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PREFACE

The Fifth Biennial Symposium of the Textile Society of America, Inc. was
hosted by The Department of Textiles at The Art Institute of Chicago, Chicago, Illinois
from September 19-21, 1996. This Proceedings contains the thirty-one papers and one
abstract of a paper presented at the symposium, plus introductions or abstracts of the
five videos presented.

The theme ‘Sacred and Ceremonial Textiles’ was chosen so that researchers
throughout the world, working within a wide range of cultures and time periods, could
offer participants the broadest possible exploration of this important universal subject.
The resulting papers offer a wide variety of points of view including: glimpses into the
structure and use of textiles that are central to ancient traditional ceremonies; speculations
about the faraway origins of others; the inspiration and evolution of contemporary
sculptural forms based on textile models; along with a review of laundry, a common
domestic ritual.

In the course of the sessions some presenters considered the role that textiles have
played in private or in public ceremonies, the textiles' types and construction, the visual
appearance of ceremonial costumes and the textiles of which they are constructed, and
modern adaptations of traditional textiles.

Rita J. Adrosko, Curator Emeritus, Smithsonian Institution

Textile Society of America Proceedings 7






Sacred Textile
Banners of Japan
Exploratory rather than
definitive, this paper summarizes
some controlling concepts that inform the
sacred banners of Japan, touching particularly
on their form, function, and fabrics used in early banners.
Interwoven with my ideas are some of the concerns that came up
in discussion (small print), reflecting the pan-Asian implications of the topic.
hama- "} SHORT HISTORY. Banners traveled to Japan with the earliest \nm\égﬁj
\':\2 introduction of Buddhism. The Chronicles of Japan record <o~
shvap that in 552 the king of Paekché sent the essential trappings y,nqfie
of Buddhism to Emperor Kinmei of Japan: a gilt bronze head
image to worship, sutras (scriptures) to chant, and canopies
\ and banners for adornment and ceremonial functions." Then
gLrince Shotoku (572-621) made Buddhism the state religion
nd in 607 founded the monastery of Horytji, which
p}es ves till today the oldest banners and the oldest
del}i tion of banners in Japan. ?
The construction of the seventh century banners parallels
that of 6th and 7th c. Chinese banners, as found in Dunhuang
and Turfan and as depicted on the walls of the Buddhist
caves dotting the Silk Road. All the components of the
baner are present: head, tongue, arms, segmented body
and multiple legs. Large numbers of such banners were
made in the late seventh and the eighth century and many
have been preserved both at Horytji and at the Shosoin
Repository of the temple of the great Buddha, Todaiji.
Although the basic elements remain constant, the
proportions of the banners and some fabrics change over
TTIT] the years, reflecting changes in Chinese styles.

&%
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3 elongated panels
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Almost every type of silk weave, surface decoration technique

and braid (see Kinoshita essay) found in textiles of the ancient

period (7th-8th c.) are represented in the banners. Thus,

the possibility of dating banners through tracing the

evolution of their form, verified by inscriptions and temple g\zgin

\e records, has provided scholars with an invaluable key to _ style

bariner  dating textiles in general.’ banner
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Whether the anthropomorphic labels used by the Japanese, Chinese (and Tai) for the parts of the banner

were symbolic or merely conventional (as the Japanese profess) became a recurrent topic in the discussions

after my speech. I suspect the terms to be Chinese. Parallels with the Yogic concepts of centers energy in the
body were suggested. These concepts would have traveled east by way of Tibetan Buddhism.
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|
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4 Unfortunately essentially no textiles remain from the 9th-12th
centuries (Heian period) due to the destruction and the
dispersion of court culture connected with the civil wa

O ending in 1185. Although actual examples Heian banners | [//%4°
ry no longer exist, painted depictions verify a continuation of Ef/ﬁf
! O the same format and extensive use for a variety of purposes? W
Thirteenth century Japanese banners, of which a numb§ ]

O are preserved abroad as well as in Japan, reveal a ve}')i
fixed, balanced form with three, essentially square segments
T making up the body.! The majority of these banners are
13%2.14¥  embroidered with Buddhist figures and symbols and contain
the intriguing element of rendering the hair with actual
human hair, possibly from the devotee. Later banners may
have arms folded in along the sides. Extant banners from
the early sixteenth century and on (see Maruyama essay) |th,.
are often assembled from scraps of garments dedicated to ki
the temple for the repose of a soul. Similar recycling can be re,cyc\ecl
seen in Buddha's injunctions to patch together the qarments
qyme-n  mendicant's robe (kesa) from various types of cast-off rags.
So far I have not come across scriptures detailing the construction of a banner, naming its parts, or prescribing the

materials of its construction. Japanese today do not feel there are set rules, only customs. Recycling may have been
operative from early on. There are 8th c. examples of the same fabric being used in banners and for cushion covers,

but we also know that new fabric was produced specifically for banners. Left over scraps must have been used.
OHO+O+HO+0+H0+01+H0
FUNCTIONS
Banners appear in and around a temple ground, some hung
r=permanently, others hung for special occasions, and still others
arried in ceremonies. Materials include cloth, metal, wood,
ewels, rope and paper. Easy to store, they impart a grandiose
mpact when unfurled. Symbolic import based on th
‘'scriptures authorizes their use.
Temple adornment
Chiké  Most commonly, banners are found decorating the holy area s < - "
Mandala hung above, beside and around a Buddhist image. As such ’k&mmo.%ﬁ
\z00 they evoke a vision of Buddha's world where celestial beings, Shrine T
Buddhas, bodhisatvas and other enlightened 'souls’reside in
perpetual beauty among fragrant flowers, gleaming jewels
and sweet music. Banners are described as adoring the holy
stupa in the sky, and as offered in homage to the Buddha,
incurring merit to the donor. The adornment is perpetually

perpetrated through fresh offerings and supplication.
In front of Buddha a Stupa... sprang up... decorated wih precious
Ci arlond things ... and countless banners and flags and jewel garlands ... All... Trouku-
Sutra paid homage to the stupa with flowers, perfumes, garlands, streamers, shima
j2*hce. canopies, and music... Everywhere jewel-decked awnings were Shrine

spread, banners and canopies hung ...”

10 Sacred and Ceremonial Textiles



The origins for this vision can be found in India in the decoration of the holy
stupa with flowers and streamers, both generally offerings. Along the same
lines, in Japan for special services a normal room may be converted into a holy
area by hanging cloth and flowers in the form of banners and garlands (keman)
along the beams.

Q\"{GHC\\ \\ Pr|e$+"

banner—, \

QS
P

‘7\
‘\A mapovot S ka;u o W
Ar\g ro. Prodes Y’T q Shgenkt /

The close connection between the banner and the stupa rises in part from the
stupa as a representation of the Buddha, fittingly adorned with signs of Indian
royalty, such as canopies, banners and flowers and jewels. Buddha is shown
preaching and meditating under canopies hung with banners. In Japanese temples
banners (or jewel bells) hang at the corners of canopies set above the Buddhist
image, the altar implements (esoteric), and above priest's seat.

The canopy bedecked with banners can be traced also, I believe, to a central story
of Buddhism, that of Shakyamuni sitting under the Bodhi tree, fighting off the
many temptations of the Mara and finally at dawn defeating them by revealing
to them the banner, or the light, of his wisdom. His Enlightenment is synonymous
with the unfurling of the banner that dispels Chaos and establishes Order. In
Mahayana Buddhism, the Buddha Ratnaketu-- "jewel banner" or "jewel light"
(ketu meaning both banner and light) embodies this banner of light appearing
with the first rays of the sun (Agni, or fire, in the Vedic world), the revelation of
the Dharma, the light of Wisdom that severs and dispels the darkness of
ignorance.’

[As pointed out at the conference, the banner as ketu also becomes the central shaft, or axis mundi |

Representing the sun's rays with strips of cloth might be best effected with long
narrow strips, and such streamers can be seen, for instance in the Indian practice
of hanging narrow strips of cloth from the sacred bodhi tree to memorialize
Shakyamuni's enlightenment.” In a Chinese metal repousé we see the Buddha
sitting under a canopy-like tree strung with pendants and tassels. (Here I use
"pendant” for dangling decorations, often stones or beads, "streamer" for long
strips of cloth straight off the loom, and "tassel" for appendages to larger objects.)®
In an 8th century embroidery of the Buddha Preaching (Nara National Museum)
we see him under a "jewel" tree whose branches are entwined with a canopy
and strung with tassels. Dunhuang relics and wall paintings show the Buddha
siting under a canopy with banner-like tassels forming a fringe and classic banners
(with heads, arms an legs) hung at the corners.

Ql

Zﬁ
za Svadha

Bl Free Gntect Buddha .
cféh‘ strips: Ew\ogayo. cﬁy (Qi~Seid q.\w-on;ccrmq3 5—:*:, )' devy (g Mm\da & (Dunhany)

=l

\r\‘\'Ye Canopy $ Kano on
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In 12th century Japanese depictions of the Pure Land the canopy is often a roof
with tassel-banners hanging along the rim and standard banners (or bells) from
the eaves.” Banners may appear again in the bottom section of these paintings,
pagticularly of illustrations of the Garland or Lotus Sutras where figures offer
banners, gaining merit and opening an avenue for mortals to eventually enter

/_ﬂ:é \Serlasting world of bliss.

ryl

n considering the banner context, a cluster of imagery emerges:
4tree, stupa, canopy, banner, streamer, jeweled pendants, bells.
b [elescoping and magnification operate. Microcosms contain
/\/inacrocosms and a part may not only stand for the whole,
Jbut incorporate the whole within it. Just as the stupa signifies
|/the axis mundi, the Buddha, the tree of life, and a multiplicity
bf other things, so also the triangular-headed banner
/decorating the stupa replicates the pagoda (stupa) form, and
ight thereby signify it. On some later banners the imagery
ay be regenerated with the banner containing a depiction @

N f a pagoda, or of yet another banner."
Podhicattva \ndding A banne l Qupe-
Dunhuong (Seoul B . MU seumd Frasw,q\%xth

Banners as weapons against evil

The obvious military implications of the banner used to vanquish the evil enemy
echoes secular uses of the banner, as a standard to rally forces in battle. Military
imagery can be found elsewhere in the sutras. The Holy Teachings of the
Vimalakirti describe how the Bodhisattvas "raise their standard (banners) on
the field of enlightenment.""! The Kyoyo shinsho presents religious endeavor
as a metaphorical battle, stating that prayer " is like the banner of the brave
warrior because it can disperse the entire army of evil spirits"? Various of the
guardian deities that inhabit the Buddhist world appear dressed in armor and
some carry flags: squares of cloth with appended strips. These flags, attached
at two corners to a pole or spear, are the horizontal counterpart to the vertical
banner and their prototype can be seen in Chinese war flags. Wielded against
evil, the flags hold the enemy at bay as Bishamonten does in the Hekija-e:
Painting of the Annihilations of the Demons (12th c., Nara National Museum).
The spears of guardians, even when not equipped with square-tailed flags,
generally have at least a strip of cloth tied to them and flapping in the wind.
The prototypg for such simple flags can be seen on the walls of Ajunta, India.

¥ i T ud ‘
Cg A ek (009 Gz 3
7" Depictions of Shakyamuni and 16 heavenly beings (Shaka

jiiroku zenshino ) show him flanked on one side by a figure
holding a vertical banner and on the other one holding a § "‘:?k
Z®horizontal flag. Although there is no absolute correspondence, |,
M generally a gentle figure holds the banner, a military figure

Ayt the flag. (Everywhere bodhisattvas hold vertical banners only)

12 Sacred and Ceremonial Textiles



These paintings were set up for the recitation of the Heart
Sutra (dai hannya kyo ) to avert calamity. The depicted ey
banners here serve two ends: to protect against evil &4 D
encroachment and to mark the identity of the crowd of figures. ZAJ »’7)
«~Bonners §\o.n\<{r\j SH&\Qy&W\U\'\C—-—é \ ~
H“Z; ‘(" Banners as ensigns and to lead processions . ( J
Held high the banner is a signpost calling all to a gathering’ ,

For processions banners are carried like standards and function

as an ensign of the presence of the Buddha or Bodhisattva.

The Buddhist iconography derives from ancient Indian

practice, where the king's entourage usually carried a canopy

over the king to keep him in the shade and a banner to
announce his presence. A similar function informs the custom
in Tang China, recorded by the Japanese monk Ennin, of

flying banners from tall temple buildings to advertise the
presence of a holy spot, much as a medieval castle flew
pendants from its towers.” Today for festivals, Japanese fly
long strips of five colors stitched into a tubular form at one

£ukiraqash end (fuskinagashi ) from high poles." N

The function as an ensign is acted out in ritual processions g..{c,

and depicted in paintings. Particularly beautiful examples Kt}zj&?L
C.

can be seen in the Pure Land Buddhist raigo, or Descent of

Buddha (usually Amida) ceremonies and paintings.

Surrounded by a host of 25 Bodhisattvas Amida descends to

transport the deceased to his Pure Land. Among the host is

, always one Bodhisattva who leads carrying a canopy to place

"*37°, over the deceased, and another with a banner waving in the
/ ;/’:,/; ;79

breeze .
Banners to measure out and mark sacred space >
For festivals and rituals banners are set up to mark out sacred

space: usually circumscribing the precincts, oratleaststanding
o atthe cardinal directions, and lining the sides of the approach.
They may be hung from long poles set in ground foundations,
o o® or from the rafters of buildings. The hundreds of banners
» o made for the inauguration ceremony, or Eye Opening, of the = (—
o o Great Buddha at Todaiji in 752 must have been used, in part r\,
at least, to establish the sacred area. When recently they

6 o

, , celebrated the reroofing of Todaiji with gala performances

' reminiscent of the 752 celebration, they hung large replicas
Pﬁ;:’y};\r of 8th c. banners on high poles set along the approach and 8
Pect about the precincts as well as from the eaves of the building. steté

banners The banner poles (both stationary and carried) have intricately (Hoaw
modeled heads, the most popular form being in the shape of = {7 "%
a dragon. From the dragon's mouth the banner streams (2%, 3%,

downward. Protectors of Buddhism, dragons are creatures

Textile Society of America Proceedings 13



of the clouds and water who control the rainfall. They h@ =

been depicted spurting water over the new-borTt\\&/ 5
Shakyamuni.”® The imagery is repeated when large banrer§ 4<%
(daikanjoban) are placed over the head of an initiate during /<

an ordination ceremony, during which his head is sprinkle
with water.

Banners as ceremonial tools

Banners may be carried during a ceremony and used
symbolically. In some ordinations (kanjo ) the banner is made
to flow over the forehead of the ordained thus transmitting
the virtue of the Buddha inherent in the banner to the initiate.'
The popular use of banners for ordinations in the early
Japanese Buddhism is reflected in there being 14 kanjo banners

dated to 747 at Horyiiji and 12 of the same date at Daianji® / )
. JR ats)
and many more from 757 in the Shosoin. (2 %
Offeratory banners :

Offering banners to gain merit and ensure success gave birth
to a variety of specific types of offertory banners (see Takeda guddha
essay).”” The use of an offertory banner constitutes a prayer just
for the soul of the maker, the person for whom it was made, boc™
and any person whose belongings (hair, garment) are (7 7%{%y

—incorporated in the banner. At the same time it brings them

merit. An obvious and early form of supplication with banners

was to pray for health. Already in the 3rd c. BC King Ashoka

—is said to have had a miraculous recovery from severe sickness

by having banners set on the posts of his bed. His life was

_extended 12 years.® Banners for the dead (semmodia or

myokaban) assure extra merit in after life. A number of

banners, one from 688, inscribed with the name of the deceased,
ate and the word myokaban remain in Horywji. They are
mostly plain weave, solid color banners with spindly arms
and some have filled in heads (unusual for Horyji banners).

For funerals today, plain strips of inscribed white cloth are

slung from poles and carried in the funerary procession, one

at each of the four corners of the coffin. Prayers for the dead
continue at set intervals. In 757 Japan held a state ritual to

4] ] | memorialize the first anniversary of the death of Emperor

bt

vee Shomu. For this, records indicate that over 2500 banners

Il

1
(€ 2o~ hwmn« .

Vehive
P bahner
banner  were used, most produced in the space of one year. Some (novors)

Hor{'  remian in the Shosoin, others were sent as thank you payment

to the provinces.

TEXTILES BANNERS at Horytji and the Shosoin.
The vast majority of the extant 7th and 8th century textiles of Japan are preserved
in Horyji and the Shosoin. While the former include banners possibly from as

14 Sacred and Ceremonial Textiles



early as the 650s, most of the banners in the Shosoin were made in the 750s,
many produced for two state-wide gala ceremonies: the Eye Opening of the
Great Buddha (752) and the First Anniversary of the Death of Emperor Shomu
(757).” Even in the five years between these two ceremonies, dynamic changes
can be seen in the textile techniques and patterns.

TYPES OF FABRIC IN BANNERS2

Horyaji 1 plain weave :solid color, crepe, ikat  |nishiki* |aya**
Shosoin | plain weave, solid color, crepe |nishiki laya |gauze

TYPES OF SURFACE DESIGN

Horytji | embroidery, ink

Shosoin | embroidery, painting, block resist, bind resist, wax resist (hand painted, block printed
(stenciling?) , gold painting

*NISHIKI FABRICS WITH MULTICOLORED PATTERN WARP OR WEFT

Horyiji | warp nishiki | geometric links | beaded medallions I
I [ I I

Shosoin 752 | warp & weft | geometric links I | karahana
I [ I I

Shosoin 757 | mostly weft I | a few medallions | karahana

**A YA: FIGURED FABRICS
(TWILL PATTERN ON PAIN GROUND, OR AGAINST TWILL IN THE SAME OR THE OPPOSITE DIRECTION)

Horyji | plain ground | geometric links | beaded medallions [

Shosoin 752  Imostly plain | geometric links I | karahana
| some twill I I I

Shosoin 757  Imostly twill | geometric links | beaded medallions | karahana
| some plain

1OHCTOTOTOTOTOTOTOTOTOTOTGTOTOTOTCTOTOTSTOTOTOE
The 1mp11cahons in the shlft from warp to weft patterning, from mul’clcolored to
single color weft patterning, from Persian-inspired designs to Chinese and their
Japanization, etc. are discussed in detail by Japanese scholars.’ Topics touched
on include imported versus Japanese-produced cloth, technique and weave
structure; also sociological implications such as the textile artisans employed by
the central court, the dissemination of techniques to the provinces, and the role
of tax and tribute paid in cloth.

