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Around the Japanese archipelago, more than 2,000 earthquakes with a seismic
intensity of 1 or greater on the Japanese scale are observed each year.

Surrounded by the sea and mountains and blessed with

abundant water and forests, this land has always been one where human life exists in
close relationship with nature. At times nature has been a source of immense blessings;

at others, it has shaken people's lives through devastating disasters.

Earthquakes, typhoons, floods, landslides—
for those who have lived on these islands, the future has never been certain.

The forces of nature easily outstrip human imagination and technology.

Yet people never abandoned the act of making.
Even without knowing what tomorrow might bring, even knowing that
what they created might one day be destroyed, they continued to make things with

gratitude for nature and with hopes entrusted to the future.
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Prayer and Making

In earlier times, praying and making were
inseparable.

In ancient Japan, the character saku (1E, "to
make") referred to the human act of
shaping or transforming nature through
one's own efforts, while tsukuru (i&, "to
create"”) expressed the fulfillment of that
endeavor through the workings of spiritual
powers invoked by prayer. It is also said
that the Japanese word inori ("prayer") is
composed of i, denoting the mysterious
power of a transcendent presence, and
nori, referring to sacred ritual words or
invocations.

Through the act of making, people entered
into communication with the gods and
ancestral spirits—this is the archetypal
form of prayer.

Prayer is generally understood as the
religious or spiritual act of offering
gratitude and supplication to deities,
Buddhas, or ancestral spirits. In Japan,
however, where divine and spiritual
presences are perceived in the countless
details of the natural world, prayer has also
served as a way of sustaining a living
relationship with nature itself—an
essential practice for those who inhabit
these islands.

People have lived in awe of nature's
unpredictability, surrendering themselves
to its ever-changing rhythms while at the
same time exercising their own will
through the act of making. It is through
this continual interplay of response and
initiative, of yielding and creating, that the
culture of the Japanese archipelago has
taken shape.
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Forms of Prayer

Prayer takes many forms. Shaped by the
distinct landscapes and climates of each
region, it has found unique expressions across
Japan.

One of Tokushima's defining characteristics is
its abundant waterways. Bordered by the sea
and traversed by countless rivers flowing
down from the mountains, the region has
long been blessed with plentiful water. This
rich aquatic environment has nurtured a wide
range of local cultures and industries. At the
same time, however, Tokushima has
historically endured repeated water-related
disasters, particularly floods.

To live in harmony with water is to
understand its nature intimately. It is also to
recognize, with humility, that the forces of
nature can never be brought entirely under
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human control. For this reason, the people of
this land have not sought to oppose nature,
but rather to continue making things while
listening attentively to its rthythms.

The humidity in the air, the changing
temperature, the scent of the wind, the
condition of the soil—by sensing these subtle,
often invisible shifts, people learned to live in
balance with nature. Within this delicate
relationship, prayer gradually began to take
shape.

The Awa Odori dance, indigo dyeing, washi
paper, and sashimono joinery—what forms of
prayer lie at the heart of these traditions that
have been passed down in Tokushima?
Through each of these cultural practices, we
trace the enduring forms of prayer that have
flowed through this land across the centuries.
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Tokushima Prefecture, located at the eastern
tip of Shikoku, is composed of mountains that
cover approximately 80 percent of its land
area. Water springing from these mountains
forms numerous rivers that wind through the
valleys, eventually flowing into the sea. This
topography, where mountains, rivers, and the
sea are closely interconnected, not only
fosters a diverse natural environment but has
also connected people, goods, and cultures
through the development of water
transportation. Amid this rich natural
setting, a diverse culture of craftsmanship
rooted in the daily lives of the people has
been born and nurtured.
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Interview

The Local Culture and
Forms of Prayer in Tokushima

Moving with the Rhythm of Nature
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"Even as Tokushima prospered and became

increasingly urbanized, its people never lost their sense of
gratitude, reverence, and prayer toward nature.

Living in harmony with nature—that,

I believe, is what defines Tokushima.”

When we trace the history of Tokushima's traditional culture,

a distinctive pattern emerges.

Rather than resisting the passage of time or changes in their environment,
people adapted to them, allowing their traditions to evolve while preserving
their essence. Listening closely to the voice of nature and embracing change
without fear, how did the people of this region cultivate the culture that
continues to thrive today?

To explore the evolution of craftsmanship in Tokushima,

we spoke with Hisao Nezu, former Director of the Tokushima Castle Museum.

Hisao Nezu Former Director, Tokushima Castle Museum

A historian who served as director of the Tokushima Castle Museum and has long
researched the history and traditional culture of Awa, beginning with the Hachisuka
family, lords of the Tokushima domain. Through exhibitions and lectures, he has
conveyed how the culture rooted in this land's daily life took shape—from the
woodworking born of shipbuilding to indigo, Awa Odori, ningy6 joruri puppet
theater, and the Ohenro pilgrimage.

21



Prayers Carried by Ships

Why does Tokushima bear the character shima
("island") in its name?

The answer dates back some four hundred years. After
being entrusted by Toyotomi Hideyoshi with the
governance of Awa Province, Hachisuka Iemasa built
his castle on a sandbank—an island at the mouth of
the Yoshino River that opened onto the sea. He named
the castle town Tokushima, combining shima
("island") with toku, a character associated with good
fortune.

From that time onward, river transport flourished
along waterways such as the Yoshino and Shinmachi
Rivers. Industries dependent on water—including the
production of indigo and salt—prospered,
transforming Tokushima into a major commercial
center. At the same time, facing the sea, Tokushima
maintained a naval force known as the Atake, whose
ships carried out official duties for the domain,
including the maritime processions accompanying the
sankin-kotai journeys between Tokushima and
Osaka.

"Because Tokushima's rivers and the sea formed the
foundation of its economy, a great many ships were
needed, and with them came a large community of
shipwrights. That was the beginning of Tokushima's
woodworking tradition.”

One reason Hachisuka Iemasa chose to build his
castle near the river mouth was the abundance of
forests upstream along rivers such as the Yoshino and
Naka, where timber suitable for shipbuilding could be
obtained.

These forests included not only woodlands managed
by individual villages but also ohayashi—official
domain forests under the direct control of the feudal
government. Timber harvested there was floated
downstream to the castle town, where it was milled
into lumber, crafted into ships, and stored in
shipyards.

"Tokushima possessed everything needed for
shipbuilding: skilled craftsmen, forests controlled by
the domain, and a reliable supply of timber. It was
unusual for a feudal lord to oversee every stage of
production, from the forests themselves to the
artisans. That reflects just how indispensable ships—
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and water itself—were to the development of
Tokushima.”

