also increasingly used as part of a
healthcare monitoring system. There are thus many instanc-
es of clothing employed to solve different problems, but

as a fashion tech company, Zozo Next is also interested in
fashion as a source of pleasure and the development of new
markets. Especially for products that engage sensibilities, it
was crucial to collaborate with Hosoo, a company that has
been exploring beauty for nearly 1,200 years.

The synergy between Nishijin textiles and cutting-edge
technology is not limited to traditional techniques, but also
has a significant local and cultural dimension. Hosoo works
with a wide variety of haku. Sometimes looms need to be
modified as haku of different thicknesses and hardnesses
are introduced. For example, the teeth on a reed are usually
distributed regularly, but mounting a thicker thread re-
quires removing a few of them. Nishijin-ori typically divides
the production into approximately twenty processes, hori-
zontally. A network of reed manufacturing workshops exists
in the same Nishijin area (a district of about 5 km in the
west side of Kyoto city) as Hosoo itself. For this reason, they
can respond promptly to Hosoo’s requests, for example to
modify their reed. One strong advantage of Nishijin-ori lies
in the fact that people with a high level of expertise in textile

are concentrated in the same neighborhood.

Designing Ma

—What was the most significant change in the production
process between the exhibitions Ambient Weaving in 2021
and Ambient Weaving 11 in 20232

Kakehi: Our first idea was to synthesize information tech-
nology and traditional crafts through textile. We began by
experimenting with combining different materials to cre-
ate a single fabric, but gradually the project evolved from
designing objects and products to designing an experience.
We zeroed in on the way fabric can be a medium to connect
people and things. We found it very interesting that fabric
itself is at once an interface open to the environment and a
medium that creates that very environment. Ultimately, we
shifted our focus to appreciating the environment fabric

creates. Fabric itself could be transparent.

Nakamaru: At the Ambient Weaving show, 1 saw Wave
of Warmth change color throughout the day, with the
slightest fluctuation in the air current. Watching the air
ascend made me realize that it was really warmer up there.
Spending a long time in the gallery gave me this awareness.
I felt that perhaps a further refinement of the world view
expressed in the products presented in Ambient Weaving
as well as an improvement on their quality, might make

it possible to realize through textiles an experience that



would open up our consciousness.

Kakehi: In other words, the design for Ambient Weaving
II'was targeted at the relationship between people and
fabrics, or ma [space between them]. Now the range of output
has expanded to include changes in the appearance of an
object caused by the time and place of viewing, as well as

human emotions and feelings.

Hosoo: Haku can’t shine without the sun. It is the reflec-
tion of light that creates beauty. In other words, fabric is
relational, always reflecting its environment. The totality
of the environment is woven into a single object of beauty.
In this light, thinking about the environment leads natural-

ly to the pursuit of beauty in fabrics.

—Ambient Weaving 11 juxtaposed a tea room, Ori-An, with
product prototypes in the exhibition space. The whole gal-
lery was turned into a tea room, in which actual ceremo-
nies were held. How do you think this connection to Japan’s
multifaceted historical culture has affected the project?

Nakamaru: The sensitivity to the change in color caused
by the light of the setting sun, for example, has always been
valued. After participating in the tea ceremony, I realized
that the exhibits in Ambient Weaving felt very different
depending on whether viewed simply as artwork or expe-
rienced in the context of human interaction, such as a meal
or conversation. There are things you don’t notice just by
staring at an artwork constantly changing its color. On the
other hand, you might be surprised to see a hanging scroll
suddenly change in appearance when you glance at it again
after drinking a cup of tea. In the field of IoT, the amount
of information that speaks to us is increasing rapidly. In the
near future, the ability to propose comfort and peace of
mind in a natural way will be the key value for technology.
Then, tea ceremonies and gardens, two traditional ways to

pursue human comfort, might turn out highly informative.