Rather than repeat this information, I would like to pose a few questions.

C00000000000000000000000000000000 000000000000
The early ikat found in the kanto ( or kanton) banners of Horytiji (now at Tokyo
National Museum) and the few fragments of multicolored ikat in the Shosoin
were probably imported. From where? Uemura Rokuro suggests that the argument
that the name "Kanton" reflects their origin in Canton, i.e. South China, is
simplistic.”? He points out smilarities in motif to Tai and Indian ikat. Similarities
to modem Afghan Ikatwere mentloned in the conference

Kyokechz or block res1st descrlbed and 1llustrated in Ms Bernard s presentahon
is the most frequent form of surface decoration on Shosoin banners. Introduced
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from Tang China (only a few, very simple examples remain), it flourished with
highly sophisticated results for a short period in the 8th century, but then died
out, except for a very simplified process known as itajime restricted to decorating
linings for aristocratic ladies. Several attempts have been made to reconstruct
the old technique. Yamanobe Tomoyuki investigates the Indian origins of block
resist® Takada Yoshio describes his reconstruction experiments for the Ise
fabrics.* A major difference between the Ise pieces and the Shosoin pieces is
that the former uses the cloth flat, while the latter created symmetrical patterns
through folds, and possibly used a system of stacking blocks so more fabrics
could be dyed at once.

SRRl RRRRReRRRRRRRRes
What did "Five Color Banners" (goshiki ban) look like? Were they five different
solid color banners? Or are the many banners with strips of different color legs
in the Horyuji Five Color Banners? What about those with blocks of different
p1a1n colors composmg the body (Horyu]l and Dunhuang)'?

Was the d1agona1 d1v1s1on of banner sectlons merely aesthetic?
KA A RAFA KA AAAFAIHAA AN K
Are the single panel gauze banners with fluted diamond lozenges ( a pattern
found only on the 757 Shosoin banners) a variation on the diagonal theme, or do
they represent a more general flower-in-diamond motif, possibly inspired by the
lotus-in-square motif found in Buddhist iconography?

There is no way of telling whether the 8th c. Japanese understood the original intent of the motifs
they were copying. Japanese today tend not to want to read symbolism into motifs, but rather to
enjoy their visual interplay. Instinctively they view decorative elements with an emotive response.
Patterns evoke poetic allusions, seasonal ambiences. Matsumoto (1984) suggests this native instinct
can be seen already in the Japanization of the Persian motifs on the banners made in 757. Yet
one wonders whether, for instance, the "arrow " (chevron) pattern used for many of the flat
braids was not a protechve device to "shoot off" encroachmg evil.

Banner assoc1at10ns with the f1ve elements are intreguing, but SO far unresearched,
to my knowledge: Fire (ketu :agni), water (dragons), wood (cloth, dyes), metal
(decoratlve elements), earth (marklng out areas. And a1r wmd See note 14

Were there sewmg shpulahons for banners'? Who d1d the sewmg’? How were
the materials chosen? How were they given body: we see paper lining
reinforcement,bamoo stifeners, metal reinforcement, double thickness for heads,
and strengthening through embroidery and patchwork layering. Obviously the
choice of stiffer fabrics, like nishiki for boarders, heads, and weights at the end
of the feet must also be considered.

SPPDPPPPPSPPDLLDIPPDPPLDLIDLIOITDPDPPPPTPLTDPSSOO
Finally, both in China and Japan textile banners remained abstract patchworks of
color and shape until the mid to late in the 8th century.”” Perhaps the earliest
painted representational banner is one in the Shos6in showing a seated Bodhisattva
in each of the four sections of the banner body. Of slightly later date are the
many stunning banners of painted figures found in Khocho and Dunhuang
including some elaborately articulated banner mandalas.*®* The new emphasis
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put on painting by the esoteric (Tantric) sects must have contributed to the sudden
outburst of these representational banners and presumably to a shift in their use.
Extant 13th century Japanese embroidered banners clearly function as a canvas
for figures that might be hung in the altar, and not merely as decorations around

it.” These banners are similar to embroidered hanging scrolls of the period. *
AAAAAAAAAAAAAAAAAAAAAMAALAALAOAAALAAAMAAAAAAAGL

'W.G. Aston, Nihongi : Chronicles of Japan from the Farliest Times to A.D. 697 (Vermont
and Tokyo, Tuttle. 1972) Vol. 2p. 65. Another present, from Silla, sent in 622 included 13 banners
(p- 149)

? The Tamamushi zushi, a portable shrine of Lady Tachibana with paintings on its
sides. One depicts Buddha preaching to the dragon king in a pavillion with banners hanging
from its pillars.

* This field has been well researched by such Japanese textile historians as Matsumoto
Kaneo, [including "Shosoin no senshokuban, zengohen" (The Textile Banners of the Shosoin) in
Shosoin nempo (Annual Report on the Shosoin) vol. 3&4 (Nara: Office of the Shosoin, Imperial
Household Agency, 1981-82). Shosoin no nishiki , no 293 of Nihon no bijutsu, ( Tokyo: Shibundo,
1990) and Shosoin no senshoku, no102 of Nihon no bijutsu (Tokyo: Shibundo 1964). Aslo Okumura
Hideo, "Nihon jodai no ban ni tsuite" (Japanese Banners of the Ancient Period) in Horyoji kenno
komotsu: senshoku I ( Treasures from the Horyuwji: Textiles I)(Tokyo National Museum, 1986).
Sawada Mutsuyo, including "Senshoku: genshi kodai" (Textiles: prehistoric and ancient periods
)no. 263 in Nihon no bijutsu (Tokyo: Shibundo, 1988) and various reports on restoration of
banners in Museum (Tokyo National Museum, 1992, 1994,1995). A good English language reference
is Matsumoto K., Jodaigire (Kyoto: Shikosha, 1984) and his article "The construction of Ancient
Cloth Banners: Horytiji style and Shosoin style” inThe treasures of the Shosoin: buddhist and
Ritual Implements , Mitsumori M, ed. (Kyoto: Shikosha) 1993.

* Hickman, M. "Notes on Buddhist Banners" Boston Museum Bulletin 71 (1973) #363 p
4-20. Kitamura, T. " On the Embroidered Banners in the Henushi Shrine" Bijutsushi Vol 7 No. 2
(1957) p. 59-68. Shubutsu (Tokyo: Kadokawa shoten 1964).

® Katd, B. et al tr. The Three-fold Lotus Sutra ( Tokyo: Kosei Publishing Co., 1975) p.
195-6, 198.

é Snodgrass, A., The Symbolism of the Stupa (Ithaca, N.Y.: Cornell U. SEAsia Program
1985) p. 172.

7 Sekine, S. Butsu/bosatsu to donai no shégon, Nihon no bijutsu #281 (Tokyo: Shibundo,
1989) p. 94, fig. 14.

® Sanskrit words for banner include: 1) ketu, (J:bukki {AK) discussed earlier. 2) hvaja
(J: do #), hung from a pillar or pole and symbolizing the virtue of the law that wardsoff evil.
3)pataka , (J: ban #&) banners of merit. Numerous variations exist in Japan and according to
Sekine(1989:93) even in India they are not strictly distinguished .

° Bells or bell pendants are common today. Early banners, particularly metal ones,

often had bells for arms and legs.

' 9th and 10th c. Chinese banners abound in depictions of figures carrying banners. For
interesting Tai parallels see Gittinger M. & Lefferts, L. Textiles and the Tai Experience in Southeast
Asia (The Textile Museum, Washington D.C. 1992) p130, pl 3.41.

" Thurman,R. tr. Holy Teachings of the Vimalakirti (University Park, Pen U. Press,
1976), p. 68

*? Ishida, M. ed., Kyogyo Shinshé (Kyoto: Ryikoku U., 1966) p. 73
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® Reischauer, E.O. Ennin's diary (New York: Ronald Press, 1955)

" The five colors—-blue (often represented as green) yellow, red, white and black (often
represented as purple). The Japanese trace these to the Ancient Chinese gogyo system of associating
the colors with compas directions, virtues, parts of the body, pitches, etc. but the Indians also
seem to have had a similar type color association. The fukinagashi, or "blown streamer" has
secular and non Buddhist ritual parallels , in particular in April and May for the celebration of
Boy's day, many households fly carp streamers (koinobori) with the top-most streamer being the
fukinagashi.

¥ Legge M. tr. A Record of Buddhist Kingdoms: Fa Hsien's Diary. (N.Y.: Dover Press
1965) p. 66

' Hobogirin: Dictionnaire Encyclopédique du Bouddhisme d"aprés les Sources Chinoises
et Japonaises (LAcademie Impériale du Japon, 1981) p. 49-50. Reischauer 1955, p 302 describes a
kanjo baptism wehre "5 jars of water were poured on my head. At night I made offerings to the
12 heavens banners...."

V The Ordination Sutra (kanj6ky6 , Ch. 11) lists the benefits incurred by donating
banners.

' T. 449 stipulates lighting lamps at seven levels and suspending banners of five colors
to prolong life and cure illness. Story in Ttt 2040x and 2123x.

¥ Mitsumori, M. ed. The Treasures of the Shosoin:: Buddhist and Ritual Implements

(Kyoto: shikosha, 1993 )p. 11. As the inscriptions are written in the Chinese cyclical year system,
they could be off.

% These charts are a simplification of Table IIl in Matsumoto,1984, p 216.

% See note 3. Recently in English£ Matsumoto 1984, Mitsumori 1993, Matsumoto Shosoin
Textiles (Kyoto: Kyoto Shoin, 1993).

2 Uemura, R. "Indo no kasuri to sono shithen "(Indian ikat and its repercussions)Senshoku
to Seikatsu no. 11, Winter '75:138-142

% Yamanobe, T. "Indo no kyokechizomé' ( Indian block resist dyeing) Senshoku to Seikatsu
no. 11, Winter '75: 133-137

* Takada, Y. "Kyokechi fukugen no koro " (When I recreated kyokechi) Senshoku to
seikats No. 17, Summer '77 p 50-53.

® Hickman 1973, p. 11- 13

% Today many of these are in the Musée Guimmet in Paris, the British Museum, London,
the Otani coleection in the Seoul National Museum, Korea, and the Tokyo National Museum.

¥ The embroidered banners at Henushi Shrine are believed to be representations of the
32 lesser deities of the Kongokai, meant to surround the five central figures. See Kitamura
Tetsuo, "On the Embroidered Banners in the Henushi Shrine” Bijutsushi: Journal of the Japan Art

History Society, Ocober 1957.

% Indeed the banner and hanging scroll have a related structure. Not only the triangular
head and elongated body are similar, but also technical parallels can be seen in the considerations
necessary to stabilize the patchwork of different weight cloths and to maintain the shape by
strengthening it at the top and weighting it at the bottom. One wonders at the origin of such
nonfunctional parts of the hanging scroll as the futai decorative strips descending from the spot
where the triangular hanging cords are attached. The fuchin, or supplementary tassels, function

like the feet of the banner to stabilize the hanging scroll.
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Braids on Early Japanese Banners

Masako Kinoshita
S Winthrop Place, Ithaca, NY 14850

INTR ODUCTION

The silk braids which adorn some banners in the Horyuji and Shosoin
collectionsrepresent the four basic types of braids from the seventh and eighth
centuries in Japan (Fig. 1). Of the four, type I, the square braid, is found
primarily as hanging cord. Type II, the four-ridge flat braid with a twill
pattern, was used as trimming around design figures."” TypesIIl and IV, the
oblique ribbed twine braid and the braid with a plain-weave pattern
respectively, are flat and generally wider than the first two types. They
compose the "head,” "tongue,” and "arms” of some banners, giving a necessary
firmness to the shape of the banners (Fig. 2). Narrow braids of Type IIl were
occasionally used asedge trimmings. Tomy knowledge, no banner adorned with
braids from later era has yet been found.

Some braids in the Horyuji collection have been attributed to be of Chinese
origin. It has been generally understood that braiding techniques were also
broughtto Japan by Koreansin the sixth century. I have notyet had a chance
totrace the Japanese braiding techniques back to their origin.

The construction of these braids has puzzled modern braiders versed in
traditional Japanese braiding techniques known as Awm/if/mo>  Kumihimo
braiders felt that the uniformity of the patterns as well as the difficulty of
handling the large number of the fine gauge strands of the loose degummed silk
in such long lengthsasone finds in the ancient braids eliminated the possibility
of their having been made with braiding techniques other than kumihimo. On
the other hand, it proved difficult for them to replicate the pliancy of the old
braids. They also realized that the build-in structural symmetry of ancient
square braids does notagree with that of square braids made using kumihimo. |
believe such discrepancies have arisen because the ancient braids were not
made with kumi- himo techniques using elements with individually separated
working ends, but rather with loop-manipulation techniquesin which working
ends of elements were tied into fixed pairs.®

I have reconstructed this method of braiding from three manuscripts
written around 1800 AD and labeled it fw/e-uch/ or "hand-strap braiding.”
borrowing a term used in them.” The loops, or paired elements tied to the
hand-strap, kute, forming a loop, are supported singly on the fingersor held in
the hands. A beater is the only tool required. The adopted name, however, is
used in a wider context than was meant in the nineteenth century, when the
more elaborate techniques used in the middle ages had already been long lost.

Although similar techniques known collectively as loop-manipulation are
found throughout the world, the Japanese methods have proven to be the most
developed.” The most common world-wide practice is to support the loops
singly on the fingers (finger-held method) and transfer each loop through the
inside or over the other loops. In Japan, they are also held in the hands
(hand-held method) and transferred around the outside of the other loops as
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well.” Because of thesetwo modes of loop transfers and the fact that more loops
can be used with the hand-held method. Japanese techniques have developed to a
unique height during the twelfth century.

In order to prove my hypothesis that the ancient braids were made with
loop-manipulation and not kumihimo, I conducted an extensive analvsis of
construction methods, and surveved the ancient braid specimens by existing
data from published sources.” [ also made replicasand compared them with the
originals. In each of four types of braids found on the ancient hanners,
kute-uchi braids proved closer totheoriginal than kumihimo braids.

In ALwre-uc/h/ the elements are stretched between the fixed head end to
working loopedends where they are mountedon the fingersor alignedover the
hands (Fig. 3. 4). The braiding elements, even if they are soft non-plied silk
such as used in Shosin braids, do not tangle or wear out because they are
transferred by one loop at a time while they are held taut. For braids with a
large number of elements, several braiders collaborate sitting side by side.

The number of elements used in the old braids with a solid structure is a
multiple of an odd number, such as 28 (=7x4), 56 (=7x8), and 72 (=9x8). To make
the kinds of braids found in historical braids using kute-uchi would require
either an odd number or a multiple of an odd number of loops, which makes the
basis of the number of elements an odd number times two. In contrast, using
kumihimo, the number of the loops would more likely be based on an even
number, such as 32 (=8x4). Color designs of the majority of old hraids are based
on an odd number. If braiding starts with an odd number of loops in hand, as
kute-uchi does, it is only natural to compose a color design based on an odd
number. Moreover, the hraids made using kute-uchi turn out to resemble
closely the old specimens in pliancy and appearance, while using kumihimo
technigues involve complex and contrived procedures vet results are far less
satisfactory.

TYPE I: SQUARE BRAID. (Fig. 1 teft)

Twenty of the 240 surveved square braids in the Shosoin collection are listed
as having belonged to banners.” Six among them have been identified as
hanging cords. Manyv among the 84 specimens listed as being of unknown
origin could have belonged to banners. The majority of the square braidsare 1.5
to35mm (1/16" to 5/32") wide and less than 100 cm (40") long.

Before examining the old specimens, let's discuss the kute-uchi construction
procedure for square braids and the structural characteristics of the braid.

The principle for constructing square braids using kute-uchi or
foop-manipulation is essentially the same regardless of ethnic origin, the
number of the loops used or how the loops are held; An odd number of loops is
more often used, and they are distributed initially so thatone handgets the extra
onc (Figs. 5, 6, left).'"” For an even number of loops, they are allotted equally to
each hand (Figs 5. 6. right) While the maximum number of loops that can he
used is usually seven for the single-person finger-held method, a larger number
of loops can be used with the hand-held method.'” The loops are transferred
one at a time, from one hand to the other in one pick and twisted a half turn
before being deposited on the other hand. The procedure is mirror symmetric
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andall loopscirculate in a serial order. In the structure thus produced, each of
the two elements forming a loop is interlaced as an individual element
composing two superimposed layers. This makes the number of elements of the
square braid the number of loops times two.

A square braid is described more specifically as a four-ridge tubular braid
with a twill pattern. The square braids constructed using loop-manipulation
alwayshave an irregular twill pattern. While those made with an odd number of
loops having a twill pattern, such as 3/4/4/3 or 4/5/5/4 and a trapezoidal cross
section, those made using an even number of loops have a twill pattern, which
may be 2/3/4/3 or 3/4/5/4, and a cross section of an irregular quadrangle (Fig.
7). They wouldnever have a true square cross section such as those made using
the kumihimo technique. Since those made using an odd number of loops are
less skewed than those made using an even number of loops, the former
predominates in any culture where square braids are made by means of
loop-manipulation.

The Shosdin square bhraids

According to the statistics published in the survey records of the Shosoin
braids carried out by the Office of Shosoin, out of 240 registered square braids,
including those used for the banners, two thirds had the element number of an
oddnumber x 2 (Tab. 1).'” Those with elements of an even number X 2 amount
toonly one third. Actually, it is these statistical facts that prompted me to seek
the possible use of loop-manipulation techniques in Japan. We already know
that these statistics are not anomalies if the braids were made by means of
loop-manipulation. This, however, was a great puzzle to the traditional kumihimao
braiders because in the methodology of traditional kumihimo the norm for
square braidsisto have elements of an even number X 2, and a true square Cross
section. My examination of a 16-element Shosoin square braid from a
photograph among the Office of Shosoin survey has shown that it did not have a
true square cross section but hadexactly the same skewed structure (3/4/5/4) as
those made using kute-uchi. The statistics, the reaction of the traditional
braiders to them, and the skewed cross section of the Shosoin 16-element square
braid demonstrate that the Shosdoin braids are not consistent with the norm of
the methodology of kumihimo. The reason must be that the ancient method
could only make skewed structures. Thus kute-uchi is the strongest candidate
technique for these braids.