As shipbuilding flourished during the Edo period,
various forms of prayer also took root among the
people.

Temples and shrines known as funa kitdjo ("places
where ships were blessed") stood throughout the
castle town, including Rengeji Temple on
Sumiyoshijima. Whenever a new vessel was
completed, a Funadama ceremony was performed to
ceremonially enshrine a spirit within the ship. Other
customs included the singing of Ofune-uta,
celebratory boat songs performed by boatmen to mark
alord's departure and safe return, and Hiyori-zaru, a
ritual in which people wearing monkey masks saw
ships off on their voyages while praying for calm seas
and safe passage.

Behind these diverse traditions of prayer lay nature's
dual character. Water brought immense prosperity, yet
it also carried the constant threat of disaster. The
Yoshino River, the lifeline of Tokushima's river
transport network, repeatedly flooded throughout
history, placing people’s lives and livelihoods at risk.

Living through generations in which blessings and
calamities arrived hand in hand, the people of
Tokushima cultivated a resilient outlook: even if all
material possessions were lost, life itself was enough
to begin again.

"Even as Tokushima prospered and became
increasingly urbanized, its people never lost their
sense of gratitude, reverence, and prayer toward
nature. Living in harmony with nature—that, I
believe, is what defines Tokushima."

Why, even as Japan modernized and Tokushima
developed into a thriving city, did its people never lose
their close relationship with nature?

Perhaps the answer lies in the very industries that
sustained Tokushima's prosperity. From indigo
cultivation to woodworking, the region’s economic
and cultural foundations were inseparable from the
natural environment. To work with nature was not
merely a choice—it was the condition upon which life,
craftsmanship, and prosperity depended.



Honoring the Gods and Nature,
While Finding Joy Ourselves

The shipwrights who helped sustain Tokushima's
prosperity during the Edo period built more than just
ships. They also put leftover timber from shipbuilding
to practical use, crafting wooden goods such as geta
sandals. The woodworking skills and knowledge they
cultivated in this way would later become the
foundation of their livelihood as times changed.

After the navy was abolished in 1871 and demand for
ships declined, shipwrights turned their
woodworking skills to making chests, altars, and
dressing tables—among them the yusan-bako, now
one of Tokushima's best-known traditional crafts.

Beginning in the late Edo period, it became
customary for people in Tokushima to pack meals and
head into the countryside each spring to admire
blooming plum and cherry trees. The Yusan-bako
served as a lunch box for carrying dishes such as
simmered vegetables and rolled sushi, becoming an
essential companion to these seasonal outings. In this
way, a distinctive culture of outdoor excursions took
root.

"Today, beautifully lacquered Yusan-bako are
admired as works of art, but in those days they were
everyday objects, deeply woven into people's daily
lives."

Rather than clinging to established forms as the times
changed, Tokushima's craftsmen transformed the
skills and wisdom they had inherited into new
expressions suited to changing needs. To be sure,
there was a practical necessity behind this
flexibility—without adapting, they simply could not
have survived. Yet there was also something more
remarkable at work: their ability to turn necessity into
culture. Their craftsmanship reflects a mindset that
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accepted changing circumstances with humility while
seeking the best possible way forward within them.

The same spirit of adaptation can be seen in Awa
Odori, Tokushima's most celebrated traditional dance.

It is said that Awa Odori flourished after Hachisuka
Iemasa established his rule in Tokushima and the
region accumulated wealth through industries such as
indigo and salt production. Although its predecessor,
the Bon dance, originated as a religious rite honoring
ancestral spirits, Awa Odori gradually evolved into a
celebration in which the act of dancing itself became a
source of joy. Not only townspeople but also feudal
lords and samurai delighted in the dance. Some
invited performers to their residences, while others
joined ordinary people in dancing together.

"The desire to watch the dancing—or better yet, to
dance oneself—was something shared not only by a
particular social class during the Edo period, but by
people throughout the community.”

One especially remarkable chapter in the history of
Awa Odori came in 1946, only a year after the end of
the Second World War. Tokushima had suffered
devastating destruction during the war. Food was
scarce, reconstruction had barely begun, and many
people were painfully thin from hunger. Yet even
under such harsh conditions, they called to one
another and began to dance.

"The dancing of 1946 was, I believe, a dance
celebrating peace. People honored nature and the
gods, while also allowing themselves to rejoice. That
spirit surely became one of the driving forces behind
the city's recovery.”



A Landscape Shaped by
Mutual Relationships

The flourishing of Awa Odori was supported not only by
its dancers, but also by the merchants who sold
aidama—fermented indigo dye balls—the raw material
for Awa indigo, throughout Japan. Their financial
backing made it possible for the festival to continue for
three days and enabled performers to prepare the
costumes that became one of its defining features.

Tokushima's other great performing tradition, Joruri,
also developed through a long history of securing
financial support.

By the middle of the Edo period, the domain had fallen
into financial difficulty, and temples and shrines could
no longer rely solely on official patronage. They were
forced to raise funds themselves. One means of doing so
was to publicly display their hidden Buddhist images
and treasured objects on special occasions. Alongside
these exhibitions, Joruri performances were staged
together with dedicatory sumo matches, attracting large
audiences and growing steadily in popularity. Once
again, it was the people of the castle town who
sustained this cultural tradition.

"I believe that traditional culture endured because there
was prosperity. The evidence is that during the more
than two centuries in which the castle town flourished,
there were no major popular uprisings. There were
certainly differences in wealth, but those who prospered
appear to have supported those who did not."

As the indigo industry prospered, so too did Awa Odori
and Joruri.

Viewed through the lens of economics, this relationship
appears to divide society into those who possessed
wealth and those who did not. Yet from another
perspective, those without wealth possessed something
equally valuable—they possessed dance, performance,
and cultural expression. By offering these to the
community, they created enjoyment for those whose
prosperity helped sustain the traditions in return.

This reciprocal relationship recalls another enduring
tradition of Shikoku: the 88-Temple Pilgrimage, better

known as Ohenro.

The pilgrimage traces its origins to Shugendo, the
mountain ascetic tradition that developed in the
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mountains of Shikoku. Until around the middle of the
Edo period, it remained primarily a path of religious
training for ascetic monks. By the late Edo period,
however, it had become an act of popular devotion, and
today it also carries elements of personal travel and
recreation.

One custom that continues to this day is osettai—the
practice of local residents offering food, drink, or other
acts of hospitality to pilgrims along the route.