Kakehi: That’s what I think is very important and novel.
Reinterpreting this project from a historical perspective
expands the meaning of our cutting-edge initiatives in mul-
tiple dimensions, revealing the way forward. This project
offers a great deal of freedom for that kind of collabora-
tion. Usually with smart textiles there are only so many
directions you can take, which are all limited to function-
ality, like making them smaller, faster and more accurate.
Enriching the product’s value in multiple dimensions,
however, requires reconsidering the present in the light
of the past, and we as a team have been doing just that. In
other words, the question is to create not something new
in the sense that it is completely detached from the past,

but something that is new, yet connected to the past.

Hosoo: There seem to be a lot of things leading to that
kind of question, like philosophy that today’s society is

in need for, and perhaps the economy too. In other words,
people are asking whether our faith in progress so far was
right, how to balance the new with the past, and how to
reconcile different values. If we turn our trajectory so

far into a tapestry, what kind of weft will we weave into

it to connect the tapestry to the future? That’s what I am

interested in.

From Textile to Society
—What are your future plans for the project?

Hosoo: The history of textile seemed to begin with simple
plain weaving. What Nishijin-ori finally ended up with over
the course of about 1,200 years, however, is a very complex
structure, made with threads of wildly different thickness
and shape. All the diverse and complex elements must be
harmonized. The reason why this harmony feels so beautiful
is that the fabric maintains its strength while presenting
many different faces depending on the viewing angle and
the way the light hits it, thanks to its complex materials

and structure. This prompted us to imagine a fabric-like
society or city. Our project has thus ended up in a conver-
sation about the environment, which leads obviously to the
question of what kind of society, what kind of world we are

going to create.

Kakehi: When people hear the word “environment,” they
usually imagine something much larger than their own
corporeality or the sense of space they have, something far
beyond their reach, large-scale recycling and environmental
impact, for example. But in fact, our own bodies and the
places around us are all part of the environment. The envi-
ronment is a whole made up of a wide range of people and
things interacting with each other on different scales. I think
it is important to connect the environment in that larger
sense with our individual feelings and the environment that
we can experience physically.

In that sense, Ambient Weaving seeks to drive home
the fact that we ourselves are part of the environment,
interacting with a diverse range of objects. The key here is
ma. Once you become aware of this, you can imagine ob-
jects of different sizes, such as a city or nature, in relation
to yourself. Through the artworks and prototyping, we
hope to expand the project’s scope so as to build the vision
and concept of a society in which diverse things connect

and exist in harmony, with beauty as the starting point.

Nakamaru: We want to communicate the concept of
“Ambient Weaving” by having our products used by many

people. We began with table-size pieces. Some of them
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can now be made on a large mass-production machine.
We want to put out the parts of our project that can be
commercialized, along with information on their con-
text. We aim to implement our products in society little
by little, and then repeat the cycle of exploring their
value further. We hope that beginning with small objects
around us, the concept of “Ambient Weaving” will
spread to spaces, and eventually connect to a whole city
or specific communities.

Interviewer and editor: Kumiko Idaka
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Yasuaki Kakehi

Professor at the Graduate School of Interdisciplinary
Information Studies, the University of Tokyo. Interactive
media researcher/artist. Doctor in Interdisciplinary
Information Studies. After working at Keio University and
MIT, he began research and education on material
experience design at the University of Tokyo in 2018. He has
exhibited at the Ars Electronica Festival, YCAM, ICC and
other venues. He has won numerous awards that transcend
the realms of science and art, including Honorable Mention
of the STARTS PRIZE 2022, the 23rd Japan Media Arts
Festival Art Division Excellence Award, the CHI2017 Best
Paper Award, and the 2014 Young Scientists’ Prize from the
Minister of Education, Culture, Sports, Science and
Technology in the field of science and technology.
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Satoshi Nakamaru