Another piece of evidence as strong as ahove statisticsisthe mirror symmet-
ric color pattern of the Shosoin square braids (Fig. 8). The patterns result from
the mirror symmetric nature of the construction procedure, which is
characteristic to kute-uchi. Such patterns do not occur if the braids were made
using the rotationallv symmetric kumihimo procedure with a conventional color
arrangement,

TYPE II: FOUR-RIDGE FLAT BR AID WITH A TWILL PATTERN. (Fig. 1 second left)

This type of relatively narrow and thin bhraid suitable as trimmings can be
made using a procedure similar to that of square braids. The loop is twisted only
when itistransferred from, say, the left handto the right and not twisted in the
opposite movement (Fig. 9. All type Il ancient braids characteristically have an
even number of elements and the numbers of the float of the two center ridges
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differ from each other by one. These characteristics match exactly those of
braids made using kute-uchi. While braids with the same structure can also be
made using kumihimo, these features are notcharacteristic of kumihimo braids
of thistype. The pliancy of ancientbraidsalso matches Kute-uchi in contrast to
kumihimo braids, which are generally firmer.

THE CONSTRUCTION TECHNIQUES FOR TYPES Il and IV

Whereas the techniquesfor type [l and type [l braids have been found among
those reconstructed from historical sources, no Japanese bibliographic record
hasvet been foundof those for type [1l and type 1V braids. I, therefore, devised
procedures to replicate these two types of braids, which work differently from
those for the first two types of braids. Rather than constructing two
superimposed layers as do the first two, they construct a single layer."” [ have
chosen loop-manipulation rather than other techniques as more viable
techniques for constructuing these braids.

The devised techniques have proven to produce braids that have structural
characteristics thatagree with those of ancient braids.

TYPEII1I: THE OBLIQUERIBBED TWINING BR AID (Fig. | secondright)

In type 11l braids, paired elements form an oblique ribbed pattern by
twining around the elements in countered courses and covering them entirely
There are two varieties of type 11l braids in the collections; one has the same
pattern all the way, the other a periodical pattern inversion. The color pattern
used most often for the former is a chevron, and for the latter, double columns of
diamonds. Braids composing the "head,” "tongue,” or "arms” of some Horyuaji
banners and two narrower braids listed as a hanging cord and trimming of
Shosoin bannersare of the former variety. Those with a pattern inversion exist
only in Horyuji collection. Theymay have been pendant ornaments toa canopy.

Each element of all Horyuji type III braids consists of a single end of Z
double-ply silk or gold threads. Paired elements are again Z-twisted. In the
Shosoin braids of this type, paired elements are twisted in Z in one half of the
widthand inSin theother.

My hypothetical procedure has been substantiated by a recently-uncovered
fifteenth-century English treatise on finger-held loop-manipulation.'” The
treatise documents instructions thatoperate on the same construction principle
asmine for making both varieties of oblique ribbed twining braids.

From several mis-aligned twining patterns found in some specimens as well
as the fact that the smallest number of elements in the specimens is 36, [ have
proposed a hand-held method rather than finger-held (Fig. 10). The loops are
twisted as they are passed one by one from one hand to the other. All loops in
the Horyuji braids are twisted counterclockwise, and are twisted opposite to each
other in the rightand left halves of the Shosoin braids. The outermost loops are
then transferred inside through the loops to the midpoint. The two transferred
loops are then crossed, one passing inside through the other.

My analysis predicted that, in a braid made using this hand-held procedure,
the width would tend to increase in the area where the rib pattern is less
compact. [ confirmed this tendency from the measurements taken of a
photograph of Shosoin braid #32." In kumihimo, there isno such relationship
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hetween width and firmness of braids because the width is controlled by the
hraider and the firmness by bobhin weight. [ also anticipated that the working
mechanism of the procedure would make it impossible to produce a firm braid,
such as those made using kumihimo. The firmnessof the hraidscan be ohserve
in the angle of their chevron pattern. When braids are firmer, the angle gets
wider. Tocompare the firmnessof the hraids of this type, | measured the ratio of
the length of a color pattern cvycle to the width at the area where the pattern
cycle is measured." The ratios measured proved to be between 1.8 to 2.1 in
kute-uchi braids and the Haoryuji and Shosoin specimens, while the ratios for
similar kumihimo run from 1.2 to 1.8 (Table 2). The important factis that there
isno way to change these ratiosat the braiders’ will for Kute-uchi, vet they are
remarkahly close to that of the original. The wide variation in the kumihimo
measurements indicates that various factors of the technique were tampered to
make a bhefter replication. As the data suggest, however, they have not quite
heen successful, The ratio for conventional oblique ribbed twine hraids of today
runs from 1.2 to 1.4

TYPEIV: FLATBR AID WITH A REGUL AR INTERL ACING PATTERN (Fig. L right)

The twovariations in type IV braids in the collections areone with a plain-
weave pattern and the other with a 2/2 twill pattern. All those used in the
Shosoin hanners, forming the "head,” "tongue,” or "arms,” are of the former va-
riety. Thev were also used as edgings on large banners about 126 cm (507) wide.

Twenty nine hraids of this tvpe, listed as having helonged to banners, are 7
to 1l cm (2 374" to 4 1/4") wide. Their conspicuous design characteristic is that
the obligque plain-weave pattern isformed by paired double-ply varns twisted in
opposite directions. That the paired yarns, not the individual varn ends, indeed
were used as the hasic element in constructing these fabrics can be discerned
from specimens decorated by heads strung through the pairedyarns. The num-
her of elements. ranging from 52 to 68, includes hoth odd and even numhers,

Of some wide braids of this type, the curvature of the elements that run
obliquely in the structure reversesatmid-length, implving that the hraids were
made from the center towards the ends. The fact makes sense if
loop-manipulation were used but not if Kumihimo were used.

I have devised a finger-held method capable of producing flat braids with a
regular patterninwhich loops work aselements (Fig. 11). Oneof the two shanks
of the loopsis composed of an S double-ply varn and the other of a 7 doubhle-ply
varn. Loops are held in the palms-up position and the small fingersare used to
pick a shed and transfer the loops. This finger position complies with the
Japanese folk practice of today'’ as well as those depicted in picture books of the
Edo period (Fig. 3).'""  While the folk technique produces type [ and type Il
braids described earlier. my devised technique constructs a flat braid witheither
a plain-weave or twill pattern, depending on the pick selected. Since each
braider can hold only eight loops at most, several braiders, as many as nine,
must collaborate to accommodate the required number of elements.

This method produces naturally the paired parallel elements that never
cross each other and the uniform twists of the double-ply varns, characteristic
of ancient specimens. My conjecture that an analogous one-person fechnique
must be used today in Peru and Bolivia to make three-strand flat braids that
decorate ends of some woven bands, has been confirmed by Elayne Zorn.'”
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CONCLUSION

As a whole. [ have found that by using kute-uchi. | could accurately and
easily reproduce not only the ancient braids used on seventh and
eighth-century banners but also most other braid relics produced throughout
the middle ages in Japan. More importantly, with kute-uchi, I couldaccount for
the peculiarities of these braids.

My acknowledgement extends not only to those who directly helped me in
this research, but also to those who spent countless hours measuring hundreds
of specimens, without whichmy research would not have been possible.
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no-tool braiding technique.” the Master's dissertation. Tama Art College. 1975:
Lebedeva, N. ., "Prifadenie i tkachestvo vostochnykh slavian v. XIX-nachel XX v.
(Spinning and weaving in eastern Slaves in the 19th to early 20th c.).” 7rudyv /nstituld
Etnografii im. N. N Mik/uho-Makalaiz n. s.. pp 497-506. 31. 1956. Two braiders in the
altar piece. "Historia de 1a Virgen Mar{a (Story of the Virgin Mary).” att. Nicolas
Zahortiga. 1465. Church of St. Mary of Tarazona. Spain: Many Japanese illustrations from
17th-19th c.

7' The Sultanate of Oman is the only country other than japan where hand-held
loop-manipulation has been reported: Crocker G. and Glover B., "An Omani braiding
technique fro camel reins.” 7he journal of Oman studies. pp 103-106, v. 5, 1979,

¥ Office of Shosoin, Nara, Japan, SA0sorn no Kumihimo = Brards in Shoso-in . Tokyo:
Heibonsha. 1974.

°" Braids in Shoso-in (Note 8).

" There are basically two wavs of holding the loops in the finger-held method:
palms-up. and palms-down. To transfer the loops. the index fingers are used in both: in
the latter small fingers and occasionally ring fingers are also used.

"' A one-person 9-loop procedure from Morocco has been reported by F. Sober.
“Treatise on the making of laces.” (see note 14) has one-person 8-1oop procedures.

12" Note 8. (Braids in Shdso-in), p. 27 (Eng. p. iv).

' Note 5. (Archaic Braiding).

"' "Treatise on the making of laces.” 7o//emache book of secrets, British Library., MS
Harley 2320. Publication of Noemi Speiser's analytical research is forthcoming.

3" Note 8. plate 71.

" This method is more accurate than measuring the angle by a protractor.

7' Note 6 (No-tool braiding technique). Through my own enquiry, | received three
more reports. Note 5 (Archaic braiding, pp.51-52.)

"' Edo period = 1615-1867AD.

'9* Personal verbal communication, 1992,
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Table 1. Statistics according to number of elements in the Shosoin square braids.

no. of elements odd no. x 2 even no. X 2 odd no. unable to count
no. of specimeny 160 78 (0) 2
% 66.7 32.9 0 0.8

The number in parenthesis is added by M. K.

Table 2. The ratios of the lengths (H) of a color-pattern cycle to the width (W) of Horyaji
and Shosoin braids, their replicas made using the loop-manipulation and those made using
stand-and-bobbhin techniques.

(Other than K. Kinoshita's and my own samplers, the measurements have been taken from
photographs.)

Accuracy of measurement: 0.5 mm

source of material H mm W mm H/W H/W mean value
kpecimen Brards in the $Hoso-rn 7.5 4 1.9
#*32 plate.71 8.5 4 2.1
9.5 4.5 2.1
10.5 5.1 2.1 2.1
no. of replica 31 20 1.6
elements made using kumihimo 31 20 1.6
36 (DOomyo Exhibit '78) 31 20 1.6 1.6
replica 51.5 30.5 1.7
made using kumihimo 58.5 33.5 1.8
(Domyo Exhibit '82) 58.5 33.0 1.8 1.8
replica sampler made using| 24.4 12.9 1.9
loop-manipulation 26.2 13.0 2.0
by Masako Kinoshita 27.5 13.6 2.1 2.0
kpecimen Brards in the Shoso-in 49.5 28.0 1.8
#332 plate 22. 49.0 28.0 1.8
49.5 27.0 1.8 1.8
sampler 37.0 27.5 1.3
no. of made using Kara-kumi 37.0 27.0 1.4
plements | stand-and-bobbin technique] 37.0 27.5 1.3
92 by Kazuko Kinoshita 36.0 27.5 1.3 1.3
replica sampler made using| 51.5 28.0 1.8
loop-manipulation 53.1 28.0 1.9
by Masako Kinoshita. 52.9 28.0 1.9
52.5 30.0 1.8 1.9
ho. of ele. fragment of HoryDji 9.7 5.6 1.7
116 ribbed twine braid 10.5 5.6 1.9 1.8
ho. of ele. fragment of Horyuji 7.5 4.2 1.8
120 ribhed twine braid 7.3 3.9 1.9 1.9
ho. of ele.| replica of a Horyuji banner | 119/2 48 1.2
48 (Domyo Exhibit '79) 118/2 49 1.2 1.2
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Structural detail

TYPEI TYPEII TYPE III TYPE IV

square braid 4-ridge flat braid Oblique ribbed twine braid Flat braid with a plain-weave pattern
(16-element) (18-element)

Fig. 1 Four basic types of braids in the Horyuji and Shosoin collections

-tig. 3

"Braiders," in Wakoku shoshoku
ezukushi=(Pictures of Japanese
artisans) (1685) by Moronobu
Hishikawa is an adaptation from a
late 15th- ¢. picture scroll,
Shichijtichi-ban shokunin
utaawase emaki= (Poetry match
of seventy-one pairs of artisans),
ill. att. M. Tosa. The original has
been lost.

head

v Fig. 4

"The manner of holding the
twenty-six strands in the left and
right hands"; Braiding by oral
transmission, from Thesaurus jor
ceasing war, ca 1800.

I i-

Fig. 2 Names of parts of
a typical ancient banner.
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5-loop example

1. Step 1.
3 2 2 3
1. Initial allotment of loops.

5-loop example

1. Step 1.

Step 2

3

Step 1: transterred loop is twisted.

Step 2

1.
3

6-loop example
Step 1.

Step 2: transferrd loop is twisted.
Fig. 5 Loop-manipulation procedure to make square braids, in which transferred loops go THROUGH the INSIDE of
other loops. Used in both FINGER-HELD and HAND-HELD methods.

6-loop example

Step 1.

Step 2

Step 2: transferred loop is not twisted.

Fig. 6 Loop-manipulation procdure to make square braids in which transferred loops go AROUND the OUTSIDE of
other loops: An option for HAND-HELD method.

B8 K

with 5 loops. with 6 loops.

3/2/2/3 twill 3/2/3/4 twill
Structures of Shosdin square braids have the same skewed
cross sections as those made usin loop-manipulation:

AAA

1. Initial allotment of loops. ~ Step 1: transferred loop is twisted.

12 elements (an even num. X 2)
3/3 twill

Square braids made using the traditional kumihimo
procedure have a true square cross section.

Fig. 7 Diagrammatic side view and cross section views of Shosoin square braids.
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14 elements 14 elements

16 elements
Shasoin braids have a mirror-image symmetric pattern;

typical of loop-manipulation.

16 elements

Typical color patterns of kumihimo square braids.
14-clement square braids are not typical of kumihimo.
The outer-most ridges in each diagram has been added to show the connection of the

pattern around the braids. Left two ridges and right two ridges are the same ridges.

Fig. 8 Flattened-out patterns of the Shosdin square braids.
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5-loop example
Step 1 © Step2

RN oo

While the braid is being made, =~ When flattend out a
it is folded in two, being 4-ridge flat braid emerges.
formed in two layers.

Step 1: Transferred loop is twisted.
Step 2: Transferred loop is not twisted

Fig. 9 4-ridge flat braid with a twill pattern

WU QO U l)l)

! ]

Step 2 -
Initial allotment Step 1 °p Step 3

Intial allotment: Loops are distributed equally or one more to one hand than the other.

Step 1: Loops are twisted a half turn.
Steps 2 and 3: The outermost loops are transferred through inside of other loops. They are not twisted.

Fig. 10 Procedure to make oblique ribbed twine braids using loop-manipulation.

| ,
Qr‘! A1 B ‘PA
shSe B '“'f:)
(173 »1 Ny

W : Ar YW Ar N Ar

#1 braider holds #2 braider holds #3 braider holds #4 braider holds
7 loops 7 loops 6 loops 7 loops

Step 1: The farthest-left loop is transferred to the left index finger of #3 braider.

Step 2: The loops held by #1 and #2 braiders are shifted back to the left. The right index
finger of #2 braider is left empty and the left index finger of #3 braider is filled.

Step 3: The structure is tightened.

Then #3 and #4 braiders perform the mirror-image processes of steps 1, 2 and 3.

And the steps from the beginning are repeated.

Fig. 11. Loop-manipulation procedure to make flat braids with an oblique over-one-under-one interlacing.
Example: Shosoin braid #27. Number of elements: 27
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From Secular Garment to Sacred Object:
Kosode Refashioned into Buddhist Altar Cloths and Banners

By Nobuhiko Maruyama

National Museum of Japanese History

Introduction

Altar cloths are rectangular cloths on which Buddhist offerings are placed. Generally,
they are made with gorgeous textiles of gold nishiki, a multi-colored weft-patterned fabric.
In the Momoyama and Edo periods from the sixteenth to nineteenth centuries, however,
they were also made from refashioned kosode, an early type of kimono.

1. Banners and altar cloths remade from kosode

When a person died, his or her kosode were often donated to the family temple. The
kosode were then remade into various religious objects such as altar cloths and banners for
Buddhist ceremonies for the deceased. Most of the donated kosode were originally created
for wealthy women and hence were made with superior materials.

Generally, kosode were used untl they
wore out. That is why few kosode remain
today. Kosode that date to before the
late-sixteenth century are especially rare. In
contrast, kosode refashioned into altar cloths
and banners are relatively well preserved in
temples. They make up for a shortage of
historical examples of kosode. Occasionally,
an inscription on the altar cloth or banner
gives important clues about the kosode's
date. This banner [fig.1] has an inscription
indicating that it was made from a katasuso
kosode in 1530. Katasuso is a kosode
design with motifs only on the shoulders and
skirt of the kimono. This is the oldest
Isujigahana textile piece with an inscription

fig.1
that offers a clear date.

Tsujigahana textiles flourished from the sixteenth to early seventeenth centuries. They

combine a number of techniques such as the main technique of tie-dyeing by stitch-resist
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method, drawing and shading in ink, applying red pigment by brush, and impressing
surihaku gold leaf onto the textile. They also represent one of the earliest steps in the
transition from woven decorative patterns to dyed ones.

Before the fourteenth century, plain kosode were worn as undergarments by the upper
class and worn as outer garments by common people. In the Muromachi period
(1392-1573) however, the upper class began to wear kosode as outerwear, as well.
Tomiko Hino (1440-96), the wife of the eighth samurai general of the Muromachi
shogunate, wore kosode as an outer garment when she went to a party in 1479 attended by
Emperor Gotsuchimikado. This exceptional event provides evidence that kosode had taken
root as outerwear before the fifteenth century. When kosode began to be used as
outerwear, the number of decorative techniques increased. Tsujigahana is one decorative

style that came out of this development.

Another type of kosode textile which gradually replaced a style of decorative weaving
was a textile made with an embroidery and gold leaf technique known as nuihaku. As the
importance of kosode grew in society, the number donated to temples also increased.
Thus nuihaku kosode robes have also been preserved in the form of altar cloths and
banners, often with inscriptions. An altar cloth at Kodaiji-temple in Kyoto was originally a
nuihaku kosode. 1t was donated to the temple in 1601. Shigeki Kawakami, a curator at the
Kyoto National Museum, has shown that it is possible to reconstruct almost a whole
kosode from this altar cloth.