Until around the 1970s, this tradition was often
understood simply as a relationship between those who
gave and those who received. Today, however, it is
increasingly seen as one that benefits both sides.

"There are many aspects of this tradition that cannot be
understood unless we see it as reciprocal. Those who
offered osettai also believed that they themselves
received spiritual merit and blessings through the act of
giving."

This mutual relationship found in the Ohenro tradition
also recalls the ancient Japanese belief in marebito—
sacred visitors who arrive from beyond the ordinary
world.

As expressed in the phrase yaoyorozu no kami—"the
eight million gods"—people in ancient Japan believed
that divine beings dwelled throughout the natural
world. They prayed for these deities to visit, welcomed
them with generous hospitality, and in return received
their blessings.

These deities were never entirely predictable. They
might come—or they might not. Nature, too, possesses
this same ambiguity. It offers abundant blessings, yet it
can also bring destruction.

Perhaps it was for this reason that the people of ancient
Japan came to perceive the divine within nature itself.
They gave thanks for each year's harvest and prayed for
another in the year to come.

In Tokushima, blessed with its rich network of rivers
and waterways, this spirit of reciprocity continues to live
on. Though its outward forms have changed over time,
the enduring relationship between people, nature, and
the divine still quietly shapes the culture of this land.
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Awa Odori

As the saying goes, “There may be peoples without language,

but there are no peoples without dance,” dance is a fundamental human activity.

Even in ancient Japanese mythology, dance plays an important role.

The people of Tokushima, too, dance.

Their energy draws those around them into the dance,

and they wind their way through the nighttime streets as if they were a single,
gigantic living creature.
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The Bon dance, from which Awa Odori
originated, was originally performed to
welcome ancestral spirits and send them
back to the other world. Through
dancing, singing, and the beating of
drums, people expressed their thoughts to
unseen beings. In the castle town of
Tokushima, however, Bon dance evolved
into something more than a religious
observance. It became not only a place of
prayer, but also a gathering where people
met, the town came alive, and culture
flourished. Group choreography and
increasingly elaborate performances
emerged, combining the pleasure of
watching with the joy of dancing. From
this fusion, Awa Odori gradually took
shape. It was a dance that honored
ancestral spirits while allowing people, at
the same time, to celebrate life together.

The ability to sustain Awa Odori over
three days every year was made possible
by the support of those who possessed
wealth. During the Edo period,
Tokushima prospered through its three
principal products—indigo, salt, and
sugar. Merchants amassed considerable
fortunes through trade with Osaka and
other commercial centers throughout
Japan. Many became generous patrons of
the dancers, providing the financial
support that enabled the festival to
flourish. For both the wealthy and those
of more modest means, dancing held
equal importance. One indication of this
shared cultural bond is that, in the castle
town, prosperous merchants supported
traditions such as Awa Odori and Joruri
and returned their wealth to the
community.

Historical records from the Edo period
reveal that Awa Odori transcended social
class. Around 1640, whenever the sound
of dancing echoed through the castle
town, the lord of Tokushima Castle
would invite townspeople to perform
before him. By the mid-nineteenth
century, samurai themselves were
participating in the dancing or hosting
performances at their own residences.
The desire to watch the dance—and to
join in oneself—was not confined to any
single class. It was a shared passion
embraced by people throughout Awa.

In 1946, only a year after Japan's defeat
in the Second World War, the people of
Tokushima began dancing Awa Odori
once again. The city was still recovering
from the devastation of war. Food was
scarce, and many people were painfully
thin from hunger. Yet they danced.
Dancing together gave people the
strength to endure hardship and the
hope to move toward tomorrow. It was
truly worthy of being called a "dance of
peace.”
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Growing the dye itself

Awa indigo is far more than a dye. It is a culture
rooted in this land—a body of knowledge developed
through generations of living alongside nature.

The Yoshino River, which flows through the heart of
Tokushima Prefecture, has long overflowed during
the typhoon season. Crops were often washed away
before they could be harvested. It was amid this
repeated cycle of natural disasters that indigo
gradually evolved from an agricultural product into a
way of life unique to the region.

"Japan's climate naturally gave rise to a yearly
rhythm. Tade-ai (Japanese indigo) is cultivated and
harvested from spring through summer, while
sukumo is prepared during autumn and winter.
Indigo has been nurtured in harmony with the
rhythms of nature.”

So explains Kenta Watanabe, a master indigo dyer
based in Tokushima.

Any craft practiced within nature is, by its very
nature, unpredictable. Temperature, humidity, and
the condition of the microorganisms all influence the
dye. Even the slightest change in these conditions
alters the character of the indigo itself. For this
reason, those who work with indigo begin with a
fundamental understanding: nature can never be
completely controlled.

"That premise hasn't changed, either in the past or
today. Human beings have never been able to control
nature completely. What matters is learning how to
build a relationship with it."

The more one seeks certainty, the less indigo
responds. Instead, each day's conditions must be
carefully observed, and each moment requires
thoughtful judgment. There is no fixed formula—only
an ongoing dialogue with the living material.

Today, most indigo dyeing relies on precipitated
indigo, in which pigment is extracted from the leaves
and chemically reduced using industrial agents before
dyeing. Awa indigo, by contrast, embraces the
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inherent uncertainty of a natural fermentation
process. Using only natural materials such as wood
ash, shell-lime, and wheat bran, the dye bath is
reduced through the activity of microorganisms.

"The microorganisms responsible for reduction
fermentation are themselves nurtured alongside the
color during the production of sukumo. By relying on
the living cycle of fermentation, we cultivate and
sustain the dye itself. Indigo moves forward without
separating or eliminating the many elements that
come together—that is the indigo way."

Watanabe says that whenever he prepares or uses
indigo, he feels as though he is having a conversation
with the microorganisms. Of course, they do not
literally speak. Rather, he carefully observes the
appearance and aroma of the dye bath, the condition
of the sukumo, and the subtle sensations conveyed
through touch. By paying close attention to these
signs, he creates an environment in which the
microorganisms can thrive.

"I rely on all five senses, gathering every piece of
information they provide as I work. Otherwise, the
wrong kinds of microorganisms may begin to
dominate, and the indigo simply won't produce color."

What, then, constitutes a "good environment” for
microorganisms? Scientifically speaking, it involves
maintaining the proper temperature and alkalinity.
Yet Watanabe believes that indigo dyeing cannot be
explained by numbers alone.

"If I'm frustrated or treating the work as a chore, the
color sometimes turns dull or simply refuses to
develop. But when I work calmly and genuinely enjoy
the process, the color often becomes richer. It's
difficult to explain, but I've experienced it many
times."

