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HOSOO GALLERY

Hosoo Co., Ltd. is pleased to announce the exhibition, Texture from Textile
Vol. 3: Tea Room “Ori-An,” showcasing a textile tea room.

Ori-An is distinct in many ways from what we know today as a
Japanese tea room or teahouse. Particularly notable is that this place for
the tea ceremony comprises textiles surrounding the space. The tea room is
designed with the cooperation of Reijiro Izumi, the president of SABIE, an
organization that explores contemporary expressions of the tea ceremony
culture. According to Izumi, one of the roots of a tea room is the idea of
creating a place for gathering by enclosing the space. Such spatial
composition is consistent with the unique features of Japanese architec-
ture, which historically has defined spaces with partitions like fusuma and
shoji screens. At Ori-An, we return to the origin of a tea room, “enclosure,”
and examine the nature of space, starting with textiles and expanding to the
contemporary tea ceremony culture.

The textiles used at Ori-An are from our new textile collection titled
“Shoji Fabrics,” collaboratively created in 2023 by a Netherland textile
designer Mae Engelgeer and Hosoo. The collection was designed by
Engelgeer, who received inspiration from shoji screens found in
Japanese-style houses, and was produced using a Nishijin textile’s
traditional weaving method called sha. Sha is a technique in which two warp
yarns are twined when weaving in a weft yarn to create an openwork weave
on the front side of the textile. At Hosoo, we explored textiles’ textures
using different yarns, such as those made of washi paper, and altered the
traditional sha technique by interpreting it in a modern way to create sha
textiles with a unique transparent quality.

Another important aspect of Ori-An is that its tea room structure is
composed using today’s standardized framing components. Their
dimensions and proportions are somewhat different from those of a
traditional tea room established during the time of Sen no Rikyu. Conform-
ing to these standardized sizes becomes a precondition to slightly disturb
the traditional style, introducing subtle fluctuation to the formalized space.
Furthermore, these framing elements can be disassembled and reassem-
bled, making the structure a “demountable tea room” with fluid functionality.

At Ori-An, sha's unique gauzy transparency imbues the tea room with
fluidity, gently connecting inside and outside without completely dividing the
space. The room also has the lightness of being a temporary structure.
Through the project, Izumi interprets such fluidity as a form of #%&=&Z[a
refined taste=a void; homonymies pronounced suki] and explores the
potential of the tea ceremony held at a place different from a permanent-
ly-built tea room.

Through the activities of its research series, Texture from Textile,
Hosoo Gallery has been committed to pragmatic efforts of reinterpreting
architectural history with textiles as the theme. The Ori-An project draws
upon these activities and relies on the tea ceremony culture as a key to
deepening our inquiries into the development of diverse textile-derived
culture for today and the future.
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Ori-An as Demountable Tea Room
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Ori-An is a “demountable tea room.” The room consists of a framework
constructed with modular units and Hosoo's textiles fitted to fill in the gaps
between the units, partitioning the inside and outside the tea room. With its
temporary characteristics, a demountable tea room may appear to diverge
from the principle of staging and composing the tea ceremony space, but
that is not the case. In fact, the worldview that allows such temporary
presentation can be considered a unique feature of a Japanese house,
especially from the pre-medieval period. A tea room, or chashitsu, was
defined as a dedicated space for the tea ceremony in early modern times,
but until then, there were several developments in the history of the
tea-drinking culture.

One example is a description in Chafu [tea notes] considered to have
been established in the mid-seventeenth century. The book states, “Kakoi
[enclosure] is zashiki [a tatami-floored area] with fusuma or shoji screens
set up for making tea within a shoin-style drawing room. Whether it has an
alcove, gate, central pillar, skylight, backdoor, or host’s entrance, it is kakoi
because it is made by partitioning a large room for making tea.” The text
explains that, in the old days, the tea-making space created by partitioning
a large zashiki space was called kakoi. Zashiki accommodated diverse uses
by changing the enclosure size accordingly. When the partitions were
removed, it functioned as a large hall; when partitioned, it provided multiple
rooms. Such spatial structure is unique to a Japanese house. Once the
rooms with pre-defined roles became independent, each small room
developed in its own way, but fundamentally, a Japanese house was fluid in
nature. This is also true of how Japanese people admire beauty. For
example, a toko (or tokonoma) alcove, a uniquely Japanese space for
appreciating beauty, is designed to have its decoration changed. It is not a
permanent setup where the same artwork remains hung on the wall
year-round. This is another historical background that needs to be
understood when examining the roots of a Japanese tea room.