2. The Nomura Collection

When discussing kosode, altar cloths, and banners, one must not overlook the kosode
folding screens of the Nomura Collection (Chiba Prefecture). The Nomura Collection is
one of the most well-known and also the largest collection of kosode.

Shojiro Nomura (1879-1943) was a pioneer in the collecting of kosode and kosode
fragments. When he began, few people were interested in collecting Japanese fabrics. At
the end of the nineteenth century, an anti-Buddhist movement led to the destruction of
Buddhist temples and images, and forced temples to dispose of their altar cloths and
banners. This tragedy in Japanese history became a splendid opportunity for Nomura to
collect the finest fabrics.

To preserve and display the kosode fragments, Nomura designed a kosode folding
screen, which was eventually patented. When he could not reconstruct a whole robe, he
pasted the kosode fragments onto a two-panel folding screen to give the illusion of a
complete garment hanging from a kimono stand. Although the kosode appear to have been
painted, they actually have been made from fabrics that have been attached to the screens.
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fig.2 fig.3 fig.4

One screen [fig.2] uses fragments from a tsujigahana kosode that had once formed a
banner. The fabric is divided into red and white sections with patterns of camellia and
Chinese bellflower created by a stitch-resist technique. There are dark crimson bands
which, because they were once covered by the banner frame, retain sometime close to the
original color. In the Kyoto National Museum, there is a banner with the exactly same
pattern as this tsujigahana [fig.3]. The distance between the crimson bands is also the same
as that in this example from the Nomura collection. In this connection, a third example of
this same fabric can be found in the Toyama Memorial Museum (Saitama Prefecture).
These tsujigahana fragments were originally all from the same kosode [fig.4].

Next, is an example of a Kanbun era (1661-73) kosode now remounted on a kosode
folding screen [fig.5]. This kosode, patterned with sedge hat motifs and flowers, had been
turned into an altar cloth. A photograph of this altar cloth can be found in the 1985 Asia
Society exhibition catalog "KOSODE 16th-19th Century Textiles from the Nomura
Collection". With the folding screen, Nomura truly recreates a sense of the original
kimono. The motif of upside-down umbrellas and flowers is not a mistake. The Nomura
Collection has another fragment of the same fabric that clearly shows where the shoulder
line was and therefore shows which direction was the top of the robe.

A photograph of another altar cloth which Nomura took apart in order to make a kosode
screen appears in a report by Nomura titled the "The Research of Yuzen Dyeing". This
cloth is a rare example of an Edo-period ro, a type of silk gauze, dyed by yuzen, a sort of
dyeing technique by rice-paste resist [fig.6].
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fig.S

fig.7 fig.6

3. Inscriptions attached to kosode folding screens

All the examples have no inscriptions. There are, however, some examples of inscribed
kosode. One screen from the Nomura Collection has an inscription in ink attached to the
back of it that is written on a fragment of what used to be the red lining of the robe [fig.8].
The inscription says that this kosode was donated to the temple in 1740. The kosode
features a typical Korin motif associated with craft designs influenced by the painting style
of Ogata Korin of the Rimpa school.
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fig.8 (right) fig.9

fig.10 (right) fig.11
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Korin motifs, which became popular after the seventeenth century, are characterized by
a simplicity of expression. The kosode has a bird design which is known as the Korin
plover. Although many examples of Korin motifs remain, those with inscriptions are rare.
Therefore, this kosode is an important example of an early Korin motif from the first half
of the eighteenth century.

Two tsujigahana kosode fragments are featured on another screen [fig.10]. An
inscription attached to the back of this screen dates the year of donation to 1663 [fig. 11].
This is most likely not form the lining of a robe, but a piece of the same kosode fabric as
the right kosode on the screen. '

There are thirty-five other inscriptions besides these two, but these are the only two
which are attached to the screens.

It is at times difficult to determine exactly which linings belonged to which kosode.
Nomura noted the corresponding kosode motifs for fifteen of the lining inscriptions.

Unfortunately, not all fifteen linings can be matched to kosode fragments on screens. So
far, it has been possible to link ten of the linings to kosode fragments. Here are three
important works from this group of ten inscribed linings:

Koshimaki screen with auspicious motifs [fig.12]

fig.12 fig.13

A Koshimaki garment was worn over kosode in the summer. The upper half was
slipped off the shoulders and tied around the waist like a sash. The whole surface of this
koshimaki is covered with delicate, embroidered patterns of auspicious motifs. It is not
clear when such a style of koshimaki originated. Koshimaki came into fashion after the
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middle of the eighteenth century, but most of those that have survived belong to the
nineteenth century and seldom have inscriptions. This koshimaki was donated in 1701,
which means it is a not only a rare example from the early eighteenth century, but one of
the oldest extant koshimaki [fig.13].

Kosode screen with flowering cherry tree and poem slips [fig.141

fig.14
fig.15

This kosode was made with the yuzen dyeing technique. Like koshimaki, extant

examples of yuzen dyeing rarely have inscriptions. The name "yuzen" appears on some
inscriptions from the second half of the seventeenth century, but most examples of yuzen

dyeing belong to the eighteenth century. Therefore, this yuzen dyed kosode fragment
donated in 1724 is one of the earliest examples of yuzen dyeing [fig.15].

Kosode screen with cycad palms and earthen bridge [fig.16]

Finally, this kosode embroidered with cycad motifs (a kind of Japanese palm tree)
deserves special note. Although its design and embroidery technique resemble that of a
nineteenth-century kosode, the robe was donated in 1760 [fig.17]. Thus, this kosode is
yet another early example from the first half of the eighteenth century.
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fig.16 fig.17

Conclusion

Altar cloths and banners lie on the border between the secular and sacred worlds. The
designs of donated kosode employed a wide range of motifs from daily life, especially
from the world of the upper class. Yet the fact that these kosode were chosen for donation
confirms their elevation above secular use. Thus, the altar cloths and banners not only
mark the historical rise of kosode fabrics from undergarments to highly treasured outer
garments of the upper class between the fourteenth and sixteenth centuries, but their leap
towered sacred use after the sixteenth century.

Although donated kosode were refashioned into different form, they stood a better
chance of preservation as altar cloths and temple banners than if left in the secular world.
Until recently, there was little interest in the history of kosode textiles, and many scholars
ignored Nomura's work. Yet, Nomura's collection includes superb examples of textiles.
The hundred kosode folding screens are important because they not only preserve the fine,
sacred textiles of altar cloths and banners, but effectively recreate images of the original
kosode form. The collection is also vital as a standard for dating other surviving kosode .

Of course, the date that a kosode was made did not necessarily correspond to the date of
donation. Donations could be made long after a person's death, and the donated kosode
did not always belong to the deceased. Even so, the information provided by inscriptions
on donated pieces is valuable.

While keeping in mind the historical importance of altar cloths and banners, the National
Museum of Japanese History has strived to collect fabrics with inscriptions. Most of these
acquisitions belong to the nineteenth century, but there are some rare examples, such as the
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altar cloth refashioned from a kosode of Chinese weave designed for Noh performance,
which belong to the early-eighteenth century [fig.18-19].

In the summer of 1997, there will be an exhibition of inscribed fabrics at the National
Museum of Japanese History in cooperation with the Tokyo National Museum and the
Kyoto National Museum. This exhibition will provide an opportunity to further study how
Buddhist altar cloths and banners made from kosode can advance our knowledge of kosode

fabrics.

fig.18 fig.19
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OFFERTORY BANNERS FROM RURAL JAPAN:
ECHIGO-CHIJIMI WEAVING AND WORSHIP

by

Sharon Sadako Takeda
Los Angeles County Museum of Art

INTRODUCTION

Unlike luxurious silk cloth that was carefully cut and sewn together in a
prescribed manner, banners that were offered to rural, syncretic Shinto shrines and
Buddhist temples in the Uonuma-gun region of Niigata Prefecture were lengths of
locally produced ramie cloth inscribed with sumi ink and dedicated primarily by the
women weavers who produced them. Whether observed in situ in a neighborhood
shrine or temple or viewed in a museum setting, these ramie offertory banners, called
hogake, honobata, or hono nobori, are exemplary artifacts. The environmental, social,
and economic aspects of the lives of their rural makers are literally woven into an
efficient, creative, and whole cloth.

JAPAN’S SNOW COUNTRY

Formally known as Echigo, Niigata Prefecture is a northern province located in
Japan’s legendary "snow country." In the winter, cold winds from Siberia blow down
across the Sea of Japan, pick up moisture, and drop it as snow when they reach the
mountains that encroach upon the alluvial plains of Niigata from the east. The
mountain valleys of Uonuma-gun can receive as much as six to ten feet of snow
within twenty-four hours.! Uonuma-gun is one of Japan’s snowiest areas and, for its
latitude, one of the heaviest snow regions in the world. For nearly eight months of the
year, a blanket of snow covers the landscape. Strong wooden barricades are erected
around homes to protect windows and walls from violent winds and snowfall. The
snow must be shoveled off of rooftops before its weight collapses buildings. Literally
buried in snow, inhabitants must carve stairways out of the frozen precipitation in
order to exit their homes. In some areas, snow-packed pathways are at rooftop level.

The immense snowfall incapacitated the agrarian society of Uonuma-gun. In
olden times, men went off to cities such as Edo (modern-day Tokyo) to look for
winter employment. Confined to their dimly lit homes, the villagers who remained
behind worked diligently to supplement their incomes by producing subsidiary
handicrafts. Rice straw was plied into useful items such as shoes, hats, and household
articles, and grass-bast fibers (asa) such as ramie were processed into thread and
woven into cloth.?

The snowy climate of Echigo created an ideal situation for producing asa

38 Sacred and Ceremonial Textiles



textiles. Stiff ramie threads, which ordinarily break easily if manipulated in an arid
environment, remained soft and pliable in the damp atmosphere of Echigo winters.?
"Thread is spun and twisted in the snow, the cloth is woven in the snow, it is washed
in snow waters and bleached on snow fields. There is [ramie] crepe because there is
snow,” wrote an Echigo textile wholesaler in the early nineteenth century.® In his
book entitled Hokuetsu seppu (Snow country tales), Suzuki Bokushi (1770-1842)
described the life and customs of Echigo inhabitants, including their involvement in
ramie thread and cloth production.” He credited the development of the
exceptionally fine ramie crepe textile known as chijimi to the talent, unyielding
patience, and perseverance of snowbound craftspeople.® "Echigo crepe," he wrote,
"owes its fame to the combined powers of man and snow, working hand in hand."’

ECHIGO TEXTILES

The origin of asa weaving in Echigo is unclear but assumed to be extremely
old. The earliest extant piece of Echigo cloth (Echigo nuno) was discovered in the
collection of the Shosoin, an imperial repository for treasures built in Nara over 1,200
years ago. The asa cloth, originally given as tax payment and inscribed with the name
of an Echigo village and its leader and dated 731, the third year of the Tenpyo era
(729-749), was later made into a storage bag for a folding screen (byobu).® The first
historical reference to Echigo cloth was made during the Heian period (794-1185) in
the Engi shiki (Procedures of the Engi era), a code of laws completed in 927. It
recorded a decision made in the year 785 about collecting cloth as tribute from
producing areas and documented the receipt of one thousand tan (bolts) of cloth from
the Echigo region.

Echigo cloth became a product of great renown during the Kamakura (1185-
1333) and Muromachi (1333-1568) periods, when the military elite favored it as a
trading stock and tribute. As recorded in the historical account Azuma kagami (Mirror
of Eastern Japan) and Muromachi no kojitsu sho (Book of Muromachi customs and
manners), in the seventh month of 1192 Minamoto Yoritomo, after receiving the title
of sei-i-tai shogun (supreme commander), presented representatives sent by the
imperial court with a gift of horses, mulberry thread, printed indigo cloth, and one
thousand bolts of Echigo cloth.” In numerous other Muromachi-period records,
Echigo nuno is mentioned either as tribute items or as regulated clothing restricted to
certain months unless permission was given by the military government.

The reputation of Echigo textiles was further bolstered early in the Edo period
(1600-1868) by advances made in design and production techniques. Up to this point,
Echigo weavers produced a plain, coarse asa cloth known as kojiro nuno." In the
seventeenth century a lordless samurai who had emigrated with his family from
Akashi (near present-day Kobe in Hyogo Prefecture) to Echigo transformed asa
weaving there. It is widely believed that it was Hori Jirdo Masatoshi (1620-79),'" his
wife, and two daughters who promulgated the idea of weaving with tightly twisted
weft threads, which produced the refined crepe fabric known as chijimi nuno or,
simply, chijimi.'> They also encouraged the production of patterned chijimi nuno,
colored with natural dyes and woven into such designs as stripes or ikat (kasuri)
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patterns.

As chijimi production techniques improved, so did its quality and reputation.
Chijimi nuno became known to the ruling Tokugawa shogunate, who began to
requisition chijimi in special measurements and designs during the Genroku (1688-
1704) and Hoei (1704-11) eras of the Edo period. Chijimi ordered for use in Edo
castle was called honmaru goyé chijimi.”> To be chosen to weave for such an order
was a great honor for a woman. As it became widely known that Edo castle was
ordering chijimi, demand for the celebrated cloth increased. Daimyd and samurai
were required to wear ramie garments for certain formal and ceremonial occasions,
and aristocrats ordered chijimi to make summer clothing. (Ironically, ramie fibers
processed and woven by women during the coldest winter months were used primarily
for clothing worn on the warmest summer days.) Production surged, and according to
one village’s records, 5,062 bolts of chijimi were made in 1682, more than twice as
many as the previous year." Production peaked during the Tenmei era (1781-89),
when 200 thousand bolts were woven annually."

ECHIGO WEAVERS

Skillful weavers were highly valued in Echigo, where textiles were an
important commodity and the source of great revenue. Weaving knowledge was
passed down from generation to generation. As women earnestly worked at their
looms during the winter, their young children played at their sides with spinning and
weaving equipment. When girls reached the age of seven or eight, they performed
simple weaving tasks; by the age of twelve or thirteen, they wove simple coarse
cloth.'® Prior to sitting at a loom to begin weaving cloth for the very first time,
young girls made a pilgrimage to a shrine to pray to a weaving deity. This practice
was called joji no ju-san mairi (shrine visits by thirteen-year-old girls)."” As they
reached their mid-teens and twenties, their weaving skills were expected to improve
and reach maturity, coinciding with their arrival into womanhood. Traditionally, the
finest chijimi was woven by young women in this age group. Cloth woven by older
women was considered to lack luster and therefore be of inferior quality.'®

Bolts of fabric sold at yearly chijimi markets bore tags that identified the
weaver and the price she agreed upon for her work.'” Women competed with each
other and vied for the privilege of being chosen to weave the highest quality cloth or
textiles ordered by elite clientele. Excellent weaving skills not only brought individual
fame within the community but also were considered more important than appearance
when it came to acquiring a husband (an accomplished weaver’s output added a cash
income to a household). Parents, therefore, paid close attention to their daughters’
weaving education, and young women placed great pressure upon themselves, working
tirelessly at their looms. Extremely high technical standards were maintained, which
made both Echigo weavers and cloth legendary.
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OFFERTORY BANNERS

With stories of the incredible struggles of Uonuma-gun craftswomen
documented in literature and local folk tales, it is not difficult to understand why the
practice of worshiping at both the start and finish of each weaving season would
continue throughout a woman’s creative life.”® Weavers would cut a narrow strip of
their fabric (kogire) or the last woven part of a warp, with warp ends intact (kirisen),
and offer it along with prayers of thanksgiving. These cloth fragments were often tied
to the shrine or the shrine bell cord. Longer lengths of cloth were made into banners
by attaching them to wooden hangers and inscribing them with the word honéo
(offering) or hogake (offertory banner), the date of its dedication, and the name,
address, and age of the donor(s). These banners were offered by weavers who hung
them on the walls of shrines and temples, often several layers deep, and prayed for
good health during the winter season, the improvement of their weaving skills, and the
safety of their households.' The banners also indirectly advertised the weaving
talents of their makers.”> Recognized now as objects of great historical importance, a
number of banners have been designated important cultural properties, by either the
Japanese government or Niigata Prefecture, and are kept in museums, textile
cooperatives, and private collections.”? The survival of these banners is remarkable
given that they were exposed to the elements while hanging in open shrines and
temples. Many were rescued by chijimi wholesalers. These offertory banners, the
earliest dating to 1806, the third year of the Bunka era (1804-18), together with dated
chijimi swatch books (mihon-cho) and pattern books (hinagata-cho) are invaluable
resources for scholars.?

THE DECLINE OF ECHIGO CHIJIMI

The widespread use of cotton, which had been introduced to Japan during the
fifteenth century and came into widespread use during the mid-eighteenth century,
contributed to a decline in chijimi production during the late Edo period. This was
further aggravated by the eventual dissolution of the Tokugawa shogunate. From 1854
to 1867, chijimi output dropped by 50 percent. During the Meiji period (1868-1912),
machine-made thread began replacing handmade thread, and in the mid-Taisho period
(1912-25), power looms were introduced. The textile industry began switching from a
cottage industry (kanai kogyo) to a factory-based economy. Echigo weavers put their
looms away and went to work in local small textile factories.

On the brink of virtual extinction, the traditional hand techniques of Echigo
chijimi might have been lost forever had it not been for the combined efforts of
concerned Echigo citizens and the Japanese government. A revival of the traditional
techniques took place in 1948, and in 1953 the Japanese government placed Echigo
chijimi under the authority of the Law for the Protection of Cultural Properties.
Recognizing the historical and artistic merits of Echigo chijimi and its specific local
attributes, the government designated it as an important intangible cultural property in
1955. At that time, two new official names were given in order to clearly distinguish
between ramie cloth with highly twisted wefts (Ojiya-chijimifu) and cloth with
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untwisted wefts (Echigo-jofu). Every bolt of certified Ojiya-chijimifu and Echigo-jofu
must be made within strict production guidelines and meet high standards of
workmanship.