Within a craft sustained by the cycles of nature,
quality depends not only on technical skill, but on the
relationships one cultivates—with microorganisms,
with the surrounding environment, and with the
many forms of life that make creation possible.



Prayer Dwells

Within Every Act

For Watanabe, prayer is not an extraordinary ritual
set apart from everyday life. Rather, it is a quiet
sensibility woven into the ordinary rhythm of living.

He prays before beginning his work, at the start of
each new year, at the turning of the seasons, and
throughout every stage of the indigo-dyeing process.
These moments of prayer are not simply expressions
of hope or gratitude. They also serve as a way of
setting aside human preconceptions, allowing him to
approach nature with humility and preserve a healthy
relationship with it.

When Watanabe speaks of producing color by
fermenting indigo leaves, he does not say that he
creates color. Instead, he says that he receives the
color as a gift from nature. The color, after all, belongs
to nature before it ever belongs to us.

"I try never to lose sight of the fact that I am able to
make my living because of indigo, that I have been
allowed to live on this land, and that I am nourished
by the food it provides. Prayer isn't something
confined to a particular place or moment. I believe it
dwells within every action we take.”

Prayer also plays an essential role in the transmission
of the indigo-dyeing tradition itself.

According to Watanabe, there are two ways a
tradition may be inherited. One is to pass down
techniques and recipes alone. The other is to pass
down an attitude—a way of relating to indigo and to
nature. It is the former, he says, that has repeatedly
failed to endure.

"Even without mastering every technique, a person

can carry the tradition forward if they inherit its
spirit. In that sense, perhaps it would be fair to say
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that what has truly survived through the generations
is prayer itself."

The quality of indigo dyeing cannot be measured
solely by the evenness of its color or the perfection of
its finish. Who dyed the cloth, in what frame of mind,
and through what experiences they lived during the
process—all of these become part of the finished
work. They reveal themselves in the subtle variations
of the color itself.

The maker's prayer continues long after the cloth
leaves the workshop, accompanying the life of the
person who wears it. One distinctive feature of indigo
dyeing is the practice of re-dyeing. As garments
gradually fade through everyday use, they can be dyed
again, strengthening the fibers while extending the
life of the fabric. Repeatedly renewed in this way, a
garment eventually found a second life as a diaper or a
cleaning cloth. Rather than being discarded halfway
through its existence, it was used until it had truly
fulfilled its purpose.

"People once felt that they were wearing each garment
with gratitude. They cherished every object they
owned. That spirit is reflected in the tradition of
re-dyeing."

Just as earlier generations preserved keepsakes left
behind by parents or close friends, objects once served
as vessels through which the hopes, wishes, and
prayers of those who came before could be carried
forward. Every object possessed its own story. Within
the culture of Awa indigo, the sensibility of an age in
which people lived in intimate dialogue with nature
and treasured the things that accompanied their lives
continues to endure, quietly but unmistakably, into
the present day.



New Colors Emerge

from Chaos

What Watanabe hopes to express through indigo
dyeing is not simply the beauty of indigo itself, nor
even the cultural value of the craft. What matters
most to him is the way the dyeing process reveals our
relationship with nature and with the countless forms
of life that exist beyond ourselves.

"My teacher would tell me again and again, 'If you
want to make indigo, you must learn to see what
cannot be seen.”

There was a time when people who lived close to
nature possessed this ability almost instinctively.
They knew how to perceive what lay beyond the
visible world. Yet as society became increasingly
urbanized, technology advanced, and everyday life
grew more distant from the natural environment, that
sensibility gradually began to fade.

Watanabe recalls a moment when his teacher
suddenly looked up and remarked, "The swallows
have arrived.” At the time, Watanabe could do little
more than reply, "I see.” Only later did he discover an
old farming calendar that marked the arrival of
swallows as the proper time to begin planting.
Experience had shown that crops planted then grew
with remarkable consistency. In earlier times, people
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did not measure the seasons solely by dates. They read
the flowering of plants, the appearance of morning
dew, and the movements of birds as signs that guided
the rhythms of daily life. Nature itself served as their
calendar.

"People once possessed this way of sensing the world
as something entirely natural. That is why they were
able to live in harmony with nature, create things of
exceptional quality, and hear the voices of what
cannot be seen."”

Our relationship with nature is reflected, in turn, in
the way we relate to one another. The ability to listen
to grasses, trees, and microorganisms—to enter into
relationship with forms of life different from
ourselves—also nurtures a deeper sensitivity toward
human relationships. Learning to perceive the unseen
makes us more attentive, more receptive, and more
capable of genuine connection.

"What I hope to share are the questions themselves:
How does indigo take shape? Why does its color
emerge in this particular way? The insights that arise
from asking those questions never stop with indigo.
They inevitably lead us to reflect on countless other
aspects of life as well."
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The Foundations of

Craftsmanship

What distinguishes washi from Western paper?

Western paper is produced from wood pulp and
formed by machine, resulting in a smooth, uniform
surface. Because relatively little manual work is
involved, it can be manufactured efficiently and in
large quantities.

Washi, by contrast, is made from the fibers of natural
plants using Japan's traditional nagashi-zuki
("flowing-sheet") papermaking technique. Its surface
possesses a distinctive warmth and texture, while its
long plant fibers give it exceptional strength and
durability.

"Whether beautiful washi can be made ultimately
depends on the abundance of pure water flowing
down from the mountains.”

So explains Shigeyuki Nakajima of Awagami Factory,
a company dedicated to the production, innovation,
and preservation of Awa Washi.

North of the Yoshino River—which provides the vast
quantities of clean water indispensable to
papermaking—runs the Median Tectonic Line,
Japan's largest active fault system. Along the
mountain ranges bordering this geological formation
grow kozo (paper mulberry), mitsumata, and gampi,
the three principal fibers traditionally used to make
washi.

The reason papermaking first flourished in
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Tokushima—and has continued there for more than a
thousand years—is simple: this landscape offered
nearly ideal conditions for the craft.

The practice of creating useful objects from plant
fibers reaches back even further. One of its earliest
expressions can be found in the shimenawa, the
sacred straw ropes that have long marked the
presence of the divine at Shinto shrines.

"People transformed fibers received from plants into
beautiful objects used in the service of the gods. By
honoring the gods in this way, they believed the plants
would once again be blessed with rain. I think this
understanding—that craftsmanship exists within the
cycle of nature—is the very foundation of making
things."