He joined Zozo Technologies, Inc. (now Zozo Next, Inc.) in
2019, where serves as a director in the MATRIX division,
responsible for the development of new technologies and
their commercialization. He obtained a PhD in governance
and media. He specializes in the development of soft
functional materials and devices, as well as interaction and
UX design using these materials. Nakamaru works on the
research and development of smart textiles and their
commercialization. He has received awards such as Best
Paper at ACM DIS 2019 and Honorary mention of the Ars
Electronica Festival Starts Prize.
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In 2024, a special edition of Ambient Weaving opened at La Main, the Paris showroom
of LVMH Métiers d’Art. In addition to the presentation of the Hosoo textile collection,

a tea ceremony was held on the top floor, where the Ori-An tearoom was set up.
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David Lynch photo by Adam Bordow
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If a “Circle” becomes larger with each revolution, and if it moves

in a direction that is perpendicular to its plane, then it will form a

_.spiral. Spirals are found in many areas of nature. More than a few

7

artists, both old and new, have been obsessed with this structure.
te of them is American filmmaker David Lynch.
The exhibition “David Lynch meets Hosoo” was held at Gyre

llery; Omotesando, Tokyo, in 2016. At the gallery, three textiles
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David Lynch meets Masataka Hosoo. What does this imply?
Lynch made his debut with the cult experimental film Eraserbead
(1976), and later The Elephant Man (1980) and Blue Velvet (1986)
were nominated for an Academy Award for Best Director. Wild at
Heart (1990) won the Palme d’Or at the Cannes Film Festival, and
his TV series Twin Peaks (1989-1991) became a worldwide hit,
while Mulbholland Drive (2001) won the Best Director Award at the
Cannes Film Festival. As a painter, he has held solo exhibitions in
various venues since the 1980s. The major retrospective 7he Air
is on Fire at the Fondation Cartier pour l’art contemporain in
Paris in 2007 was a worldwide sensation. In Japan, he held a solo
exhibition at the Toko Museum of Contemporary Art in Tokyo in
1991, followed by another in 2010 at Six, the fashion brand
Comme des Gargons’s art space in Osaka. Lynch’s paintings have
garnered a high reputation, winning the Ménchehaus Museum’s
Kaiserring Prize in 2010.

David Lynch’s “multistory world” meets “the multilayered
world” spun from 9,000 threads by Masataka Hosoo, the 12th
head of his Nishijin-ori company founded in 1688. In other words,
anew world is conjured up by these two creators, a world that
fuses Lynch’s cutting-edge, experimental creativity with Japanese
tradition reinterpreted through digital technology—such was the
concept behind the exhibition that I organized at the Gyre Gallery
in Omotesando, Tokyo, in 2016. Lynch’s painting Spiral was the
core inspiration for the exhibition design. Overlapping with the
architectural structure of the venue (GYRE = whirlpool), the
work generated a whirlpool of its own = reflux, as if creating a
mise-en-abyme within the gallery space. In the four-dimensional
world of space-time, a whirlpool is understood to be a spiral flow
that forms around a low-pressure zone and exerts pressure in an
upward or downward direction. For example, if a tornado or
typhoon generates another vortex that is exactly like it at its
center, with the two spiral flows overlapping with each other, the
inward and outward movements become one. Such a double spiral
is inherent in the core of human nature. The upward spiral stands
for the heightening of human consciousness, while the downward
spiral symbolizes the materialization of the human body and its
evolution in the physical realm. In this way, the double spiral
creates a human being, or a “living soul.”

Masataka Hosoo reinterpreted the worldview in Lynch’s
paintings by making full use of Nishijin-ori skills crossed with
digital technology. Visitors stepped into an unknown realm where a
multistory world and a multi-layered world had fused into a whirl-
pool = reflux.

David Lynch sent the following statement for “Spiral Dreams,”
his collaboration with Hosoo Masataka: “For me, the spiral is a

continuous loop of ascent and descent representing evolution.”
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Takayo lida