KARAMUSHI CULTIVATION

Karamushi or choma (Boehmeria nivea), commonly known in the West as
China grass or ramie, is the raw material used to make Ojiya-chijimifu and Echigo-
jofu. In 1598, as Echigo became famous for both its karamushi cultivation and cloth,
Uesugi Kagekatsu (1555-1623), the feudal lord who controlled the area, was
transferred to a larger domain at Wakamatsu in neighboring Mutsu (present-day Aizu
Wakamatsu in Fukushima Prefecture).”” He introduced karamushi cultivation to the
region, which flourished as it became responsible for supplying all the necessary
karamushi to the escalating chijimi trade. Records of tolls taken along the roads
between Wakamatsu and Echigo indicate that they were heavily trafficked by
merchants who transported the karamushi on their backs to threadmakers in Echigo.
Today, a few scattered karamushi fields in the small mountain hamlet of Showa-mura
in Fukushima Prefecture are the only reminders of the centuries-old ramie trade
relationship between these two areas.

The cultivation of karamushi begins dramatically in mid-May, when fields of
sprouting two-year old karamushi plants are covered with dry miscanthus reeds and set
on fire. As the fiery ring engulfs a field, uneven karamushi growth is reduced to the
ground, leaving hearty roots intact underground. While the blackened field is still
warm, it is doused with a natural fertilizer of human feces mixed with water and then
covered with straw. From the burnt, alkali-rich soil new growth emerges. To ensure
the uniform growth of straight stalks, the new karamushi is protected from the wind by
a miscanthus fence built around the perimeter of the field. A soft buffer of hemp
keeps the karamushi from adhering to the fence.

By late July or early August, karamushi stalks have reached a height of two
meters, and a timely harvest must occur before the skin of the stalks matures and
thickens. With a sickle, each stalk is cut on a slant about forty centimeters from
ground level and stripped of its leaves.” Then, bundled together, the stalks are
weighted down in either dammed streams or man-made tanks filled with clear
mountain water.

After five to seven hours of soaking, the skin of the stalks is soft enough for
decortication.?”’ Starting at a point about one-third the length, the stalk is pierced by
fingernail and bent open. A thumb is inserted into the break between the outer bark
and core and, with one quick and agile longitudinal movement, the core is extracted.
The outer skins are retied, washed, and returned to the water to soak for twenty or
thirty minutes.

Next comes the tedious but important chore of scraping the karamushi skins
away from their inner woody tissue. For several weeks after harvest, women busily
work before wooden troughs that are set up in the entryway of their homes. Each wet
skin is placed individually between a flexible wooden board sitting in the wooden
trough and a hand-held metal blade. As the skin is pulled with one hand, the blade is
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pushed with the other, scraping off the green surface and revealing a lustrous fiber
called aoso.® Both sides of the aoso are repeatedly scraped in order to even out the
surface and give it a polished sheen. Because the fiber cannot be dried in direct
sunlight (it will harden and discolor), small bundles are hung indoors, with care being
taken to avoid mold. The dried fibers are stored until autumn, when buyers from
Uonuma-gun arrive to inspect and carefully select the best aoso for the production of
Ojiya-chijimifu and Echigo-jofu.

THREADMAKING

The traditional threadmaking process, known as oumi, is the most time-
consuming task in the production of chijimi. Every year, after the autumn harvest is
finished, women prepare to make enough thread for one kimono length before spring.
A skilled woman can prepare enough thread for three kimono.” Like the weavers,
threadmakers also visit shrines and temples to pray for the improvement of their oumi
technique and product, offering aoso fiber and/or thread.*

The process begins by boiling and/or soaking the aoso in lukewarm water to
make it soft and pliable. It is further manipulated and moistened by the hands and
mouths of the threadmakers. The strands, rather flat like tape, are systematically split
by fingernail and shredded into very fine threads. The ends of each strand are then
twisted together to form a continuous thread. The intended use of the thread as the
warp or weft determines how the ends are patched together. As the thread is made, it
is collected into a bucket called an oboke.

To put this painstaking labor into perspective, one day of diligent oumi work
produces only about six or seven momme (nearly one ounce) of top-quality thread.!
It can take one hundred days to produce enough thread for one kimono.*

An additional tight twisting of the weft threads gives Ojiya-chijimifu its
characteristic crepe texture. The thread is twisted by a hand spindle that is whirled
between two piéces of wood. It is critical to the finished product that all the thread is
evenly twisted.

CHUIMI WEAVING

A weaver begins her work by measuring out the warp using a floor-seated
warping board (hedai). She stands next to the hedai holding a pair of long, hollow,
bamboo sticks (hebashi) that have been threaded with one thin ramie thread each. The
hebashi, resembling a pair of oversized chopsticks, are swiftly and deftly maneuvered
to measure the thread and order the correct sequence of warp threads on the hedai.

Roughly 1,300 threads make up the 36-40-centimeter-wide warp for top-quality
chijimi. Special high-quality chijimi can have over 1,800 warp ends.” Each thread
is drawn through the dents in a reed (osa) prior to the warp being wound on the beam
and before a unique split-bamboo measuring device is used to create consistently-sized
string heddles for every other thread.

Traditional Ojiya-chijimifu and Echigo-jofu are plain woven in solids, stripes,
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checks, and ikat patterns on a body-tension loom called an izaribata. The weaver sits
on a wooden plank raised just inches off the floor with legs outstretched underneath
the loom. Her right big toe or entire right foot is slipped into a sling that manipulates
a bent, wood lever attached to the string heddles. A cloth beam (chimaki) is then
placed against the weaver’s abdomen and secured by a strap that is brought around the
small of the back. In this position the loom becomes an integrated extension of the
weaver’s body. She can achieve subtle adjustments to warp tension by simply shifting
her weight.

A unique oversized wooden shuttle (hi) shaped like a large blade carries a
moistened bobbin of thread through the shed and also doubles as a beater. The weft is
further compressed with the osa, which acts as both a warp spacer and weft beater.
Approximately 920 hand and body movements are necessary to weave one foot of
chijimi cloth.*

After the finished cloth is removed from the loom, it is cleaned, softened, and
given its characteristic surface texture through several stages of soaking, washing, and
manipulation. The cloth is further conditioned in the unique process called ashibumi,
where the fabric is massaged and washed with the feet. With the aid of two rope
slings suspended from the ceiling, a man stands over a trough of water and dances on
the cloth, creating rhythmic sloshing sounds as the cloth is rotated and stomped on.
The fabric is then rinsed thoroughly with water and tightly twisted to remove excess
water.

SNOW BLEACHING

In late February/early March the dark gray winter sky begins to lighten up over
Uonuma-gun. Snowfall turns into sleet and then intermittent rain. Finally, blue skies
with billowy white clouds prevail, and it is time for the long winter’s yield of thread
and fabric to be carried outdoors and bleached. One by one, the wet lengths of cloth,
which have been soaked in a weak lye solution, are placed out on top of glistening
snow-covered fields. Two people unfurl and carefully stretch kimono lengths of fabric
out in neat parallel rows that resemble planted furrows. For ten to twenty days this
surreal crop of cloth is exposed to the bleaching properties of the spring sunlight,
which is intensified by the white snow. The cloth is further lightened by the
penetration of ozone ions from the melting snow.

The sight of length after length of beautiful cloth set against the backdrop of
snow, mountains, and blue sky is stunning and magical. All memories of the long,
dark, cold winter and the painstaking toil of producing ramie thread and cloth are
cleansed from the mind. With the warmth of the spring sun upon their faces,
threadmakers and weavers march through the receding snow carrying thread, cloth
fragments, and banners to their neighborhood shrines and temples. Offering these
samples of their winter labor, they give thanks and pray for continued good health and
the improvement of their textile skills.
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NOTES
1. Suzuki Bokushi, p. 11.

2. The Japanese word asa is a generic term for bast fibers. The most common Japanese bast fibers used at
the time were hemp (taima or honasa; Cannabis sativa) and ramie (karamushi or choma; Boehmeria nivea).

3. The average annual humidity in this region is 79 percent. See Diamond, Inc., p. 120.

4. Suzuki Bokushi, p. 66.

5. Hokuetsu seppu was published in Edo in 1835. It is Japan’s oldest scientific essay. See Hikida, p. 540.
6. A common demonstration of extremely fine Echigo cloth is to pull a standard cloth width through the
seven-millimeter square hole of a Japanese Tenpd-era (1830-44) coin. See Tairyiisha, pp. 18-19, and
Watanabe, p. 74.

7. Suzuki Bokushi, p. 66.

8. The Echigo bast-fiber cloth made into a storage bag was discovered by Oga Ichird in 1953 (Showa 28)
while the scholar was reorganizing the Shosoin collection. See Suzuki Torajurd, pp. 34, 38; Kitamura, p. 32;
and Takizawa, p. 39.

9. Watanabe, p. 20.

10. Ibid., p. 110. During the Heian period Echigo paid its tribute with kojiro nuno. See also Genshoku
senshoku daijiten (Illustrated textile dictionary), s.v. "kojiro nuno."

11. There are conflicting birth and death dates for Hori Jird Masatoshi (also known as Akashi Jird). See
Watanabe, pp. 109-12, and Genshoku senshoku daijiten, s.v. "Akashi Jiro."

12. It is thought that the name chijimi nuno is derived from shijimi nuno (crimped cloth) and that over time
shijimi nuno was abbreviated and slurred to chijimi. See Suzuki Bokushi, p. 63. The term chijimi was used
to refer to all ramie cloth produced in the region, whether it had crinkles or not. It is also possible that the
term chijimi is from the verb chijimu (to shrink).

13. Also known as omeshi chijimi and goyé chijimi. See Genshoku senshoku daijiten, s.v. "goyo chijimi."
14. Diamond, Inc., p. 112.

15. Watanabe, p. 110.

16. Suzuki Bokushi, p. 67.

17. Tokamachi-shi hakubutsukan 1987, p. 146.
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18. Suzuki Bokushi, p. 67.

19. Ibid., p. 77; Yamazaki, p. 168.

20. Suzuki Chobdan, p. 40.

21. Bunka-cho bunka-zai hogo-bu, p. 104; Tokamachi-shi hakubutsukan 1987, p. 146.

22. Hauge and Hauge, p. 250.

23. The largest collection of chijimi offertory banners designated as important tangible cultural properties by
the Japanese government (jizyo yitkei minzoku bunka-zai) and Niigata Prefecture (Niigata-ken shitei yikei

bunka-zai) are in the collection of the Tokamachi City Museum (Tokamachi-shi hakubutsukan).

24. A sample book dated 1782 and containing swatches of ramie ikat produced in the Uonuma region is the
earliest proof of Uonuma kasuri. See Diamond, Inc., p. 120.

25. See Kodansha Encyclopedia of Japan, s.v. "Uesugi Kagekatsu."

26. Watanabe, pp. 143-44. The best-quality fiber comes from stalks that are 6 millimeters in diameter and
1.5 meters in length. If the plant has not grown to a sufficient height to harvest a stalk 1.5 meters in length
when cut 40 centimeters above ground level, it can be cut at ground level, but the quality of the fiber is not
as good.

27. Ibid., p. 144.

28. During the skinning process a green juice emerges that seems to tint the fiber a faint green. The Chinese
character for green (& ; ao) was combined with the character for karamushi (*%; [s]o), thereby
distinguishing the fiber (aoso) from the plant (karamushi). The plant, however, is also occasionally referred
to as aoso. See Watanabe, pp. 15-16, 144-45.

29. Ibid., p. 146.

30. Tokamachi-shi hakubutsukan 1987, p. 146.

31. Watanabe, p. 150. One momme equals .1325 ounce or 3.75 grams.

32. Horiuchi, p. 89; Watanabe, p. 182.

33. Warp thread counts are calculated by yomi. One yomi equals eighty warp threads. Special high-quality
chijimi is 20-23 yomi; top-quality chijimi is 16-17 yomi; mid-quality chijimi is 10 yomi; and low-quality
chijimi is 6-7 yomi. These counts are based on a standard kimono-cloth width measuring approximately 36-

40 centimeters. See Nishiwaki, p. 236; Watanabe, p. 173; and Tokamachi-shi hakubutsukan 1983, p. 20.

34. Watanabe, p. 175.
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The Tenjukoku Shucho and the Asuka Period Funerary Practices

Maria del Rosario Pradel
University of California, Los Angeles

Introduction

A square support fabric measuring 90 centimeters on each side holds the
arbitrarily mounted fragments of an embroidered textile known as the Tenjukoku Shucho

K FE #EBR or Tenjukoku Mandara K ¢ [E 8 2k #.' The artifact belongs to
Chuguji H ‘= 3%, a Buddhist temple in Nara prefecture, but it is now housed in the Nara
National Museum for preservation purposes.” Despite their fragmentary condition, it is
possible to reconstruct the history of the fragments because of the abundance of
documents associated with them. An inscription recorded in an eleventh century
document indicates that a shucho ( §§&, "embroidered curtain") depicting Tenjukoku
was made sometime in the Asuka period (538 or 552-645 C.E.).* The history of the
Tenjukoku "embroidered curtains," however, is not limited to the Asuka period.
Documents of the Kamakura period (1185-1333 C.E.) mention the discovery of the
artifact in 1274, where it is called Tenjukoku Mandara.* Furthermore, there is reference
to the manufacture of a replica of the so-called Tenjukoku Mandara, which was finished
in 1275, and consecrated by the Buddhist ritual of the "eye-opening."* A record shows
that both artifacts were in Chuguji,® and consequently both the original artifact, and its

1

The most comprehensive study on the fragments of the Tenjukoku Shucho/Mandara is the book
published by Ohashi Katsuaki, Tenjukoku Shucho no kenkyu (Tokyo: Yoshikawa Kobunkan, 1995).
Hereafter: Ohashi, Tenjukoku Shucho no kenkyu.

2

There are other fragments in the Tokyo National Museum, Horyuji, and Shosoin.

> The inscription is recorded in the Jogu Shotoku taishi hoo teisetsu ¥ F =B E K FETEH K 4
(Umperial View of the King of the Law Prince Saintly Virtue of the Upper Palace). The document is a
compilation of documents related to Shotoku Taishi (Prince Saintly Virtue, hereafter Prince Shotoku)
and consists of five sections. The inscription of the Tenjukoku Shucho is recorded in the third section,
which also includes the text of the inscriptions on the mandorlas of Horyuji Kondo Shaka triad, and the
Yakushi image. See: Ienaga Saburo, Jogu hoo teisetsu no kenkyu (Tokyo: Sanseido, 1972), and for an
annotated version, Ienaga Saburo et al., Shotoku Taishi shu (Tokyo: Iwanami Shoten, 1975).

4 The Sanskrit term mandala is usually used to designate the diagrams depicting the Esoteric

Buddhist deities, but in the Kamakura period, mandara referred to all types of illustrations that
explained something religious. The use of the term mandara in the Kamakura period is discussed by:
James H. Foard, "In Search of the Lost Reformation," Japanese Journal of Religious Studies 7.4 (1980):
261-291.

> For a detailed account of the Kamakura history see: Ohashi, Tenjukoku Shucho no kenkyu, 63-84.

¢ See: Shotoku Taishi denki T B8 {# K ¥ 1% 2C 4 , a Kamakura period document reproduced in:
Yamato koji taikan: Hokkiji, Horinji, Chuguji , vol. 1 (Tokyo: Iwanami Shoten, 1977): 89. Hereafter
Yamato koji taikan.
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replica were damaged in the fires of 1309 and 1311, that partially destroyed the temple
complex.”

The information regarding the size of the original artifact, and its replica varies
from source to source. Some documents state that it was almost five meters, others state
that it was six meters, but it is not clear if this information refers to the width or to the
length. Another source says: "it was a big mandala, and it stretched between three
bays." Since it is known that the "old mandara" and the "new mandara" were in Chuguji,
it is assumed that the bays mentioned in the sources refer to the spaces between the
pillars of that temple. Excavations at the old temple site reveal that the space between
the pillars was 2.8 meters, therefore, the "mandara" must have been almost eight meters
wide.® Thus, in its present state the so called Tenjukoku "embroidered curtains" or
Tenjukoku Mandara is made up of fragments of two embroidered artifacts that were
manufactured 650 years apart, and that were subsequently randomly mounted on a
support fabric, some time in the nineteenth century.

This paper will focus on the Asuka period original artifact, and on the basis of
technical aspects and textual interpretation attempt to establish the context of
manufacture and the function of the "embroidered curtains" in the seventh century. The
analysis of motifs and the reconstruction of the subject matter are crucial for the
interpretation of the fragments, but they will not be addressed at this time.

Before continuing with the subject of this paper, it is important to give some
information regarding the time period when the panels of "embroidered curtains" were
made. The Asuka period is considered to be the beginnings of Japan's historical era,
when the Chinese culture of the Northern and Southern dynasties (386-589 C.E.) was
transmitted to the Japanese archipelago through a natural geographical bridge: the
Korean peninsula. The time frame for that period is 538 or 552 to 645 C.E., and its
starting date is marked by the date of the official introduction of Buddhism to Japan from
the Korean peninsula, specifically from the kingdom of Paekche (18 B.C.E.-660 C.E.).
After long internal disputes, Buddhism became the State Religion. The religion,
however, was part of a larger cultural complex from the continent which also included a
writing system, the compilation of histories, and technology. Records show that the
kingdom of Paekche dispatched not only Buddhist monks, but also temple architects,
sculptors, tile makers, painters, etc. Temples, Buddhist icons, tiles, and other
manifestations of material culture dated to the Asuka period show strong continental
influence, particularly that of the Three Kingdoms period of the Korean peninsula.
Therefore, the "embroidered curtains" as a product of a period of intense cultural

7 For a short history of the temple, see: Nishikawa Kyotaro, "Chuguji no rekishi, " in: Yamato koji

taikan: 55-59.
®  Ohashi, Tenjukoku Shucho no kenkyu: 89-92.
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interchange, will be better understood if they are considered as part of the pan-East Asian
culture of the sixth and seventh centuries.

Technical aspects

Analysis of the fabric structures and embroidery techniques support the
information given by the documentary evidence.” Research has determined that the
fragments with bright colors, and well preserved embroidery threads, are part of the
Asuka period embroidered curtains, whereas the deteriorated sections with faded colors
are fragments of the Kamakura period replica. The ground fabric of the fragments dated
to the Asuka period is a complex alternating gauze (§&, ra) forming a diamond motif; in
purple silk. Some issues are raised regarding the gauze fabric used in the "embroidered
curtains." Ota points out that it is not clearly established when the gauze technique
began to be utilized in Japan. He suggests that the technique was probably known before
the Asuka period but that it is difficult to determine if the fragments of the Shucho were
made in Japan or that they might be regarded as an import. He presumes that the gauze
technique was surely known in the Nara period (646-710 C.E.), since there are some
fragments in the Shosoin.'” Mori Noboru suggests that the gauze weaving technique was
unknown in Asuka Japan.'' Furthermore, Nishimura argues that the fabric was an import
from the continent.”” The fragments of the Kamakura period, are of two different types:
some woven in purple twill (§8, aya), and others in white plain silk (3 ¥, heiken).