Today, most of the raw materials used in washi
production are cultivated in Southeast Asia. In recent
years, however, efforts have begun once again to grow
these plants within Tokushima itself. Spending time
in the mountains and cultivating fiber plants through
the changing seasons has reminded Nakajima of a
simple truth: washi exists only because nature makes
it possible.

"It may seem perfectly natural that clean water is
always there, or that the raw materials can simply be
harvested whenever we need them. But none of that is
truly guaranteed. Everything we create depends upon
the gifts of nature. The more I work, the more deeply I
feel that gratitude toward nature is essential.”



Wisdom and Craftsmanship
Passed Down AcCross
Two Millennia

At the Tokushima Pavilion of Expo 2025 Osaka,
Kansai, the exhibition space was adorned with Awa
Washi dyed with Awa indigo. Embedded within these
works was a tribute to the wisdom and craftsmanship
that have been handed down across more than 2,000
years.

Papermaking was introduced to Japan from the Asian
continent around the same time that Buddhism
arrived. Paper was indispensable to the transmission
of Buddhist teachings, and with it came a remarkable
material known as indigo-dyed washi. Even today,
visitors to the Tokyo National Museum can view the
Konshi Kindei Sutras—Buddhist scriptures copied in
gold ink onto deep indigo-colored paper. The ancient
Japanese dyed paper with indigo not only because its
rich blue symbolized the purity and nobility of the
Buddhist Pure Land, but also for practical reasons.

"People understood that indigo possessed natural
antibacterial and insect-repellent properties. That is
why they dyed paper with indigo. Alongside the
techniques of papermaking and indigo dyeing,
generations also passed down the knowledge they had
cultivated. That continuity of wisdom became one of
the ideas we sought to express through the Expo
installation.”

The origins of Awa Washi are said to date back some
1,300 years. The ninth-century historical chronicle
Kogo Shiui (807) records that the Imbe clan, who
served the imperial court in ritual affairs, settled in
the province of Awa. There they cultivated hemp and
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kozo (paper mulberry), producing both paper and
cloth. The area came to be known as Oe—today part
of Yoshinogawa City in Tokushima Prefecture. The
clan's ancestral deity, Amanohiwashi-no-Mikoto,
continues to be revered today as the guardian deity of
papermaking.

During the Edo period, Awa Washi became renowned
throughout Japan. It was used not only for official
documents—including the Awa domain's paper
currency (hansatsu), formal government papers
(hosho), and gasenshi paper for calligraphy and
painting—but also for indigo-dyed washi made using
the region's celebrated Awa indigo. As papermaking
became deeply woven into everyday life, the industry
flourished. At its peak during the Meiji period, some
five hundred papermaking households lined the
Yoshino River basin, while another two hundred
operated along the Kawata River.

"At that time, washi was not regarded primarily as
culture or art. It was simply an essential part of
everyday life. Paper was something people naturally
lived with."

Yet history never stands still. Changing social
conditions and evolving lifestyles gradually
transformed the role of washi. In the years following
the Second World War, the number of papermaking
workshops dwindled dramatically, until only a single
producer remained. It was from that moment of crisis
that a new chapter in the story of Awa Washi began.



Envisioning the Culture of

Tomorrow

To endure, tradition must be willing to change. The
cultural practices we now call traditions have
survived precisely because they did not cling rigidly to
the forms of the past. Instead, they adapted with grace
to changing times and shifting environments while
preserving the values at their core.

Even the word washi is surprisingly recent. It was
coined only about 150 years ago, during the Meiji
period, when Japan opened its doors to the West. As
Western paper entered the country, the paper that had
long been produced in Japan came to be distinguished
by the name washi—literally, "Japanese paper.”

Although washi reached its height during the late Edo
and early Meiji periods, it gradually disappeared from
everyday life as people's lifestyles changed. Yet, at the
same time, it began to be appreciated in an entirely
new way. Artists, conservators, and museums around
the world discovered the extraordinary qualities that
had long distinguished washi—its remarkable
strength, exceptional thinness, and enduring
durability.

"Washi began as something people needed in their
daily lives rather than as an art form. Over time,
however, it came to be valued as culture,
craftsmanship, and eventually as a medium for
artistic expression.”

One pivotal moment came in 1966, when catastrophic
flooding struck Florence, Italy. As countless books
and manuscripts were damaged by water, Japanese
papermakers traveled there to introduce methods of
conservation using thin yet exceptionally strong
washi. Today, sheets of Japanese handmade paper can
still be found in the conservation studios of
institutions such as the British Museum and the
Louvre, where they continue to play an indispensable
role in the preservation of cultural heritage.

Awagami Factory likewise recognized new
possibilities as printing technologies evolved in the
early twenty-first century. Anticipating changes in the
demand for conventional printing paper, the company
developed fine-art printing papers made from washi
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and introduced them to an international audience.
Because the natural fibers of washi gently diffuse
light across the paper's surface, photographs printed
on it acquire a softness and depth unlike those
produced on ordinary paper. As a result, artists
around the world have embraced washi as a
distinctive creative medium.

The demand for paper itself has never disappeared.
What matters is the ability to recognize the culture of
tomorrow and to respond with imagination.

"If we are to continue making things, we must also
continue creating products that speak to the world we
live in today. The domestic market alone is limited,
but when we look globally, entirely new possibilities
emerge. I believe the key is to preserve tradition while
finding new purposes for it in contemporary life."

Having first crossed the sea from China centuries ago,
washi has now begun another voyage across the
world. What travels with it is more than paper itself. It
carries the accumulated knowledge, craftsmanship,
and ingenuity that have sustained the tradition for
over two millennia.

"What makes washi last for centuries? How is it
created through an intimate relationship with nature?
I believe that communicating not only the object
itself, but also the story of its making, is the path that
will ensure washi continues to thrive."

Made from fibers harvested in the mountains and
shaped with abundant flowing water, washi is born
within the cycles of nature.

Because nature is constantly changing and can never
be fully controlled, the papermaker must carefully
observe its subtle movements, responding with the
most appropriate judgment at each moment. To
remain in dialogue with nature, continually renewing
that relationship while responding thoughtfully to an
ever-changing environment—perhaps it is this
willingness to embrace change, rather than fear it,
that allows the story of washi to continue unfolding
into an unwritten future.
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A Woodworking Tradition
Born from Shipbuilding

Blessed with an abundant network of rivers and
waterways, Awa was once known as the City of Water.
During the Edo period, the Yoshino River, flowing
through the heart of the region, served as a vital
transportation route, carrying Awa indigo to markets
throughout Japan.