Born in 1956 in Tokyo, Takayo lida is a curator who organized a
series of exhibitions of contemporary artists, including Mark
Dion, Hiroshi Sugimoto, and Mariko Mori, at the Koishikawa
Annex of the University of Tokyo’s Museum of Nature and
Science. He also guest-curated exhibitions of artists including
Sugimoto and Tadanori Yokoo for the Fondation Cartier pour I’art
contemporain, Paris. He has served as the Director of the Kyoto
University of Art and Design's International Research Center for
the Arts, a lecturer in the Global Security Course at Keio
University, and the Superintendent of Art at the Aomori Museum
of Art, a trustee at the Mori Art Museum, and the Deputy
Director of the Shoto Museum of Art in Shibuya, Tokyo. He is
currently the Director of the Sgurr Dearg Institute for Sociology
of the Arts and the Gyre Gallery. His books include Sensé to
geijutsu: Bi no kyofu to gen’ei [War and Art: Terror and
Simulacrum of Beauty] (Rittdo-sha, 2016), Bunmei to yaban no
akaivu [Archive of Civilization and Barbarism] (Shin’yo-sha,
2020), and Art to shakai [Art and Society] (co-authored with
Heizo Takenaka and Fumio Nanjo, Tokyo Shoseki, 2016).
https:/www.sgurrdearg.com



© David Lynch







20244 4A6H-526H Zf:4%As ME YV —F : REBEE BIHH: HBEAET T Lovary  MEEE BEEMN: FEBE April 6-May 26, 2024 Organizer: HOSOO Co., Ltd. Research: Rurihiko Hara Exhibition cooperation: Kumiko Idaka Director: Masataka Hosoo Promotional Design: Akihiro Morita



[HOUSE of HOSOO Blossom] 13. HOUSE of HOSOO %3, 44
PG T 2L THEAB U OXBFEL, DLy e i
Wi ko THlfEani:, —H QDT —te—2 2 AMT IR
RY—ZTdhsb, HOUSE of HOSOO L. FHL « VoMLK 1z A
832 HOSOO OfE M E DI A THY. WA 2512004F 1236 & 5
PHFiRE DR L 2 kAR Lo, Joii iy 2 Jekk R OM 52 217 5 Al &
DY TH 5,

“Blossom” t W) E 313, ERBME»ER T2, Fefizid, M
WOHDERIOLLEIILREHL b2, BAROBH,
BCheRoHal, el BOMRBEY DRI RIHLD
naZtybHs, ThLDEDEIZ, EFLZDLD2 6135617
Frctdewi, BT OBARDE 2L LA B wER LS
nTWwa, 372, 203, FDPTIANDEEIZI-THRL LM
HlhoThbbns, EOMEE, I3 MRS LEE,SEL
BITLILI>THONARLEBELE 25,

ARETAEINIAEROOFIL. BE L Z180FED L Ehtkt
DS VIZIoThe b3 nT, 85 R ARMIIZER T2 KA
SOOI N DER P E T, KEBELKIEYOH %
BHGWIZE W, OB, FRBRO TSGR AR
TE2RDE»LEALD T, HREZAKBED—2THr 4K [ZF/
itk OBBLE b T3, HOSOOIZ., 20204F iz R gt fiff
e i L L. HART10004F DL EFi =T b T w2 G O F-
B2 T oCTs12. EDHMARED» L, ZOLIERBEOFE PV
THRED#ITo72EL A, 180FITb TV ESKY TE 2%/ 6,
e Bt s hH G b,

PO, BANCL>THEDOIRZPEC S THY.
AZIERDTSE, —H T, EPBOI@EI26, MEOBIEDL
DX TRS, R, ZLBEOMPHEICIMMTHD 2,
HOUSE of HOSOO T3, i ELT. D% ey % T 2B 5
5, 20Dave 7 Mk owT R P HIELT,

EOFHIETES . AR AL, —H LD
TR BRI DTHEILPH TS, EOBELEL
Eo 12, AEDBEDETHALFEMBIZ, FEEIBYLTFRT
bd 5, [HOUSE of HOSOO Blossom| Tid. fED@EFHY A
NIAERFEEZELT. ALHAROBEL oL TH AL v
BEOHTWSEL I, 2B BRI EDIEFRPITOIIWESE
2TV,

GHEAZET)

House of Hosoo Blossom is an exhibition series presenting one-
of-a-kind art pieces produced by House of Hosoo through textile
expression techniques discovered through the exploration of
dyeing and weaving and through the use of rare plants for dye-
ing. Located in Kyoto’s Nishijin district, the house is a place of
creation where artisans research innovative dyeing and weaving
expressions while carrying on the 1200-year history of Nishijin
textile.