In the same way, the embroidery threads and embroidery stitches clearly
differentiate the fragments of the original artifact from those of its replica. The threads
used to embroider in the Asuka period are of a very tight Z-twist, and the patterns are
filled with contiguous rows of overlapping stem stitch. In the Kamakura fragments, the
embroidery threads are of a loose S-twist, this low degree of twisting being the reason
for their deterioration, because in silk threads, a high twist is more satisfactory for
abrasion resistance and retention of shininess. There are also a variety of embroidery
stitches: flat satin stitch (used on the people's clothing and turtle shells), false satin stitch
(used on the people's clothing, metamorphosis motif and lotus flower), long stem stitch

°  The first study of the fabric structure was made by Nakagawa Tadayori, "Tenjukoku Mandara ni

tsuite," Shiso 20 (1923): 333-341. This study was followed by Ota Eizo, "Tenjukoku Mandara no shugi
to Kenji shuri ni tsuite," Shiseki to bijutsu 188 (1948): 161-176, who concentrated on the embroidery
threads, and the different types of stitches. Other studies dealing with technical aspects are: Mori ‘
Noboru, "Tenjukoku Shucho ni tsuite - Shucho no genpon to Kenji saiko no Shucho ni tsuite," Kobijutsu
11 (1965): 27-38, and Nishimura Hyobu, "Zuhan Kkaisetsu - Tenjukoku Shucho," in Shubutsu, edited by
Nara Kokuritsu Hakubutsukan (Tokyo: Kadokawa Shoten, 1964): 12-18. The most recent study, which
concentrates on the support fabric and the lining: Sawada Mutsuyo, "Tenjukoku Shucho no genjo,"
Museum 495 (1992): 4-25.

1o Dta, Op. cit., p. 169.
" Mori, Op. cit,p. 31.

12

Nishimura, Op. cit.,p. 16.
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(used as the outline stitch), and also composite stitches, using various forms of
couching.”

Other technical aspects are revealed by the research of the fabric structures. For
instance, a lining paper was found underneath the Kamakura period fragments, therefore,
it was concluded that a paper with the pattern diagram and the ground fabric was put
together in order to embroider the different motifs. For the longest time, textile
specialists wondered how the motifs were embroidered on to the Asuka period thin
gauze fabric, since they could not find any lining paper among the fragments. In a recent
study, Sawada Mutsuyo of the Tokyo National Museum discovered a very small portion,
where there is a thin light purple plain woven silk underneath the gauze fabric. She
concluded that the plain woven silk played the same role as the lining paper used in the
Kamakura period. This discovery was particularly important because it corroborated the
dating of the fragments to the Asuka period."

The turtle shells and the inscription

The turtle shells with four characters each, are particularly important because
they carried the inscription. Among the extant fragments there are four turtle motifs
(only one belonging to the original artifact), and there is another turtle shell, and five
small fragments in the Shosoin, a repository in the grounds of Todaiji. In all, there is a
total of twenty-five extant characters. Records show that there were one hundred turtle
shell motifs embroidered on the original artifact, and thus the inscription consisted of four
hundred characters.” The first part of the inscription is a detailed genealogy of a couple,
Prince Toyotomimi, and one of his four consorts, Princess Tachibana. The second part
of the inscription indicates that the mother of the prince, Empress Anahobe no Hashihito,
died in the year corresponding to 621 C.E., and that the following year,622 C.E., Prince
Toyotomimi passed away. Princess Tachibana was devastated by the loss of her husband
and her mother-in-law in such a short period of time, and she went to see her
grandmother, Empress Suiko, and expressed her grief. The princess mentioned that her
husband used to say: "This world is empty, the only truth is the Buddha," and because he
was a believer, he must be in Tenjukoku. She, however, could not visualize that land,
and expressed her wish to depict him in that afterlife world in order to cherish his
memory. Moved by her grandchild's suffering the empress ordered the manufacture of
two panels of embroidered curtains (shucho nicho #P& — 58), which were designed by
Yamato Aya no Maken ¥ 8 5k B , Koma no Kasei & B i 75 i&, and Aya no

13

See: Sawada, Op. cit.,pp. 13-15, for an explanation of the embroidery techniques, illustrated with
detailed photographs.

" Ibid., p. 15-16.

' The text is written in Classical Chinese. For a rendering in Classical Japanese see Ilida Mizuho,

"Tenjukoku Shucho mei o megutte," Kobijutsu 11 (1965) 1965): 46-47. Also: Nishimura Hyobu, Op.
Cit. An English translation , and a dicussion of the inscription is available in J.H. Kamstra, Encounter
or Syncretism. The Initial Growth of Japanese Buddhism (Leiden: E. J. Brill, 1967): 379-381. There
are, however, some serious mistakes in the translation, particularly the dates.
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Nukakori 3 X N2 #F, and embroidered by the ladies in waiting, under the supervision
of Kurabe no Hata no Kuma #i & & A K .

Although many issues regarding seventh century Japan can be discussed in
relation to this inscription, only those relevant for the purpose of this paper will be
addressed.

1. The "embroidered curtains" are associated with prince Toyotomimi, which is
another name for prince Shotoku (574-622 C.E.)."® He is an important figure of Asuka
history, according to orthodox Japanese historiography, because he is given credit for the
diffusion of Buddhism in Japan. He is also believed to have played an important political
role as regent during the reign of Empress Suiko (r. 592-628 C.E.).

2. The inscription gives an indication on the date of manufacture, since it states
that the "embroidered curtains" were made sometime after the death of prince Shotoku
in 622 C.E.

3. Princess Tachibana, in her grieving, wanted to see the prince in the afterlife
world she did not know, named Tenjukoku.'” According to the characters, Tenjukoku
means. K fen, heaven; 3¢ ju, long life, and [ koku, land, which can be translated as
the "Land of Heavenly Life."

4. The inscription also explains the specific function of the artifact as curtains,
and also that they consisted of two panels (58 nicho, two panels). Since the
inscription suggests that the "embroidered curtains" were made as a memorial, one
should consider the function of curtains within a funerary context.

5. As mentioned before, the Asuka period is characterized by the strong
continental connections. The names of the designers, and the supervisor are associated
with influential immigrant clans. For instance, the Koma were people from the kingdom
of Koguryo in the Korean peninsula; the Aya, which uses the character of the Chinese
Han dynasty (206 B.C.E.-220 C.E.) were descendants of Chinese who had earlier settled
in the Korean peninsula. Particularly important in relation to the "embroidered curtains"
is the name of the supervisor. It is known that the Hata were associated in early history

16

For other names of prince Shotoku, see: Mayuzumi Hiromichi and Takemitsu Makoto, eds.,
Shotoku Taishi jiten (Tokyo: Shinjinbutsu Oraisha, 1991): 286.

7 Tenjukoku is a very controversial term. Most of the studies attempt to explain the term in a
Buddhist context. Tenjukoku, however, does not apparently appear in any of the Buddhist sutras. For
the various interpretation of Tenjukoku, see: Ohashi, Tenjukoku Shucho no kenkyu: 125-131.
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with sericulture, weaving, and metallurgy, techniques that they might have helped to
introduce to Japan. Significantly, hata means loom. '*

6. Particularly relevant is the information regarding the activities of women in
Asuka Japan. Women were patrons of the arts, since it is known that the embroidered
panels were manufactured upon request of Princess Tachibana and ordered by Empress
Suiko, and, moreover, it shows that women actively participated in the manufacture of
the curtains by embroidering.

A major issue regarding the fragments is the reconstruction of the arrangement
of the turtles shells. Scholars have proposed a variety of explanations based on the
information given by the sources, and some argue that the turtles were placed around the
borders, whereas others suggests that the turtles were at the botton."” Most of the
arrangements are proposed on the basis of textual interpretation; however, Ohashi
carefully observed the fragments, and realized that on the only large extant fragment
(right side of the upper left fragment) there was a red bird, a lotus flower, a cloud, a
turtle, a bud-like motif and part of a garment. This fragment is particularly important
because it reveals the relationship between the motifs in the composition and we know
that the motifs did not cover the whole surface of the ground fabric, but that they were
scattered on it. On the basis of the analysis of this fragment, Ohashi concluded that the
turtles were placed among the other motifs, being elements of the whole composition,
and having the function of carrying the inscription.”

Function of the Tenjukoku Shucho

Because the fragments are now housed in a Buddhist temple, the present artifact
was classified as an embroidered Buddhist icon ( #§ {A, shubutsu), and believed to have
served as an object of worship, or as a wall hanging to decorate a temple.”’ The
inscription, however, clearly states the function of the original artifact. It explains that
they were make as a pair of curtains with embroidered motifs representing prince
Shotoku in the "Land of Heavenly Life." The facts that the ground fabric from the
original artifact is of a very thin gauze with translucent quality and that the embroidered

'*  For a discussion of the immigrant lineage of the designers, and the supervisor, see: William Carter,

"Aya family" and "Hata family," Kodansha Encyclopedia of Japan, vol. 1 and vol. 3, respectively
(Tokyo & New York: Kodansha, 1983): 125 and 11. See also: Wontack Hong, Relationship between
Korea and Japan in Early Period: Paekche and Yamato Wa (Seoul: llsimsa, 1988), and Paekche of
Korea and the Origin of Yamato Japan (Seoul: Kudara International, 1994).

' Ohashi, Tenjukoku Shucho no kenkyu: 92-95.
®  JIbid., 105-110.

' This interpretation has its basis on the Kamakura period events, and especially on the fact that, at

that time, the "embroidered curtains" and its replica are called mandara.
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patterns are not fully covering the ground fabric which allows light through, further
supports the theory that they functioned as curtains.

Ohashi investigated the use of curtains in ancient Japan, and pointed out that they
had two main functions: first, they were used around beds, as seen in this painting by Ku
K'ai-chih (ca. 344-406), from the "Admonitions Scrolls" entitled "Uncertain Bedfellows,"
(British Museum, London), and second, they protect Buddhist images, as seen nowadays
in Buddhist temples.*” Since the inscription suggests a funerary context, I searched for
the use of curtains within that context. An entry from Nihon shoki H AR & iC, or
Chronicles of Japan, corresponding to 646 C.E., refers to the reform of funerary
practices when issues related to the tomb size, offerings, use of hearses, etc., were
established. Interestingly, regarding curtains the edict says: "At the time of the
interment white cloth shall be used for the curtains of the bier," which is the frame upon
which a coffin or corpse is taken to its burial.”® It is difficult to establish if embroidered
curtains were used before the reform, but this entry in Nihon shoki confirms the role of
curtains in the funerary rituals.

Conclusion

To conclude, the reconstruction of the history of the fragments is particularly
interesting because it allows one to trace back the variety of roles played by textiles in
Japanese ritual or sacred contexts. Firstly, we have a pair of embroidered curtains made
sometime after 622 C.E., which were probably used for the funerary rituals, or as a
memorial for an important figure of the Asuka period. These curtains were carefully kept
in the repository of a Buddhist temple, and rediscovered in 1274. The following year
the panels were replicated, and consecrated with the Buddhist ceremony of the
"eye-opening," and both the "old mandara" and the "new mandara" were kept in the
Buddhist nunnery of Chuguji. When the temple was partially destroyed in the fires of
1309 and 1311, the fragments were badly damaged, but they were carefully kept, and
pasted together sometime in the nineteenth century. Since then, the fragments have been
worshiped as a sacred object related to prince Shotoku.

Nowadays, people go the modern concrete building that is Chuguji, and worship
the fragments. Only a few notice that the object being worshiped is a replica of the
fragments, made in 1982, in order to preserve the ancient fragments of a Japanese
National Treasure, which are carefully kept in the Nara National Museum.

2 Ohashi, Tenjukoku Shucho no kenkyu: 95-101.

® Nihon shoki, vol. 68 of Nihon koten bungaku taikei (Tokyo: Iwanami Shoten, 1965): 292-294, and
W.G. Aston,, trans. Nihongi. Chronicles of Japan from the Earliest Times to A.D. 697 (Rutland,
Vermont & Tokyo: Charles E. Tuttle Co., 1988): 11, 218.
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The Reproduction and Ceremonial Offering of Sacred Textiles and Apparel
in Ise Jinga's Shikinen Senga

Rosemarie Bernard

This paper addresses the reproduction and ceremonial offering of sacred textiles
and apparel on the occasion of the vicennial transfer rituals (Shikinen Sengu),
which take place once in twenty years in Ise Jingti. The most recent
performance of the 1300-year old ritual tradition took place in 1993. The ritual
climax of the Shikinen Seng consists of the ceremonial transfer of the “body”
of the deity Amaterasu Omikami (a sacred mirror) from the 20-year old
sanctum to an identical structure constructed in an adjacent area. Along with
the body of the deity, thousands of magnificent treasures, textiles and apparel
are ceremonially carried to the new sanctuary, where they remain alongside the
deity for twenty years.

There is a total of 1085 textiles and apparel, in 525 categories, which are
offered to the deities on the occasion of the Shikinen Sengt. Their production
is characterized by the effort to reproduce exactly the objects produced twenty
years before. This paper examines the production of some of the most
important textiles and apparel offered in the Sengt, notably the ake no nishiki
no mizo (scarlet brocade), and aokékechiwata no mizo (blue cotton wool clothing
dyed according to the binding technique called kyb6kechizome. Attention is
drawn to the importance of historical continuity in the production and the
ceremonial offering of these and other textiles and apparel, as well as to
change and innovative recreations of ancient production techniques.

Rosemarie Bernard is a Ph.D. Candidate in Social Anthropology at
Harvard University. She conducted field research in Ise, Japan from April 1991
to September 1994, on the topic of the vicennial rites of the Shikinen Sengt
(transfer rites) in Ise Jingti. While in Ise, she was affiliated with a Shinto
divinity school, Kégakkan University, and was an employee of the Office of
Information and Public Relations of Ise Jing(i, in which capacity she was
involved in the preparations towards the performance of the 1993 performance
of the Sengh. The rituals of the Sengi are the focus of her dissertation. She is
also writing about the architectural and artistic traditions which are important
aspects of the Shikinen Sengt.
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Haitian Drapo Vodou: Imagery, Ritual and Perception

Susan Elizabeth Tselos

During the last decade, boutiques and galleries from New York to Los Angeles have been
displaying sparkling works of art depicting images of Catholic Saints and mystical symbols
created with thousands of tiny sequins and beads.! These textiles, made in Haiti as part of a
cottage industry of "art flags" are a widely celebrated derivation of the traditional ritual
flags known as drapo Vodou which have been used by the Haitian people during their
religious ceremonies since they were brought to the new world as slaves.

Perhaps more than any other of the ritual objects used by Haitians to honor the spirits of
Ginen, known to them as "/wa", the consecrated drapo document the deeply syncretized
cultural elements which are the foundation of this misunderstood religion.

The shapes, colors, materials, and symbols incorporated into these drapo reflect many
fragmented origins, including Fon, Yoruba and Kongo religious beliefs and asthetics, 18th
Century European mysticism, French Catholicism, Freemasonery, French military
regimental colors, Rosiancrucianism, and Muslim influences.> They are not only witness to
Haiti's tortuous past, they are living
mediations; shimmering, visual
boundaries between the old world and
the new, the spiritual world, and the
world of mortals. Each drapo has one
meaning projected onto its surface,
while a second meaning lies in
shadow below, simultaneously
concealing and unveiling the spiritual
power held within their borders.

The roots of Haitian Vodou lie in
Africa primarily among the Fon and
Yoruba, where the pantheon of spirits
who oversee the well being of
humans are honored and appeased
through ceremony and sacrifice; and
who manifest themselves through
spirit possession of chosen

devotees.3 Music, dance, visual
images and sacred objects work
together in unison to create an
environment in which the spirit will
arrive on earth to give advice and heal
ills.

These religious elements made their
voyage to the New World by way of
the brutal migration of the slave trade.

Fig. 1. Image of St. James Major Forced onto the sugar plantations of
representing Sen Jak, on the wall San Domingue, the slaves sought to
of a Vodou temple in Port-au-Prince. reassemble their traditional beliefs and

methods of worship.
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By the time of their arrival, many of the Africans, especially those from Dahomey and
Kongo were already familiar with Catholicism, due to the presence of Portuguese explorers
who had established outposts along the west coast of Africa as early as the 14th Century.
For those Africans not already familiar with Catholicism, French priests were ready with
images and instruction in the lives of the saints in preparation for converting the slaves'
souls for eternal salvation.

However, religious instruction in Catholicism proved to be a intermittent affair, since the
Africans had been brought to San Domingue to work, not savor the lives of the saints. In
fact, the slaves were worked so brutally, that they died within several years of arriving. As
a result, there was a constant supply of new slaves, each bringing their religious beliefs

with them.4

The consequence of this was that the European Catholic saints proved to be fertile ground
for identification of these African dieties. Many of the Africans, especially the Fon, were
already used to assimilating spiritual imagery and beliefs from neighboring groups in their
homelands, and they found in the images of the Catholic saints, familiar visual icons with
which they could identify their own /wa. .

It is most likely that the first Catholic saint to be syncretized with an African Iwa was St.
James Major, the patron saint of Spain; and it has been documented that this syncretization
commenced in Africa. In 1491, the year before Columbus landed in the Americas, the
Portuguese gave the king of Kongo a banner embroidered with the image of St. James

Major, who then went on to become the patron saint of Kongo.3

To the Haitian Vodouisants, the image of St. James Major, whom they call Sen Jak,
symbolizes the head figure of the group of warrior /wa known as Ogou. (Fig.1) In
Dahomey and western Nigeria, Ogun is the patron of warriors, iron smiths and other metal
workers. The symbols in the image of St.James Major which have come to represent Ogou

Fig.2. Image of Danbala Wedo as represented by the image
of St. Patrick on the wall of a Vodou temple in Carrefour -
du-Fort, Haiti

Textile Society of America Proceedings 59



in Haiti are the central image of a triumphant warrior, and the iron sword held in his hand.
As a warrior, he is believed to have played 4 major role in the successful slave rebellion in
which the slaves won their independence in 1804. Today, he represents power, not only
military, but in politics as well. And as the patron of metal, he is honored by taxi drivers,
who hang a strip of cloth in his traditional color red on their rear view mirrors.