"Transporting indigo over long distances required
sturdy ships. That is why so many shipwrights
gathered here, and why Tokushima's woodworking
tradition flourished."

So says Keiji Tominaga, a fourth-generation
sashimono craftsman whose family traces its lineage
back to master shipbuilders.

Human-made objects are often characterized by
straight lines. We see them in towering buildings and
the orderly streets that define modern cities. Yet
Tominaga's work is distinguished by something quite
different. Curves. What, then, do these flowing lines
seek to express?

"The flow of a river, a falling raindrop, the edge of a
leaf—nature reveals itself everywhere through
curves. To me, the curve is nature's own form of
beauty. And when you breathe your spirit into that
curve, it begins to transform. It becomes a dragon. It
becomes a phoenix."

Recreating nature's living forms by hand is no simple
task. Unless those forms have become deeply
embedded within the maker's own body and memory,
they cannot truly be transferred through utsushi.

"Watching a river flow... seeing rain slide across a
windshield... observing steam rising from a hot
spring—those moments move me deeply. The forms
and movements of water that I encounter in everyday
life are where my inspiration comes from."
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Tominaga's grandfather, Shinpei Tominaga, was
celebrated for his mastery of intricate mechanical
wooden creations known as karakuri. Having lived
alongside him from early childhood, Tominaga
inherited far more than technical skills. Looking
back, he realizes that what his grandfather truly
taught him was a way of seeing nature and
approaching craftsmanship.

"Snow falls. Rain falls. Rivers flow. Water returns to
the sky as rain and continues its endless cycle... My
grandfather would tell me stories like these before I
fell asleep. Those stories became the foundation of my
spirit as a craftsman.”

Yet inspiration alone is never enough. There remains
a considerable distance between perceiving beauty in
nature and recreating it through one's own hands.

"My grandfather would say, 'Keiji, draw a picture.' I'd
ask, 'Draw what?' And he'd tell me to draw the leaves
of the peach tree growing outside our house. It was
training—learning to observe nature before
attempting to create anything. Those lessons from
childhood continue to sustain me today."

One quality shared by master craftsmen around the
world who have drawn inspiration from nature is that
every creative process begins with careful
observation. Only through patient attention does the
body gradually come to remember nature's forms.
And yet, even careful observation alone cannot bring
true vitality to a work.

However beautiful an object may appear, it remains
only a finely crafted vessel. For the natural forms
embodied in Awa Sashimono to seem truly alive—to
move the hearts of those who encounter them—
something more is required.



A Moment's Judgment
Shapes the Future

Wood carries two lives. The first is the life measured
by the years it spent growing as a tree. The second
begins only after it is given a new existence as timber.
To create something from wood is therefore to accept,
within each movement of the hand, both the time that
has already passed and the time that is yet to come.

The timber Tominaga selects comes from many
different regions of Japan and beyond.

When he needs wood with exceptional flexibility, he
chooses cedar grown along the coast of Kochi, where
sea winds produce timber rich in natural resin. For
finely joined panels he prefers cedar from Akita,
while certain works call for North American walnut.

"The character of wood is shaped by the climate and
landscape in which it grows. Every piece has its own
qualities, so I choose the material that best suits the
object I intend to make. The principle of tekizai
tekisho—the right material in the right place—guides
everything I do."

Once chosen, the wood takes on a new life through
the hands of the craftsman. From there, it continues
to live beside those who use it, often for generations.
For this reason, the making of sashimono is
inseparable from an awareness of time.

"Since childhood, I have been trained to look toward
the future—to shape it before it arrives. I believe this
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is true of every kind of craftsmanship.”

Tominaga frequently visits ancient temples such as
Todai-ji and To-ji, studying how earlier generations
selected and joined wood. Among miyadaiku—master
carpenters who construct temples and shrines—a
traditional saying has long been passed down: "The
joints reveal the heart of the craftsman.” Timber that
has endured for centuries carries within it not only
the wisdom of earlier builders, but also their
intentions and aspirations.

Yet, according to Tominaga, what enables a work to
endure across time is not simply the ability to imagine
the future. It is the ability to make the right decision
in each passing moment.

"Even when I'm drawing a plane across a piece of
wood, every split second becomes part of the future.
My body responds instinctively in complete unity with
that moment. The reason we devote ourselves to years
of training is to make the best possible judgment in
that instant.”

A piece of Awa Sashimono is, in the end, an
accumulation of countless moments of judgment.
Those decisions gradually take physical form before
our eyes. And yet, Tominaga believes there is
something even more essential if a finished work is to
move the hearts of those who see it and those who live
with it. That element is nothing less than the heart.



When a Single Line
Becomes a Dragon

Tominaga does not describe himself as an artist. He
calls himself a craftsman. To him, the distinction is
an important one. An artist gives form to something
that arises from within the self. A craftsman, by
contrast, draws upon skills refined over generations to
create something for the sake of others—to embody a
wish, a hope, or a prayer within the work itself.

"The generations before me always believed that the
most important question was this: How can we
embody our hopes for others through what we make?
Living for the benefit of other people—that has
become the central theme of my own life as well."

The heart cannot be seen. Yet throughout Japan's
history, people have believed that it is real.

The heart can be wounded. It can lose its way. It can
become trapped, unable to find a path forward.
Perhaps that is why Tominaga hopes that his work
can help people rediscover happiness—or gently
guide the heart toward a better place.

"What I express through sashimono are the
encounters and connections that shape a life, together
with the ever-changing movements of the human
heart. Just as water circulates and nature moves in
endless cycles, our lives—and even happiness itself—
are always in motion."

The intentions embedded by the maker continue to

resonate with those who use the finished work. In the
world of the tea ceremony, for example, even the
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simple act of arranging flowers can communicate the
host's thoughts without a single word. By giving
physical form to intention, the host's heart quietly
reaches the heart of the guest.

"Beautiful craftsmanship is only the beginning. What
truly matters is what that craftsmanship
communicates. How does it touch another person?
What does it set in motion? Every detail should carry
a prayer. That, I believe, is the responsibility of a
craftsman.”

During the Edo period in Awa, when a new ship was
completed, shipwrights performed the Funadama
ceremony, offering prayers for a safe voyage. Through
this ritual, an empty vessel was believed to receive its
spirit.

Listening to Tominaga speak, it is difficult not to see
Awa Sashimono in much the same way. Every work
sets sail upon an ocean whose future cannot be
known. Praying for a safe journey through that
uncertainty, the craftsman chooses each piece of
timber and joins it to the next. Every cut, every joint,
every decision becomes an expression of hope
entrusted to an unknown future.