“Blossom” refers to a flower or a flower to bloom. Dyeing has
the magical power to reproduce flowers’ colors. Dyeing yarn
from tree trunks, branches, or bark sometimes gives it the colors
of the blossoms when the tree is in bloom. Interestingly, these
colors cannot be obtained from the actual petals. Cherry blossom
dyeing, in particular, can produce the blossom color only when
using the tree bark and branches gathered before the tree blooms.
The resulting color also varies depending on the dyer’s sensibility.
Flower colors are incredibly unique, obtained through an intricate
mix of different conditions and luck.

The color of the art pieces on view derives from our encounter
with a 180-year-old weeping cherry tree. The old tree, designated
as a natural monument in Nihonmatsu, Fukushima Prefecture,
was pruned, and we were given with its valuable large branches.
This weeping cherry tree consists of two trees inhabiting the ruins
of an ancient Heian-period battlefield and is said to be an off-
spring of an offspring of Miharu Takizakura, one of the three most
famous cherry trees in Japan. In 2020, Hosoo established the
Historical Japanese Natural Dyeing Research Lab. and has been re-
searching to reproduce plant dyeing techniques practiced in Japan
over 1,000 years ago. Using the knowledge gained at the lab, we
dyed yarn with the weeping cherry tree’s branches and produced a
vivid glossy color from this old tree that has lived for 180 years.

Cherry blossoms remind Japanese people of the arrival of
spring and instantly makes us feel lively. On the other hand, the
transient nature of the falling blossoms reminds us not only of the
changing seasons but also of something in between life and death,
dreams and reality. At House of Hosoo, we have created works
based on two concepts in order to express the multifaceted aspect
of cherry blossoms as textiles.

Flowers blooming in different seasons teach us that time pass-
ing in nature does not advance in one direction but circulates. The
textiles that capture the colors of flowers not only represent the
flowers’ images from the past but also imply their circulation. At
House of Hosoo Blossom, we hope to deepen our philosophical in-
quiry into the relationship between humanity and nature through
the creation of works that incorporate flower colors and consider

their cultural historical significance.
(Kumiko ldaka)
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Blossom #1
Size: W 1170 x H 1170 mm
Material: Silk, Japanese paper, Cotton, Cupro, Rayon, Polyester
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Blossom #2, #3
Size: W 2700 x H 1300 mm
Material: Silk, Japanese paper, Cotton, Cupro, Polyester



Blossom #4, #5, #6
Size: W 740 x H 740 mm
Material: Silk, Japanese paper, Cotton, Cupro, Polyester



Blossom #7
Size: W 1170 x H 1170 mm
Material: Silk, Japanese paper, Cotton, Cupro, Rayon, Polyester

Blossom #7-14
BOBEE. EHOBIELVERETHAT17 ELTRAEHY.

LEENEO B AN E S CELHNIBOEMOMRERD IR T —%%& ¥ Iab—avl, A¥Ea—
K=+ T 0T FLICESCRBRMLT AL THYOBIREFY HL T2, BARDEIRO L, EADESTE
TRAOHIBEOBYVEDY A, BRELTHYAENATLS,

The textile considers the blooming of cherry blossoms as a medium embodying the

changing of the seasons.

Its patternis created by simulating the meteorological data of the entire globe
over the 180 years that the old weeping cherry tree has lived andwvisualizing the
results using a computer program. Like the growth rings-of a tree, the changes in
the earth’s environment over the many years that the old tree has lived are woven
as a pattern in this work.



Blossom #12, #13
Size: W 1170 x H 1170 mm
Material: Silk, Japanese paper, Cotton, Cupro, Rayon, Polyester



Blossom #8, #9, #10, #11
Size: W 740 x H 740 mm
Material: Silk, Japanese paper, Cotton, Cupro, Rayon, Polyester
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Countless white petals tinged with pale pink.