The Catholic image of St. Patrick was adopted as the visual representation of the Vodou
Iwa Danbala. (Fig.2) St. Patrick, as he drives the snakes out of Ireland, appears as a
venerable elder, standing at the edge of a watery abyss with snakes writhing at his feet.
These symbols became creolized representations of DanWedo, the benevolent serpent spirit
of the Fon. Danbala is one of the most ancient, venerable of the Haitian /wa, and he is
believed to inhabit streams and pools. The watery abyss in the picture of St. Patrick is
identified as Ginen, the home of the ancestral Vodou spirits, and is simultaneously believed
to be the place where the souls of the deceased go for a year and a day before they are
reclaimed in a ceremony in preparation for their union with other ancestors.

The Virgin Mary, in her incarnation as the suffering Madonna syncretized with Ezili Freda
Dahomey, who, as her name suggests, was a Vodou /wa from Ouidah, Dahomey. (Fig.3)
She is the Iwa of love, the Vodou Aphrodite, who demands perfumes and riches, but who
also weeps for the suffering of the world.
She is syncretized with the image of the
Madonna through the image of a beautiful
woman who is surrounded by riches

and jewels, but whose heart is pierced

by a sword. The colors which represent.
her are pale colors, pink, blue, and white.
During ceremonies honoring her, cakes
iced in pink and blue will be offered,
along with large amounts of champagne.
During colonial times she represented

the luxury and grandeur of the privileged,
European woman.Today, every

Haitian woman identifies with Ezili,

as the personification of love and

beauty.

Early Drapo

The drapo have undergone a
metamorphoses throughout their
history. Unfortunately, there are
virtually no drapo remaining which
existed prior to the late 1930's, due in
part to Haiti's hot, humid climate,

but primarily due to several anti
superstition campaigns waged by the
Catholic church in which almost all
Vodou artifacts were destroyed.

Although there is written documentation Fig.3. Ezili Freda Dahomey as represented
of drapo being used in Vodou ceremonies by Mater Dolorosa on the wall of a Vodou
during the colonial period, visual temple in Martissant, Haiti.

documentation dates only to the early
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decades of the 20th century.©

Photographs from that period show drapo which are basically unembellished,but if the
color codes which exist today have remained constant, one can speculate that the fabric
from which the drapo were made contained the colors appropriate to the /wa being served.
There is evidence remaining that some of the older drapo had metal sequins sewn onto
them. And it is possible that these may have been more common than thought, although the
heaviness of the metal, and the fact that the threads that held them would fray easily, was
possibly a deterrent to using them in great numbers. By the 1940's, plastic sequins had
become readily available, and their lightweight quality made it easier to more highly
embellish the drapo.

The early drapo show the images of the /wa in subtle polychrome sequins on background
fabric of appropriate colors. (Fig.4) The images from this period appear delicate, and not as
well defined as the later drapo. The images are executed in the style of "simen grenn"
which translates to "scattering seeds”, in which the sequins are used sparingly, and great
amounts of background fabric is unadorned. Robert Farris Thompson believes that the
pattern of dotting that this type of sequin design produces is related to the Kongo concept
of ritual dotting as a mediation of the secrets and power of the dead.”

In the early drapo, the iconography is
done entirely in sequins using "veve"
symbols. Veve are lacy, symbolic
lines drawn on the floor of the temple
by the Vodou priest (oungan) during
the ceremonies to honor the /wa. Each
Iwa has specific symbols with which
they are identified. The veve's
purpose is to help summon the /wa
into the temple. By simply creating
the lines of the veve on the ground in
flour or cornmeal within the ritual
context, the /wa is pressured to make
an appearance.

Like the pictorial representations of
the /wa, much of the veve
iconography originates in the imagery
of the Catholic Saints as well. The
veve for Sen Jak is adapted from his
pictorial representation. The sword
and flags are removed from their
background and placed together as a

Fig. 4. Vodou flag for Ogou, circa 1940. spiritual unit. Danbala's snake has
Note the image of St. James who represents been lifted from the the feet of St.
Ogou. The early iconography is monochro- Patrick and entwines himself in
matic in Appearance. heavenly rapture with his wife Aida

Wedo. Together they encircle the
palm tree representing Aizan, the
venerable Dahomean spirit who
oversees initiation. (Fig.5)
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Often, the veve for Danbala and Aida Wedo share space with the veve for Ezili Freda
Dahomey, whose symbolic heart with the letter "M" has been borrowed from the Catholic
imagery of Mater Dolorosa. Often the heart of Ezili is divided in to squares, and sometimes
it is pierced with the sword which is also borrowed from her pictorial imagery. (Fig.6)

In addition to the iconography just discussed, often there are other symbols depicted in
sequins as well. The Masonic crossed compasses are used frequently, especially for Ogou
and Danbala, who are both considered to be Masons, like many of the oungans who serve
them, and there are star like motifs called pwe which are points in which potent spiritual
power may be caught within the drapo.

The drapo have traditionally been made directly within the Vodou temples, often by the
oungan himself who receives a request from the /wa he serves. If he is not adept at
fabricating the drapo himself, he may purchase it from another oungan who has more
artistic talent. When the drapo are completed, they are consecrated on the day of the week
reserved for honoring the /wa for whom the drapo has been made.

Each temple has at least two drapo
which are essential elements for the
ceremonies honoring the cool,
benevolent, branch of /wa. Almost
without exception, these drapo
usually represent Ogou, and Danbala.
If additional drapo are owned by the
temple, they will represent other Iwa
important within the specific societie.
For example, there are many drapo for
Baron Samedi, head of the graveyard
Iwa known as Guede, who are honored
November 1st & 2nd. (Fig.7) Temples
near the sea may have a drapo for Agoue,
the patron of sailors and fishermen; and
those in the countryside may own drapo
dedicated to Azaka, /wa of agriculture.

Vodou Drapo in Ceremony

The following description is of an
initiation ceremony (canzo) which

was performed near Port-au-Prince Fig. 5. Vodou drapo for Danbala Wedo,
in September of 1992. Most Vodou circa 1940. The snake representing
ceremonies begin with the oungan Danbala is entwined with his wife Aida
drawing a veve near the base of the Wedo around the palm tree which repre-
poteau mitan, the centerpost of the sents Aizan.

temple, (the pathway for the spirits

to enter from their watery home in

Guinen). Taking a pinch of flour or cornmeal, the oungan will let it slip from between his
fingers onto the ground, creating the thin, lacy, geometric motifs. Once the lines and
symbols of the veve are complete they are consecrated by placing small plates of grilled
maise, peanuts and other dried foods on them. They may also be sprinkled with rum.
Finally, a lit candle is placed on top of the veve.

The oungan then begins his invocation to the /wa. As he sings, a choir of initiates, called
hounsis begin to accompany him, clapping their hands in unison.
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The first /wa to be called in any Vodou ceremony is Legba, guardian of the threshold to the
world of the invisibles. Legha must open the gates before any mortals can enter the world
of the Iwa.

Papa Legba remove the barrier for me
Open the gate, Papa Legba
To let me pass through

As Legba is being invoked, the hounsis approach the oungan with paquet Kongo, the
charms which act as mediating material between the two worlds. With his raftle and a
pitcher of water, the oungan salutes the paquet, then salutes the four cardinal points: north,
south, east and west. He then turns to salute the drums with libations, and then salutes the
visiting oungans and other dignitaries by shaking his rattle (asson) and pouring rum at their
feet.

During these salutations the temple is
a cacophony of singing, handclapping
and drumming. Suddenly the drums
interrupt the noise with bursts of
staccato which raises the level of
energy even more, and, finally, the
incessant rhythm of the drums gives
order to the chaos. At this point the
hounsis bring out the sacred govi

pots from the altar room. The govi are
the resting place for the spiritual
essence of the ancestors. They are
paraded into the temple, and to the
four cardinal points. As the hounsis
walk with them, the power of the
spirits can be felt as the hounsis
stagger with spiritual energy.

The singing continues with a song to
the Iwa Sogbo, protector of the flags.

Papa Sobo who is in the
oumfo
Fig.6. Vodou drapo for Danbala Wedo, he asks for the flags.
circa 1970. Here, Danbala is paired with Papa Sobo who is in the
heart which represents Ezili Freda Dahomey. oumfo
?e asks for the flags of the
Iwa.

The La Place, assistant to oungan, picks up a machete from the base of the poteau mitan
and begins to circle it. He is entrusted with the care of the sacred machete, which is
associated with the warrior Ogou.. It symbolizes the combat through which spiritual
authority is expressed. As he circles the poteau mitan, two female hounsis step forward to
escort him into one of the altar rooms at the far side of the ceremonial area. As they come
from the altar room, the two hounsis are wrapped in the breathtakingly beautiful drapo .
They enter the ceremonial area with the drapo standards clutched in their right hands.
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The arrival of the drapo into the peristyle (temple) is an essential mediation between the
worlds of spirits and mortals. The brilliant, shimmering beauty of the drapo reinforces the
symbols created in the veve, and their arrival indicates that an appearance by the desired
Iwa is imminent.

The trio proceeds to the four cardinal points at the edges of the peristyle. The La Place
follows them, pitcher of water in one hand, candles in the other. Here they perform more
ritual salutations which are concluded by kneeling and kissing the ground three times.

The trio charges back to the pofeau mitan, and circles it in a mock battle of flag waving and
sword flashing.The salutations are repeated, and they quickly move on to the drums, and
then approach the guests. As they do so, they join the tips of the flag standards and present
them to the dignitaries in a sign of respect. The dignitaries return the respect by kissing the
guard of the machete and the staff of the drapo.

After this mutual recognition, the trio retreats and circles the poteau mitan once again with
numerous quick changes in direction. Finally the two hounsis lower the drapo, roll them
loosely around the standards and lean them against the poteau mitan for the duration of the
ceremony.

Within the frenzy of the drapo presentation, the /wa arrives and takes possession of of the
oungan's body. By this time the veve ,which was so carefully drawn on the ground of the
peristyle is obliterated by the feet of the dancing initiates. The spirit has arrived, the
salutations have been a success.8

The function of the veve as well as the function of the drapo is now over. After the
ceremony is complete, they will be
carried back to the altar room where
they will lean against the altar for the
Iwa to whom they are dedicated.
Through this they will renew their
spiritual strength in preparation for
the next ceremony.

DESIGN METAMORPHOSES

Although the veves have been used
throughout the decades as symbolic
designs on the drapo, attention to the
visual design of the drapo grew as
the decades of this century progressed.
In the 1940's the designs of the drapo
were fairly simple; the image of the
Iwa centerfield, and there are usually
no encompassing borders.
Occasionally simple, partial, diagonal
borders appear on the corners

of the flags. Although the outer layer
of fabric on the drapo is usually of
expensive satin or velvet, generally a

layer of recycled cotton lies below. This Fig.7. Vodou drapo for Baron Samedi,
layer acts to stabilize the weight of the head of the Graveyard lwa known as the
sequins so that the fabric does not sag Guede. Circa 1970.

when the flags are in use. The
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stabilizing layer of fabric generally was taken from cloth bags previously used for rice.

By the 1950's there was more attention to full color areas, which began to appear in more
defined shapes. Color was used to fill the images, and by this time paper
chromolithographs of the saints which represent the /wa began to be used in the designs as
well. The paper images were laid down over the silk or velvet, and the sequin work was
done over them. However, in a practice which is still honored today, the face

and sometimes the hands of the /wa were left uncovered.

Simple borders had become popular by the early 1960's, but the borders themselves, as
well as the central field remained sprinkled with sequins in the "semin grenn" style. By this
time the muslin fabric backing the fancy outer fabric had been replaced by burlap.This was
a heavier material,but it enabled the sequins to begin to be used in greater numbers without
concern for sagging.

Fig.8. Vodou drapo for Ezili Freda, circa 1970. Fig. 9. Vodou drapo for St.Jak/Ogou, circa
By this time the paper image of Mater Dolorsa 1980. By this time the attentionto multiple
is being used in the center filed , and the borders borders is well established, and the drapo is
are fairly sophisticated. fully covered with sequins.

By the late 1960's and early 1970's burlap was used regularly to back the satin and velvet
face fabric. (Fig.8) Sequins had become more plentiful in Haiti due to the presence of
American owned companies which had their garment piecework assembly done at Haitian
factories. By this time the attention to borders and imagery of the symbols had become
sophisticated. The colors reflected not only those appropriate to the /wa, but the borders
had become very important, possibly a reflection of the "op art' and graphic textile designs
so popular in the United States and Europe at the time. (Fig.9) Although the heavy burlap
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backing had enabled the drapo to carry the weight of more sequins, the combined weight
made this style of drapo extremely heavy for ceremonial use.

Sophisticated designs and borders remained consistent elements of the drapo until the trade
embargo of the mid 1990's, at which time the remaining factories left Haiti, and the supply
of sequins ran out. The support fabric had changed again in the early 1990's to a
lightweight, plastic burlap, resulting from a change in the fabric used for bags of imported
rice.? This was successful in reversing the problem of excessive weight, however, as the
sequins became less available, the flagmakers, reverted to the "old style' of "simen grenn"
designs, thereby decreasing the weight of the flags even more.!0 Today, a few of the more
successful artists who fabricate drapo for the art market are able to continue their art at
increased prices. For the drapo fabricated to serve the /wa, the "simen grenn" style is an
unexpected return to the traditional designs of the earlier decades of this century.

NOTES

1 ee Maggie Steber's article "Voodoo Flags" in Connoisseur , February, 1988, and Victoria Lautman's
article "Into the Mystic: The New Folk Art" in Metropolitian Home, June 1989. pp. 78-79.

2 See Donald J. Cosentino's chapter "Imagine Heaven" in The Sacred Arts of Haitian Vodou, Fowler
Museum of Natural History, UCLA, 1995. pp. 25-55.

3 Ibid.
4 See Alfred Metraux's Voodoo in Haiti. Oxford University Press, New York, 1959. pp. 32- 34.

5 See Patrick Polk's chapter "Sacred Banners and the Divine Cavalry Charge" in The Sacred Arts of Haitian
Vodou, Fowler Museum of Cultural History, UCLA, 1995. pp332.

6 See photographs following the text in William Seabrook's The Magic Island, Harcourt, Brace and Co.,
New York, 1929.

7 See Robert Farris Thompson's article "From the Isle Beneath the Sea: Haiti's Africanizing Vodou Art" in
The Sacred Arts of Haitian Vodou, Fowler Museum of Natural History, UCLA, 1995. pp107.

8 The description of the Vodou ceremony is based on a canzo initiation ceremony I witnessed at Societie
De Real in September, 1992.

9 Newfield Partners Ltd. of Miami, Florida started using these bags in 1991 to import their U.S. Long
Grain rice into Haiti, Their name and phone number is printed on the plastic burlap bags recycled to line
the Vodou flags.

10 Interview with oungan and flagmaker Pierrot Barra, April 1994.
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Some Breton and Muslim Antecedents of Voudou Drapo
by
LeGrace Benson

The drapo that appears in every Haitian Voudou houmfo is drapo nasiyonal, the flag
of Haiti. Historians dispute the actual events that brought the red and blue drapo and
its device of palm tree, cannons, anchor and drums into being, but the legends and
esoterica move along in a deep current of real meaning.

When Aristide became President of Haiti, hundreds of murals appeared on street walls
all over the country. A great number of them included the re-instituted red and blue
national flag of liberation Dessalines had dramatically produced in 1803. With the
stitching help of Catherine Flon, mambo of the Mérote Voudou hounfo, he ripped the
white from the French tricolor and joined the red band for the slaves and the blue for
the freedmen in equality at the hampe. Under this banner the warriors expelled the
French and proclaimed an independent Haiti, January 1, 1804. Drapo nasiyonal
appears in every houmfo not so much for political insurance, as is sometimes claimed,
but as an assertion of identity as free Haitians. Even under the most repressive
conditions, the mythos of the successful slave uprising remains present and potential.

Beyond this chief drapo are all the others, created to some extent in its aura, and even
two hundred years later echoing its call to arms. It is true, as Patrick Polk and others
have pointed out, the flags bear many resemblances to French military banners and to
European flags implanted in Africa during the era of slave trade." It is true also that
the drapo function in the ceremony with certain military protocols, including mock
battles, that appear to derive from the same sources. But there is more than the
armies of Napoleon at work on these drapo and in their ritual deployment.

The Matter of Islamic Africa

The two proto-heroes of the slave revolution, Mackandal and Boukman, both leaders
of momentarily thwarted uprisings, were, according to contemporaneous witness,
literate and knowledgeable Muslims.” General Jean-Jacques Dessalines, under whose
leadership the revolution finally succeeded, if not Muslim, nevertheless evidenced
influence from Muslim mysticism and magic. These were present in Haitian slave life
just as Muslim mysteries and magic pervaded every West African locality where
Muslims traded or had political hegemony. Dessalines created the flag in February
1803, months before its dramatic apparition in Archahaie on the eighteenth of May,
reportedly after a ceremony in the houmfo he frequented.’ Eighteen May is the day
for honoring the African lwa (spirit), Aloumandia (or Allahmandia). The name is
thought to be a form of “Allah.”
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Some scholars say that another hero, General Alexandre Pétion, put the palm tree,
which for the insurgents was the tree of liberty, on the drapo.* His lwa was Ayizan,
whose symbol was the palm. Ayizan, become a divinity, has historical root as a West
African dowager queen whose strength and cleverness allowed her progeny to take
over an older kingdom. The palm appears on the national flag and on a great many
Voudou drapo not only for Ayizan but for other lwa as well. Whether or not it was
Pétion who caused the palm to be placed on the national flag, the act was one that
synthesized African and French militancies. A thoughtful reading of reports on the
style and their actions of Haiti’s liberation leaders suggests that their conception of
the conflict into which they entered was not necessarily or simply a following of the
notions of the rights of man articulated in the French Revolution and spread to Haiti:
more personally and deeply it was a holy war—a jihad.