And then, almost imperceptibly, a single flowing line
begins to come alive. Like the dragon once revered by
ancient Japan as the deity of water, it seems to
transcend time, place, and even the visible world,
quietly offering strength to the human heart.
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Kitdo Yuzu

Fruit that grows deep in the mountains gives off a
powerful fragrance.

Kito Yuzu is a yuzu grown in the mountainous
district of Kito, in Naka Town in southern
Tokushima Prefecture. Surrounded by mountains
rising to around 1,000 meters, and supported by a
climate of sharp temperature swings and abundant
rainfall, the fruit slowly swells, deepening in both
aroma and acidity.

In earlier times the trees took many years to bear
fruit and were grown only in small numbers by
individual households, but through accumulated
improvements and advances in technique, stable
production became possible, and Kitd Yuzu came to
be distributed widely. Prized for the richness of its
fragrance and the quality of its flavor, it is favored by
chefs and patissiers alike. In recent years its
reputation has grown not only within Japan but
overseas as well, and it has begun to be exported to
Asia and Europe.

Kitd is a small community of roughly 1,000 people.
Carefully nurtured deep in the mountains by the
people who live there, Kitd Yuzu carries the air and
wind of the land within its fragrance as it opens itself
to the wider world.

Sudachi

About 98 percent of all sudachi shipped in Japan is
produced in Tokushima. In earlier times it took root
in everyday life as a substitute for vinegar and as a
traditional remedy. The well-drained soil of the steep
mountain valleys, together with a climate marked by
year-round warmth and sharp cold in winter, is well
suited to growing sudachi. In recent years, centered
on Kamiyama, advances in refrigeration technology
have made it possible to adjust the harvest period,
establishing a system for shipping throughout the
year.

Its vivid acidity and fragrance have been handed
down as a wisdom for restoring the body amid the
heat. Sudachi is also offered at Shinto rituals, where it
has served to purify a space and set its atmosphere in
order.

The name sudachi derives from sutachibana
("vinegar citrus"), and as a native fruit it grew wild in
this land from ancient times. Cultivated thereafter by
individual households for their own use, sudachi
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shifted to production as a commercial crop in the
Showa 40s (the late 1960s to early 1970s); through the
selection and improvement of varieties, it spread
throughout Japan.

Wasanbon

A crop is a gift of its land and climate.

The soil of the alluvial fan that spreads across the
southern foot of the Asan Mountains, on the
northern bank of the Yoshino River, is poor in
nutrients and was once unsuited to rice cultivation.
That environment, however, was well suited to
growing sugarcane—for in nutrient-poor soil the
cane sends its roots deep and grows slowly, yielding
chikuto, a variety with a high sugar content.

Chikuto is a slender heirloom variety of sugarcane,
about two meters tall and roughly as thick as a
thumb. It is harvested only once a year and requires a
great deal of handwork, from clearing weeds to
tending stalks that have fallen over. The harvested
cane is pressed, boiled down, and freed of impurities.
Molasses is drawn from the once-solidified
unrefined sugar (shiroshita-td), which is then
polished again and again by hand with water until it

takes on a white, fine-grained texture. It is from this
step—"polishing" (togu) the sugar three times on a
tray (bon)—that wasanbon takes its name. Its
sweetness, which melts away as if unraveling on the
tongue, is born of this land's climate and soil and of
time patiently accumulated by human hands.

Naruto Kintoki

Naruto Kintoki is a sweet potato grown in the sandy
fields that spread across the mouth of the Yoshino
River in northern Tokushima Prefecture. This area is
land formed by the sand that the Yoshino River
carried down and deposited over time—well drained
and poor in nutrients. In sandy soil that holds no
excess moisture, the sweet potato grows slowly,
taking its time. In the process, sugars accumulate
within the tuber, giving rise to a dense sweetness.
The sweetness of the sweet potato is the
crystallization of the time it spent growing in the
earth.

Based on the Kokei No. 14 variety that spread after
the war, the potatoes grown in the Naruto area came
to be called Naruto Kintoki, after their golden flesh
and red skin. Making use of the seaside environment,

farmers have further improved the soil through
teire-suna ("maintenance sand"), replenishing it with
mineral-rich sand. Soil that carries the influence of
wind and tide keeps the quality of the potatoes
consistent and deepens their flavor. Their flavor is
nothing less than a blessing of nature, shaped over
time by the climate and soil of this land.
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How Footprints of
Prayer Become Paths
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Step into a place overgrown with grass and trees, and you find yourself where no path yet
exists. But when others follow, walking the same ground again and again, a path gradually
emerges. Each person may be heading toward a different destination. Yet it is the
accumulation of countless prayers—the shared desire to reach somewhere—that creates a

path and, in time, transforms the landscape itself.

As part of the Tokushima Prefecture pavilion at Expo 2025 Osaka, Kansai, visitors were
invited to participate in an interactive installation by dyeing rayon cords with Awa indigo and
hanging them within the exhibition space. Conceived and created by creative director Akihiro
Murayama, whose work spans projects around the world, the installation explored the theme
of prayer. Through this project, what forms of prayer did Murayama discover within

Tokushima's landscape and culture?

Akihiro Murayama

An architect and tea master whose work spans architecture, spatial design, and
furniture. For Expo 2025 Osaka, Kansai, he conceived and produced a participatory
installation for the Tokushima Pavilion, in which visitors tied and layered cords dyed
with Awa indigo throughout the exhibition space. Focusing on the "traces of prayer” that
people leave in ema votive tablets and omikuji fortunes, he reads the culture alive in a
place through the relationship between its environment and the lives of its people.
Through the philosophies of architecture and the way of tea, he works to build systems
for carrying Japan's culture, industry, and society forward into the future.
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— For Expo 2025, how did you approach the
theme of "prayer”?

To begin with, I felt that prayer itself is something
that is difficult to prove or define. What we do
know, however, is that people visit certain places
and perform actions that we recognize as acts of
prayer. That led me to ask a different question:
What principles and patterns of behavior give rise
to prayer in the first place?

— That's a fascinating perspective.

As I explored that question, I began by asking
myself, "Why does a shrine become a shrine?" The
more I thought about it, the more I realized that
shrines are places where prayers accumulate. In
other words, they preserve the traces of prayer.

Even today, when you visit a shrine, you see
countless ema (wooden votive plaques) hanging
from racks, endless omikuji (fortune slips) tied to
designated places, and offerings gradually
accumulating in the donation box. These are all
visible traces left behind by the many people who
have come there to pray.

— So the installation gradually transformed
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by Expo visitors became, in itself, an
accumulation of prayer.