Amassed together, the petals reflect the sunlight during the day,

clearly visible to anyone who gazes at them,

and at night, they are illuminated by the light of the moon, stars,
and streetlights,

softly glowing white.

In the mountains, when seen from afar,
the masses of petals look like voids among other trees.
At night, when seen from the sky above,

the mountain resembles a night sky filled with myriad stars.

Innumerable white petals in the darkness, in particular,
radiate light despite it being night,

exuding a sense of daydreaming.

The countless white masses allure an infinite number of people.
There, the people receive inspiration, exhaust their vocabulary,

wine and dine, or lose their sanity.

Eventually, the petals are carried away by the wind:
they are sometimes scattered on the roadside

or cover the surface of a pond or river like a carpet.

From early on, Shinobu Orikuchi stated that cherry blossoms were

originally cherished not for viewing but for divination.

Cherry blossoms were valued for implications. They were revered
as an omen for the year’s production. When the blossoms fell, it
was considered a bad omen, and people found it inconvenient

if the cherry blossoms fell too soon. This sentiment gradually
evolved into a desire to prevent the blossoms from falling. This is
why people began to mourn the falling of cherry blossoms.

Shinobu Orikuchi, “Discourse on flowers” (1928)
Orikuchi mentions the following waka poem as a reference:

Kono hana no hitoyo no uchi ni momokusa no koto so ko-
moreru 6roka ni suna

Manyosha, vol. 8

A petal of a cherry blossom carries a hundred different words and
is not to be treated carelessly. Although this is a love poem, it also
shows that cherry blossoms are filled with countless implications.

Then, what kind of divination were cherry blossoms used for? It
was farming.

There are many theories about the origin of the term sakura
[cherry blossoms/tree]. One of the most known theories claims that
sa refers to the spirit of the crops, and kura refers to the seat that sa
occupies.

Often, the words associated with rice farming begin with the
syllable s, as in sagami [the god of a rice field], saotome [women
who plant out rice seedlings], sazsuki [ the fifth month of the lunar

calendar, which is the season for rice planting], and samidare [the

rain during the month of sazsuk:]. People observed the cherry blos-
soms to read the omens of the year’s good harvest.

When cherry blossoms fell, it was believed that evil spirits
like yakubyo gami [a spirit that spreads infectious diseases and
misfortune] were also scattered with the petals. Indeed, festivals
like Chinkasai and Hanashizume were held to appease such spirits.
Yasurai Matsuri, held to date at shrines such as Imamiya Shrine in
Murasakino, is one such festival. During the event, people dance
while holding hanagasa, a paper umbrella ornately decorated with
flowers, to soothe evil beings.

Even today, we still concern ourselves every year about when
cherry blossoms bloom. The timing is influenced by climatic condi-
tions such as temperature. Perhaps we still rely on cherry blossoms
to gather information about our environment at an invisible level.

The fact that the cherry blossoms season coincides with the turn
of the fiscal/academic year in Japan is also symbolic. The system is
said to have been established in relation to agriculture. It is as if the
custom of using divination for agricultural purposes has continued
to the present. When we welcome a new year, we may be trying to

read the omens of the upcoming year through the cherry blossoms.

The name sakura includes the word saku.

Saka [ahill], sakai [aborder], saki [a headland], misaki [also a
headland]—the terms referring to various boundaries often contain
the words saka or saki. This suggests that sakura also symbolizes a
boundary.

If so, what kind of boundary does it represent?

As is well known, Somei Yoshino cherry trees that we encounter in
various places today were first sold by a gardener in Somei in Edo
toward the end of the Edo period and spread nationally in modern
times. Until then, the predominant type of cherry tree was ya-
mazakura, or wild cherry trees.

In contrast to yamazakura, cherry trees planted in gardens
were called zezakura [house cherry trees]. They used to grow in
the mountains but were later planted in residences and other places,
including Shinto shrines and Buddhist temples.

Among the various types of cherry trees, shidarezakura [weep-
ing cherry trees] with elegantly hanging branches were given a
special meaning.