The drapo that appear next most frequently in houmfo are those of Sin Jak, St.-
Jacques Majeur, the Santiago of Iberia and Spanish America, the Santiago whose
chapel the Portuguese built in Elmina in Old Ghana in 1480. At that time, the peoples
of the coastal districts were resisting the Muslims, and Santiago was conflated to
Ogun, the powerful old deity of the Edo, the Yoruba, and the Fon. Ogun’s beginnings
are lost in antiquity and his endings are not in sight; he now assists car mechanics,
soldiers and computer experts. The assimilated Santiago/Ogun as an emblem of
resistance among the Yoruba who became Islamized at about the time of European
colonization of Africa in the late eighteenth and through the nineteenth century is
ironic but comprehensible: he is a figure of armed opposition rather than of religious
dogma. Santiago/St.-Jacques/Ogun arrived on Hispaniola early, perhaps even as early
as the Colombian landfall in 1492. As Sin Jak-Ogun he is the lwa who enables the
oppressed to overcome; his great popularity will last until the revolution is fully
implemented, they say.

To review quickly the several ways Muslim influence came to St.-Domingue and
Haiti:

1. The first Muslims in the New World were the Malinke who arrived in Brazil in
1312 under the leadership of Abubakri of the royal house of Mali. There has
been a continuous presence in Brazil to the present as well as influences
radiating out to the coasts of central America, northern South America and
the Caribbean.’

2. Ship’s manifests and inventories of plantations show heavy importation of
Islamic Mande peoples to Hispaniola, especially in the early eighteenth
century.

3. Muslim influence pervaded West Africa as a result of trade networks and
political or cultural hegemony reaching as far back as 900 C.E., with Muslim
amulets and divinations actively used by peoples not otherwise Islamic.

4. Muslim immigrants came in large numbers into the Caribbean, including Haiti,
during the nineteenth century. Mostly from India, the Hindus of that migration
spoke disparagingly of the Muslims among them as “Madingas, ” thus
implying a West African continuity not in India, but in the Caribbean.
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Although the number of Muslims among the slave population was small, and although
it was nearly impossible to set up the ulama system of education under plantation
conditions, there is much evidence from the eighteenth century forward of efforts
made to preserve Muslim heritage.® Slaves made ink from citrus and mimosa and
used dried palm leaves for pages to create copies of the Qur’an. It is reported that
such books were so highly prized that people would rescue them from burning cabins.
It is documented that during the revolution, some insurgents wore amulets thought to
protect them from bullets, or were they to be killed anyway, assured their return to
Lan Giné, the African homeland. Islamic imams made and distributed such amulets
for exactly this purpose throughout West Africa.” It seems reasonable to presume that
the repository of so much else of African heritage, the Voudou houmfo, would
likewise preserve the valued Islamic remnants. A look at certain drapo seems to
confirm this possibility.

Photo by Dr. Halvor Jaeger. Courtesy Jaeger Collection
Drapo by Clotaire Bazile, Port-au-Prince. circa 1977.

The drapo motifs that show the strongest visual congruencies with Islamic designs are
the repeated squares, often diagonally divided, as borders, especially for Sin Jak
drapo. It is true that repeated squares and lozenges are a motif found all over the
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world, and certainly on French military banners; but there remains the density and
elaboration of the motif. The resemblance of some of the earlier drapos to number
squares on Qur’an boards is striking.®* When we recall that such mystical square
diagrams were on battle amulets, furthermore that the imams used the washings from
the boards as healing potions for animals and humans, appearance of the squares on
the drapo, at the site of a religion focused on winning freedom and curing sickness
should almost be expected.

The mystical quadrille appears on flags and véve (symbols drawn on the ground at the
beginning of a Voudou service) for Ogun Badagris and Papa Zaka. It appears as well
on the vevé for the lwa (spirit) Boussou Sinbi, a lwa of the “Fanmi Senigal,” again
from Islamic territory, and on the costume for this lwa both in Haiti and in the
Islamicised Senufo district of Cote d’Ivoire, where it is known as Kdgba. Motifs other
than the magic squares also appear; for example, exact replicas of Islamic divination
symbols appear on drapo for Sin Jak.

Most scholars of Voudou regard the Islamic contribution as marginal, and this is
clearly the case for cosmology and theology. However, some of the valued symbols,
especially those tied to healing and jihad, tenaciously hold their place in the véve and
on the drapo.

The Matter of Brittany

To the drapo of jihad coupled with French military design, add the third factor of
Roman Catholic church banners conceived of in those times as the battle oriflammes
of the Church Militant. Christians of the era of exploration and domination show
abundant evidence in their tracts, sermons, prayers, hymns and mission activities of a
pervading conception of militancy —the church at war against the Devil and all his
works in “heathen” cultures.

Priests and religious were among the first arrivals from Europe. In what became St.-
Domingue as France dominated the western half of Hispaniola, more and more of
them arrived from the Breton ports of Nantes and Brest. In the so-called “tunnel
period” of Haiti between her declaration of independence and the Concordat signed in
1860 with the Papal See, some seventy percent of all missionaries came from
Brittany. In colonial times, the religious were accompanied by sailors, colporteurs,
adventurers, managers for absentee landlords and small entrepreneurs seeking their
fortunes in the richest colony of the world. Missals and crucifixes arrived in the same
ships as books of magic and alchemy, full of magic number squares, owing something
to Arabic influence. Such books have a continuous presence on the island from 1700
to the present —the same versions are sold on the streets of Port-au-Prince to this day,
and have a place on many a Voudou pé. So the Bretons, high and low brought their
efficacies high and low: whatever would win or cure from the Kingdom of Heaven or
the Kingdom of this world.
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The priests also brought special objects and ceremonies peculiar to Brittany, among
them the Maypole, which until very recently was a feature of Karneval, joining as
easily to old Taino ways as it had to old Celtic, Druid ways. They set up the same
kind of calvaires (sculptural representations of the Crucifixion) that appear all over
Brittany all over Haiti, most frequently at crossroads, as they had in Brittany. They
held special observances for the saints, especially for St. Anne, the patron of Brittany,
often coupled by Haitians with Ayizan,; and for St. John Baptist. Such special
occasions took on the characteristics of the Breton observance of the so-called
“Pardons,” with services, prayers, and processions out into the fields or to the shore,
accompanied always by banners splendidly embroidered with gold and silver threads,
beads and sequins on fine velvets and satins, gadrooned in gold braid, a depiction of a
saint usually at the center.

At these services in Brittany, the first ritual takes place inside the church, with a
visiting priest serving in an honored function, just as a visiting mambo or houngan
fulfills a special role in a Voudou ceremony. Subsequently, there is a procession of
banners and crucifixes into a large parvis outside the church, the emblems are
oriented to compass points —so too in a Voudou service--, followed by the “kissing”
of the banners, gestures seen in Voudou ceremonies as well. In great probability the
Breton actions mirror a Druidic ceremony of earlier times. After a time, the
procession recommences to parade throughout the countryside, stopping at certain
special locations for hymns and prayers of rogation and benediction, the banners
marking out the sacred space. Eventually all return to the church for concluding
vespers. In the seventeenth and eighteenth centuries, the procession path was marked
with designs made of flour, charcoal and flower petals, like véve. The via sacra thus
created under the banners is once again similar to certain Voudou ceremonies. The
splendid drapeaux from many churches would be returned to their homes later and
remain either on display or in special cabinets and closets, as do the Voudou drapo.
The banners of Brittany and those of Voudou have not only their devotional splendor
in common, but also the saint displayed in the center. Military banners are more apt to
carry simple, quickly identifiable emblems.

The Voudou drapo that does carry a simple emblem in the center is usually that of the
lwa Ezuli represented by a heart. The Breton priests and religious taught veneration
of the Sacred Heart to their Haitian flocks.
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Photo by Dr. Halvor Jaeger. Courtesy Jaeger Collection

Anonymous drapo in so-called “old-style,” date unknown.

Anne Sauvy’ tells how the sacred heart became a primary teaching aid in Brittany.
Michel Nobletz in the sixteenth century promulgated the images throughout Brittany,
and even now they appear in every mission where there are Breton priests and
religious. The Breton missionary who eventually became the Archbishop of Haiti at
the time of the Concordat was among those who tried to have Nobletz canonized for
his work with the image of the Sacred Heart."® Louis Maximilien, writing on Voudou,
tells how the emblem, of Hermetic origin during the Middle Ages, became venerated
in the Roman Church, and from thence came into Voudou."" It is, like Sin Jak-Ogun,
the sign of an essential of human character rather than a sign for religious dogma.
Where Sin Jak-Ogun is the emblem of resistance and war, the Heart of Ezuli is the
emblem of all forms of human love. We have on drapo what the Greeks and Romans
understood as eros and thanatos, love and war, Venus and Mars, Sin Jak-Ogun and
Sin Mari-Ezuli. (Perhaps it is not beside the point to remark that Miryam, the Virgin
Mother of Jesus is honored in the Qur’an, Surah 19.)

The Breton hearts were sometimes banded to indicate stages in the ethical progress of
a Christian soul toward the pure love of God. Sometimes the entire poster was
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quadrilled with hearts centered in each square. In Haiti, Ezuli’s heart is sometimes
quadrilled, sometimes pierced with swords, sometimes surrounded with reduplicated
squares like those of Islamic hatumere (amulets) and Qur’an boards. It is an adding
up of emblems of power and might: the magic squares of the grimoire books brought
in by the sailors and adventurers unaware of the Arabic esoterica embedded in them;
the sacred heart of Jesus and Mary brought in by Breton religious; the Islamic amulets
brought in by enslaved Africans: drapo emblems to carry the whole freight of power
from Africa and Europe, mystical religions and efficacious magic.

Other drapo may also echo Brittany. Small votive ships hang from the ceiling near the
sanctuary of many a Breton chapel and from many a Haitian houmfo. In Haiti, such
ships are emblems of the sea Iwa, Agwe. The emblem appears in vévé and on
drapo'2. What is different from the Breton votives is the word “imamou,” clearly a
survival from Islamic heritage. For Breton sailors and for those brought to Haiti in the
ships they manned, such an emblem would carry a complex emotional cargo.

Certain colors on drapo that may owe something to Breton liturgical practices include
white for the marriage of Ezuli with her devotees; black for the géde/Baron spirits of
death; and violet or purple for Gran Brigit, another lwa of the géde family, wearing
the penitential color for Advent and Lent, seasons of special observance for Christians
and Voudouisants simultaneously. 7Toukolé (all colors) on drapo, some garments,
apparently continue a tradition found in many West African locales, and by some
accounts seem to be related to keeping evil at bay.

The Matter of Haiti

Drapo, their associated véve and ritual actions richly skein back into European and
African ancestral homes of today’s Haitians. They emerge from ineffably complex
systems people devise for coming to terms with the human condition: entraining a
procession to alter the physical space; undergoing a possession to alter the
perception of self, meditating, dancing, praying. Breton and Muslim survivals on the
Voudou drapo have taken on different meanings from those in the original settings,
yet they preserve some of the same poetry of splendor, of the powers of color and
scintillations, of a thing that constantly changes and stays the same; a piece of cloth
that marks out a sacred space to deal with the timeless and formless invariants of the
human plight. Parading the drapo at a certain time a certain place rive nan baye ent
syel ak té—arrives to where the gates of heaven open on an apergu from the ordinary
into the extraordinary.

Aok Aok
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FOR THE FLOWER OF GINEN: THE ARTISTRY OF CLOTAIRE BAZILE,
A HAITIAN VODOU FLAGMAKER!

Anna Wexler

As the only objects in significant numbers to cross over
from the ritual space of the perisil (Vodou temple) into
international art markets?, the sequinned surfaces of Haitian
Vodou flags now reflect tracklights in North American
galleries as well as candles burning in darkened sanctuaries.
Clotaire Bazile is one of the great contemporary flagmakers
and the pivotal artist in the relatively recent metamorphosis
of the flag from a primarily ritual form into a commercial art
object.? He is also a working oungan (Vodou priest) who has
conducted services for the lwa (spirits) and private healing
consultations for close to thirty years. My doctoral research
has focused on the interface between his work as a oungan and
his career as a flagmaker, including his transposition of
modes of contact with the spirits - and the standards which
shape his expression of this privileged access - to the sphere
of artistic/commercial production.

In 1973 two French travellers who had come to Bazile in
Port-au-Prince, Haiti for a card reading (divination) asked
him to unroll the flags they could see resting on top of a
cabinet in his altar room. Here is his account of the
interaction:

A tourist guide leads two French people for a card

reading. While I am reading the cards for them
they look up - (I think it is) because of the roof,
it is so crude. At that time gas lamps (discolored
it with smoke). The roof was made with tin from an

oil drum. When I notice that I tell the guide,
look how they’re staring like that, they’re too
nosey, don’t bring them again. But they don’t hear
that. And the woman continues to examine something
and talks to her husband and then she asks me (in
French), do you want to show me that object, it
interests me. I ask which thing. She says it’'s
the thing with fringe which interests me. I say
0.K. I open it. I show them - a beautiful Sen
Jak, a beautiful Danbala. She goes crazy! She
says to her husband she wants to buy it. I say
it’s not to sell, I made it, it’s for the beautiful
lwa, to signal the lwa when I conduct services.
She asks how much money I would ask for it. I
repeat it’s not for sale. The guide says if you
sell it, the same way you made these you can make
others. 1I’ll send other people to buy them.’

As a result of the ensuing transaction, Bazile began to
produce flags for the French customers and others they sent
his way. His younger brother, Jean Benjamin, an ebenis
(cabinetmaker), helped him to build the frames on which the
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satin surface and burlap backing were stretched for sewing.
There were already boxes of sequins and beads around which his
older sister, Charlotte, had brought home from the American
owned garment factory in Port-au-Prince where she worked as a
supervisor. The "flash of the spirit" (Thompson, 1983) in the
glittering, sequin saturated contemporary flag travelled via
such factories where crocheted and embroidered clothes were
ornamented with sequins and beads which workers (earning
approximately $.14 an hour (Ridgeway, 1994)) swept up after an
order was finished and their colors were no longer needed.®
They brought them home or sold them cheaply in the Mache Fe,
the central marketplace of Port-au-Prince. Bazile attributes
the proliferation of sequins on the commercial flags beginning
in the 1late 1960's/early 70’'s to the operation of these
garment factories, a consequence of the economic policy first
articulated by Francois Duvalier in the late 1960‘s and
initiated around the time of his death when his son Jean
Claude assumed the presidency. A principle goal was
increasing U.S. investment in 1light assembly, re-export
industries based on the allure of an ostensibly docile, cheap
labor force (Trouillot, 1990).

I came to Bazile seeking an ideal of religiously
motivated artistic activity which I envisioned as flowing
seemlessly from the inspiration of the lwa and only
incidentally resulting in monetary rewards. I sought an image
of his creativity cordoned of from economic motives,
projecting the split between inspiration and remuneration in
the European Romantic figure of the artist. I wanted to see
Bazile as almost accidentally producing flags (with and for
the spirits) close to their religious prototype rather than
consciously transforming them into art objects to appeal to
tourist markets. As such, they would retain their aura of
ritual sanctity while crossing into the domain of "pure" art.

Unconditioned by what Bourdieu (1993) describes as the
"charismatic" image of the artist whose commercial motives are
transposed to the dealer, Bazile presented his marketing
activities as integral to his creative production. Shortly
after we were introduced by an American collector of Haitian
art in 1991, he showed me a business card which he had
designed in the initial phase of his career, presenting it to
me as a sign of his accomplishment as an artist/flagmaker.
Under his name it read "Expert on Voodoo Decoration, Wholesale
and Retail" with small drawings of a radiating sun and candle
to the left of the words. He explained that these images
identified him as a oungan who could "balanse tout bagay"
(make everything go forward) with the light of the sun and the
burning candle. When I asked him if he felt any conflicts
about making Vodou flags for sale as "art" - until the late
1940's or early 1950’'s a strictly ritual form - he matter-of-
factly answered no. He explained that he turned all the
proceeds back into his temple, into serving the lwa and
supporting his family and sosyvete (members of his temple
society). "Se menm bagay" (it’s the same thing), he told me.
It wasn’t until our later discussions of his dreams that I
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began to comprehend the interconnections between worlds
encapsulated in that brief remark.

From the beginning flagmaking has been an expression of
Bazile’'s gift for communication with the spirits. A year or
so following his formal initiation as a oungan, he made his
first pair of flags after dreaming that the lwa wanted two for
his temple and receiving instruction on how to design them,
just as he had learned to draw the veve (figural and abstract
emblems for the lwa) and make remedies in dreams during the
early stages of working as a healer. Transmission of vocation
in Haitian oral traditions, especially those which involve
transformative activities and objects (Brown, 1991;
Tessonneau, 1983), 1is often experienced initially in dreams
involving the lwa or other spiritual agents. In his dreams,
Bazile saw the flags he was to make for his temple -one for
Sen Jak with the warrior from the chromolithograph of St.
James the Elder, commonly used to represent this chief of the
Haitian Ogou, and one for Danbala Wedo, the benevolent serpent
spirit, with a heart for Ezili Freda between two uncoiled
snakes representing the spirit and his wife, Ayida Wweédo.
Together the flags for these two spirits would represent all
the lwa of the major Rada pantheon, known as the flower of
Ginen, for ritual purposes.

Associating dream transmission with preparation for
ritual vocation, I later asked Bazile if dreams played a more
significant role in his creative process in the initial (not
yet commercial) phase of his career as a flagmaker. "No", he
replied, "the lwa continue to come to tell me what to do, who
is going to buy, what kind of flag to make for people to buy."
It was primarily the peasant lwa Kouzen Zaka who began to help
him during the commercial phase of his development as a
flagmaker because, as he explained, this spirit is "nan
biznis" (in business). Discussing his ability to innovate in
his artistic work, Bazile described the pragmatic thrust of
Zaka’s guidance in dreams:

Yes, it is the spirit who guides you to change the
work. For example, he says you shouldn’t do the
work that way today, don’t divide the squares into
eight triangles (for the border), just divide them
into two triangles, cut it 1like that, using two
colors, it’s another idea. (See Figure 1) A person
may appear, he or she likes that style, now I say
good. If too many people like (copy) that style, I
use another one, I do something different. I make
it bigger, I make it smaller, it’s your ideas which
direct you. If you don’t have ideas, things won’'t
work out.

In addition to generating artistic, and commercially
viable, ideas, dreams may also serve as a medium for the needs
of a lwa when they are not being adequately met through ritual
obligations. Ordinarily, in order to sustain  his
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