Now | would like to discuss the demountable tea room. Its origin is the
Golden Tea Room by Toyotomi Hideyoshi, which was sometimes called a

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

Our demountable tea room, Ori-An, is fitted with Hosoo's textiles, filling
in the gaps between the frames. It is said that Hideyoshi’s Golden Tea Room
had shoji screens covered with red monsha [brocade gauze], and Ori-An
offers an intriguing expression to explore the potential of textiles as an
element composing walls. While it is a tea room because textiles partitioning
the inside and outside compose a dedicated tea ceremony space, the
lightness created by its simple structure makes it a development of a kakoi
enclosure. We could perhaps call this uncertain in-betweenness a “sphere
of suki.” The word #% [a refined taste; pronounced suki], which also
signifies the tea ceremony, is said to originate from the word #¥ % [liking; also
pronounced suki]. Tatsusaburo Hayashiya, one of the most prominent
historians of entertainment culture, once argued that a secret path to £
was the concept of EZ [a void; also pronounced suki]. According to him,
the latter word refers to “a gap in a space” or “a break in time,” and in it,

“the incompleteness of things and the void, a margin, overlap and coexist.” In
other words, he found the concept leading to #(% in incomplete and
inconstant things. The world of expression that exists in the yet-to-be-de-
fined realm or the in-between space is fluctuating and unstable. And such a
world carries the potential for creativity of the times.

However, to call itself a tea room, Ori-An must withstand the use.
Otherwise, it is just a box, no matter how pretty it looks. Now, I'd like to
discuss its structural aspects. The dimensions of the frames that make up

the room are not based on the dimensions and proportions of a tatami mat,

which is foundational to Japanese architecture. In other words, the room’s
standards are not based on the size of the existing tatami. Ori-An’s modular
units’ standard dimensions are 900 mm, 675 mm, and 450 mm. These
numbers are combined, and custom-made tatami mats are laid covering the
floor. In terms of spatial composition, the tea room adopted a plan equivalent
to a common four-and-a-half-tatami-mat format. Therefore, it was inevitable
that its composition turned out to be different from that of a usual tea room.
For these reasons, | advised to allocate functions equivalent to guest seats
and a host seat to appropriate areas so that the space could serve as a
room for the tea ceremony. Needless to say, the spatial ratio concerning
interior functions also had to differ from that of a traditional tea room. For
example, Ori-An’s temae-datami, where a host sits to make tea, is longer
and narrower than regular tatami, which has a long side and short side ratio
of two to one. This allowed the kayoi-datami at the center to be larger.

Throughout the Shokuho Period, when Sen no Rikyu was active, tea
room size and design went through various trials, and based on the results,
the standards for most architectural elements, such as the sizes of tatami
mats and a hearth, were determined. In the history of the tea ceremony
culture, its decorative elements were continually refined within a spatial
composition based on the dimensions and proportions of a tatami mat.
However, for Ori-An, we were required to consider the composition
according to the standards of the modular units. It is widely known that a
tatami mat varies in size depending on where you are located in the country.
The kyoma mat (about 1,910 mm long), which is mostly used in the Kansai
region, is said to have had its dimensions determined by Hideyoshi's
cadastral surveys, while the edoma (kantoma) is a size smaller, and the
chukyoma is in-between. As such, there are differences in the size of tatami
mats, but their dimensions are always in the ratio of two to one, and a plan
configuration that is not based on this ratio is difficult to design. The
premise of Ori-An was that its space was governed by modular units’
standards. Also, | felt uncertain about the need to decompose the spatial
composition of chashitsu because of physical or design factors. When | first
heard about this project, | was quite anxious. At the same time, however, |
felt that | might encounter things that could only be revealed by dismantling
traditional understandings and principles.