Kunio Yanagita focused on the fact that they were planted in
places associated with death, such as temples and graves. Regarding
the reason, Yanagita speculated that people found it mysterious that
the branches, which usually point skyward, are drooping and that

“if divine spirits were to reside in trees, if those in the heavens were
to descend to the earth, they would choose a tree with drooping

» «

branches” (“The problem of weeping cherry trees,” “Discourse on
Shinano cherry trees”).

The cherry tree with drooping branches also seems hesitant to
disclose hidden secrets.

Shidarezakura is also called itozakura [literally means “yarn-
like cherry trees”]. Its appearance resembles bundled dyed yarn

hung to dry or waiting to be woven into some textiles.
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Behind the Main Hall of the Kiyomizu-dera Temple, there is a
weeping cherry tree called Jishu no Sakura.

As the word jishu [landowner] suggests, the tree has long
protected the Main Hall from behind as the guardian of the tem-
ple’s sacred land. It is as if the tree discreetly channels the natural
energy of the holy mountains and water into the hall.

One spring day, a monk, captivated by fully-blooming Jishu no
Sakura, encounters a mysterious boy sweeping around the cherry
tree with a broom.

The boy tells the monk the temple’s history and shows him
the famous sights visible from the precincts. Just as he does so, the
moon appears in the sky.

The two admire the cherry tree bathed in the moonlight and

recite a famous Chinese poem by Su Shi in praise of its beauty:
Shunshyo ikkoku, atai senkin. Tsuki ni seikyo, hana ni kage.

A moment on a spring night is worth more than a thousand pieces
of gold, and nothing can compare to it. On a night with the moon
shining brightly, fresh fragrances fill the air, and the moonlight
illuminates the blossoms.

Fully-blooming Jishu no Sakura under the moonlight raptures
the two. In this Noh play titled 7amura, the scene is described
as if even the heaves are intoxicated by the cherry blossoms. The
mysterious boy turns out to be the incarnation of Sakanoue no

Tamuramaro, the founder of the Kiyomizu-dera Temple.

Yozakura [cherry blossoms at night]—A cherry tree adorned
with countless white petals in the night is a mysterious white
being quietly standing in the darkness.

However, the white is slightly reddened, as if it is under the
influence of alcohol.

Under the cherry blossoms at night, the monk encountered
an otherworldly figure.

The yozakura brought the two together.

Since ancient times, cherry blossoms have possessed the power to
attract people.

In the middle ages, people gathered under cherry blossoms,
regardless of rank or social status, and engaged in renga [ collabo-
rative linked poem], which was called hana no moto renga [renga
under blossoms]. Jishu no Sakura at the Kiyomizu-dera Temple
was a popular site for such gatherings.

For example, Tsukubashi (1356), a collection of renga, in-
cludes a poem that begins with the following verse composed

under Jishu no Sakura:

Haru zo miru shiroki ha taki no itozakura, Zese: Hoshi

Here, Jishu no Sakura is likened to Otowa no Taki waterfall at the
Kiyomizu-dera Temple for its whiteness. In poetry, different things
are associated and linked. In renga, one person’s verse is followed
by another person’s verse, creating a series of associations.

Why did this game of association take place under cherry
blossoms? Perhaps it was because the cherry tree, with its count-
less petals, awakened people’s senses and evoked all sorts of

associations.

Saigyo, too, was fond of cherry blossoms.
The following waka poem, believed to be one of his late works,

is too well known:

Negawaku ha hana no moto nite haru shinamu sono kisaragi

no mochizuki no koro

Here, it is most likely the word hana [flower/blossom] refers
to cherry blossoms. If he could have his wish, he would want to
die beneath them—specifically, on the night with a full moon. In
other words, Saigyo desired his final resting place to be under
yozakura illuminated by moonlight.

Saigyo’s wish may stem from the belief that “hana no shita”
[beneath cherry blossoms] itself is a border leading to the world
of death, the underworld.

Saigyo preferred to admire cherry blossoms alone and disliked
people gathering around the tree.

