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Sekijima Hisako — Beyond Her Own Formula

Sekijima Hisako’s sculptural basketry grows from her deep explorations of material, henso, and form. Henso refers
to construction techniques using interlaced fibres, whether plant, cloth, thread, or metal. Sekijima classifies these
into six primary methods according to her system: looping, knotting, plaiting, coiling, warp/weft weaving, and
twining. Decorative patterns such as ajiro-ami and asanoha-ami may look different, yet she categorises them both
as plaiting, since they share the same structural principles. The materials she uses are bark, stalks, and foliage from
familiar plants—mulberry, cypress, willow, paper mulberry—often grown in home gardens. Each is understood and
selected for its characteristics, with construction techniques chosen in direct response to these qualities. From the
interplay of material and method, both form and structure emerge. This triadic relationship forms a conceptual
framework that underpins her thinking. Yet Sekijima deliberately steps beyond it to avoid predictability. Her

creativity lies in this very act—how she transcends the boundaries of her own formula.

Sekijima describes this process, ‘inserting herself into the formula’. The ‘self’ she introduces is shaped by the
unfolding of her own inquiry—questions, hypotheses, and discoveries arising from trial and error with materials,
construction techniques, structure, and form. These moments of insight, often reflected in her work’s titles, offer
perspectives that emerge from irregularities and departures outside the formula, guiding each piece beyond its
foundational framework. Rooted in the formula yet continually expanding beyond it, this evolution of thought lies

at the core of her practice.

The turning point that led her to approach her work with an analytical mindset came in the late 1970s, when she
encountered American craft. She was struck by the attitude she saw in craft center classes, exhibitions at the
American Craft Museum (now the Museum of Arts and Design), and the works of basketry artists such as Ed
Rossbach and John McQueen: an attitude of re-examining traditional techniques and transforming them into
expressive tools. Inspired, Sekijima began to view baskets as a form of textile art. Yet her practice extends far beyond
this influence. Grounded in her cultural identity, she turned to Japanese folk tools and various traditional plaited
objects from around the world. By combining existing research with her own structural inquiries, she developed a

universal perspective that continues to shape her work.

Might this process appear overly theoretical? That would be a misreading. Because discovery, by its nature, evokes
intense emotions and awe. Sekijima’s work embodies the accumulation of her sense of awe and wonder, both
subtle and profound, infused with the delight of thought itself, which the viewer can share through direct encounter.
Her practice requires no special materials, techniques, or environments. Instead, it is an honest and fervent
engagement in which nature and human being grapple closely with one another. With a clear and questioning mind,
she reshapes what she observes into her own thought. In this way, she builds her understanding of the world, one
insight at a time. It is this process that gives rise to the works of Sekijima Hisako. Her practice serves as a reminder

that creation at its highest is the product of profound reflection, coupled with precise and skillful execution.

Shimazaki Keiko

Chief Curator, Kikuchi Kanjitsu Memorial Tomo Museum