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

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

Bibliography: Tatsusaburo Hayashiya,
Nihon Geino Shi Ron: Suki no bi, Tankosha, 1986.



4
- I -
| XE Rk
Tea Room “Ori-An”
I BN
R
 — |
v Il kE L

Mizuya Preparation Room

navrsrav-ra—4r—x
Collection Showcase

I RE #iE

Tea Room “Ori-An”"

Il KE
Mizuya Preparation Room

. avroyrary-ora—os—x
Collection Showcase

2023 new collection ER® EABIEIC  From the top of the above floor map:
[Shoji Fabrics]& ¥ 9193 Lila - Dimmed Mauve 9194 Ice Sapphire

2023 new collection
[Shoji Fabrics & ¥

2023 new collection
['Shoji Fabrics /& ¥

DIAPHANOUS DIAPHANOUS DIAPHANOUS 9192 Brown - Glow Bronze 9195 Calm Lilac

2\ [Exterior] 9198 Calm Lilac 4\ [Exterior] 9185 Denim ink 9191 Ocher - Gold Moss 9196 Light Wood

A [Interior] 9197 Smooth Tangerine W [Interior] 9183 Linen Noir 9190 Green - Deep Sage 9197 Smooth Tangerine
K# [Ceiling] 9198 Sun Flow KH [Ceiling] 9184 Deep Forest 9189 Blue - Midnight Rise 9198 Sun Flow

HASHHEE

TTETTE (1688 F), WA I H LW TAFREADED
BELLTRIZE, REOLELHBYTHLFMERIE1200
FFiLY EEREIECH, RLERER, SO ICITBEHRETAE
DEFINABRIIFEZITTCEENTE -, HEIXS., FO&E
HD &V TR T R 0 BT & AR L hY S| EET
MR ERALLZABRT AV BEREEMZ 5 EICL-
T HW—EZDOTERZANEELHL BRADT IV
TYV—=<—y MIEIFTRERRALTWS,

fRETEREA

EFRIGARTLTHOES - FERRO_HB, K&
g, BETREEABEHDLHIC, RELPIELOH
RELLTHFEH LTV D, REBHEMAF KF BT =T
HARBSMEREZET L, L () IS, RhEYE
F=E GERE) 9B 2R T BERRESHERIER -
SHEXER ETRZEEKRR. NPOEAMOFER
BER RERIF, EFRREZHROLLIFRALRES
TEBHEERLLS,

AL« IVHFNLFE—

ERERDDS, TARTLEL - 77yay - AV RT4
Fa—bh YV RN=F - AV ZXTF4T2—MEBETTF
ARANTHA v HFER, 2013 £, BEEDREZTH %
LR, IEICEKREIRE, TFRXMLDFIEICE VLT,
BEOFMABRRNICEEI L TEL, TVTFALF—LD
BRI, BN T —ZAF—LPRE—> BEEA
EENTHY, BHLEREMEL. ANZELHT, 8
BoaALyyaroffEiciz, 7—rF4LovavyeX
BBERAVREL—Yay, NTVyIT—hewo77A
Yy MEHRNT IV REERALTWLS,

HOSOO Co., Ltd.

Hosoo was founded in 1688 in Nishijin in Kyoto as a weaver purveying to prominent
temples. Nishijin textile, Kyoto’s pre-dyed yarn textile, has been nurtured since 1200 years
ago with the support of imperial nobles, the samurai class, and wealthy merchants. Today,
Hosoo combines traditional Nishijin textile techniques for obi and kimono that it has
inherited with innovative techniques and a timeless design sensibility to create
one-of-a-kind textiles and offer them to the luxury markets in Japan and abroad.

Reijiro Izumi

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

Mae Engelgeer

Engelgeer has studied textile design from her high school days to her studies at the
Amsterdam Fashion Institute and Sandberg Instituut. Since opening her own studio in
2013, she has nurtured her curiosity for the craft, experimenting within the existing
boundaries of textile production to elevate old techniques to a modern stage. Her work
embraces subtle color palettes, patterns, and linear elements. Complex compositions
merge to establish harmony. In addition to developing her own collections, Engelgeer
collaborates with brands around the world on projects ranging from art direction to
large-scale installations and public artworks.
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