He is spending a quiet day in a hermitage in Sagano when
a group of cherry blossom viewers from the capital arrives. He
reluctantly welcomes them but complains that cherry blossoms

attracting crowds is the tree’s only fault:

Hana mini to muretsutsu hito no kuru nomi zo atara sakura

no toga niha arikeru

Just then, Saigyo hears the voice of an unknown old man repeating
his poem from the old cherry tree. The old man describes himself
as the cherry tree’s spirit and tells Saigyo that cherry blossoms are
not to be blamed. Before he knows it, Saigyo drifts off to dream-
land. The cherry tree spirit, Mucht no Okina (the old man in the
dream), sings about famous cherry blossom viewing locations in
various places and quietly performs a dance.

In the scene, there is no difference between reality and
dream, Saigyo and the old yozakura, or the spirit of the cher-
ry tree, suggesting that cherry blossoms possess the power to

obscure all boundaries.
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On the night of a flower banquet—that is, a banquet for cherry
blossom viewing—at the Imperial Court, Hikaru Genji, pleasantly
intoxicated under the bright moonlight, finds it hard to sit still
and decides to sneak into a lady’s quarter at random.

Fortunately, he encounters a beautiful woman who, as she
walks toward him, softly sings to herself, “There is nothing that
could compare to a night with a hazy moon.” Hikaru Genji catches
the lady, but as others approach them, they reluctantly exchange
their hand fans and walk away.

He does not know the identity of the lady he met for a brief
moment under the spring moonlight. He can only rely on the fold-
able hand fan he exchanged with her. The fan has three layers in
light pink (the color of cherry blossoms) and depicts a hazy moon
reflected on the water. It is a remnant of the encounter occurring
in a shadowy dream.

A month later, around the time of a wisteria blossom banquet,
Hikaru Genyji looks for the lady while humming to himself, “My
hand fan was taken...” As he does so, he senses a woman sighing

deeply behind a screen.

Kokoro iru kata nara mase ba yumihari no tsuki naki
sora ni mayoha mashi ya ha
[£f you have feelings for me, you would not lose your way even
when the sky has no half-moon. ]

The voice is indeed hers. How happy be is.

The voice of the woman, whose hand Hikaru Genji catches behind
the screen, is indeed that of the woman he exchanged his fan with.
The chapter ends with a description of his joy of the reunion. The
rest of the story is untold, leaving only the afterglow.

As the poet Fujiwara no Toshinari stated, “The chapter on
‘Hana no En [flower banquet]’ is particularly enchanting,” the
chapter has been regarded as exceptionally profound and beau-
tiful since old times. The characteristic likely arises from the

layering of cherry blossoms, intoxication, and the moon.

A novelist who died young wrote in the early Showa period,
“There are corpses buried beneath the cherry trees,” and saw it as
the reason why cherry blossoms bloom so gloriously.

Another novelist penned, shortly after the war, a mysterious
novel in which people lose sanity “in the forest, under cherries in
full bloom.” (It is said that the story is influenced by the writer’s
experience during the Great Tokyo Air Raid of witnessing full-
blown cherry blossoms without anyone enjoying them amidst the
ruins.)

Both writings suggest that a cherry tree is a signpost to the
world of death, the world of madness. And this is why cherry
blossoms are so beautiful.

Perhaps for this reason, cherry blossoms also entail a danger
of being linked to nationalistic ideologies, with claims that they

“represent the Japanese ethos.”

We unconsciously turn our eyes to the countless white petals of
cherry blossoms.

Yet, it is not easy for us to truly see the blossoms.

Our gaze is distracted and confused by the myriad petals, allowing us
to only admire the blossoms vaguely.

Yet, why are we still compelled to look at those white petals?

Perhaps we sense the presence of something not easily
understandable behind them.

Knowledge about the natural environment, the future world,
the afterworld, memories of the past, and the dreamland.
It is as if we unknowingly sense such invisible information residing

and rustling at the tip of the countless white petals.

Cherry trees once symbolized various boundaries.
What unknown world will the textile dyed using the cherry trees,

the new bordering curtain, take us to?
(Rurihiko Hara)
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