Exactly. Another case that fascinated me during
my research was Yasui Konpiragu Shrine in
Kyoto's Higashiyama district. There is a striking
sacred stone completely covered with paper prayer
slips. People believe that by passing through the
opening in the stone in one direction, they can
sever unwanted relationships.

Originally, however, the shrine's purpose was not
simply to "cut ties." Its true purpose has always
been to break harmful relationships so that good
ones may follow. Over time, as more and more
people attached their prayers to the stone, it took
on an increasingly ominous appearance,
reinforcing the public perception that it is
primarily a shrine for severing relationships.
That, too, is the result of countless accumulated
prayers.

— Earlier you mentioned that prayer means
different things to different people. What
does prayer mean to you?

While speaking with people in Tokushima, I was
struck by the stories they shared about traditional

performing arts such as Joruri puppet theater and
Awa Odori. Originally, these performances were
not entertainment at all—they were rituals
performed to pray for abundant catches at sea or
to welcome ancestral spirits.

Today, performing arts have increasingly become
forms of entertainment. Yet in Tokushima's
Joruri, I still sense something of that original,
unadulterated spirit of prayer. To me, prayer exists
within the simple, everyday acts through which
people live their lives.

— So would you say Tokushima is a place where
its towns, culture, and even its people have not
been completely absorbed into urbanization and
the logic of capital?

Yes, I think that's true. In a large city, after all, the
market doesn't wait for you. Imagine telling
people that it takes ten years to prepare the soil
needed for natural farming—you simply couldn't
make a living that way. But in rural regions, that
kind of timescale is still possible. Tokushima
struck me as a place where that balance has been
preserved remarkably well.

— Why do you think that balance has

endured?

When I study cultures rooted in particular
regions, I often approach them from the
perspective of environmental determinism. In
Tokushima, where the boundary between nature
and daily life has historically been blurred, people
had no choice but to live alongside an
unpredictable natural environment. I believe that
experience has allowed them to retain a deep
sense of humility toward nature.

The wisdom people accumulated and their way of
engaging with nature have remained as cultural
assets, relatively independent of market forces. At
the same time, Tokushima has never rejected
commerce or economic activity. Both coexist
without canceling each other out, and I find that
relationship especially compelling.

— Perhaps Tokushima's history and
landscape continue to remind us that there
are many things we should never forget.

Exactly. There is still so much about Tokushima
that fascinates me. I don't see this project as an
ending, but rather as the beginning of a deeper
relationship with this place.
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Interview

When Points of Prayer
Become a Line
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At the Tokushima Pavilion of Expo 2025 Osaka, Kansai, visitors encountered Meguru
Giboshi: Cycles of Life and Forms of Prayer, an installation inspired by ideas developed
collaboratively by high school students from Tokushima and Indonesia. Conceived and
creatively directed by Atsuro Miyako, a designer from Tokushima, the work explored how
prayer might take shape in the present day. What hopes, then, did Miyako seek to embody

through this installation?

Atsuro Miyako

A product designer and artist who gives form to new experiences using technology, also
engaged in experimental product development and art that draws on natural phenomena.
For Expo 2025 Osaka, Kansai, he conceived and produced Meguru Giboshi, a
participatory installation for the Tokushima Pavilion. Born from a collaboration between
high school students in Tokushima and Indonesia, the work turns a line drawn with a
fingertip into the shape of a giboshi, into which one can place a prayer.
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— To begin with, could you explain what a
giboshi is?

A giboshi is the onion-shaped ornamental finial
often found atop the railings of bridges and the
pillars of Shinto shrines. Its form was originally
modeled after an onion bulb and was believed to
ward off evil. At the same time, it served a practical
purpose by protecting wooden pillars from rain and
weathering. Above all, however, it embodied a
simple wish: "May everyone cross this bridge safely."

— Why did you choose the giboshi as the
central motif for this project?

As Iresearched Tokushima and Indonesia, I realized
that both are regions shaped by rivers and home to
many bridges rich in history and local stories.
Historical records tell us that giboshi were already
being made more than 1,300 years ago, during
Japan's Nara period. Having endured for so many
centuries, I began to think of them as something like
time capsules, preserving the prayers of earlier
generations in physical form. Today, of course, we
take the safety of bridges for granted. Almost no one
pauses to pray before crossing one. That led me to
wonder whether every era calls for its own forms of
prayer. With that question in mind, I invited the
students to rethink the giboshi from the ground

148

up—to imagine new forms and consider what kinds
of hopes or prayers they would choose to embody
within them.

— Is designing a giboshi something that high
school students can really do?

Absolutely. A giboshi is created by revolving a
two-dimensional cross-section into a
three-dimensional form. Once you understand that
principle, anyone who can draw the profile can
design one. The students created the cross-sectional
drawings, and I transformed them into
three-dimensional models before producing them
with a 3D printer.

— What will happen to the giboshi after the
Expo concludes?

They will be taken back to Tokushima and
Indonesia. If we think of each giboshi standing at
the end of a bridge as a single point, then by placing
one in Tokushima and the other in Indonesia, the
two countries will remain connected by an invisible,
imaginary bridge. In that sense, the installation tells
a continuing story—one in which the two countries
remain connected long after the Expo has ended.

— Could you also tell us about the installation
itself?

From the beginning, we wanted the exhibition to be
something visitors could actively experience. To that
end, we developed an application for the iPad that
allowed anyone to design a giboshi simply by
drawing a single line with their finger. As soon as
the line was drawn, it was transformed into a
three-dimensional form and saved as digital 3D
data. Visitors were then invited not only to design
their own giboshi, but also to write down the prayer
or wish they hoped it would carry.

— Having been born and raised in Tokushima,
I imagine this project held special meaning for
you. What kind of prayer did you hope to
embody through it?

I think people in Tokushima are remarkably good at
going with the flow and finding joy in the present
moment. But at the same time, that can also mean
becoming a little too passive toward the
circumstances around us. Rather than simply
allowing ourselves to be carried by the current,
perhaps we also need to find ways of changing its
course ourselves. That was the thought I carried
with me throughout the project.

— In other words, while we cannot resist the
forces of nature, the very act of choosing to

create something despite that uncertainty is
itself both craftsmanship and prayer.

Exactly. I believe prayer is fundamentally an active
force. It is the very source of our desire to create. In a
world increasingly centered on consumption, I think
what matters is our willingness to make something
with our own hands. Once you become genuinely
committed to creating, everything else in your life
begins to orient itself toward that act of creation. The
media you consume, the food you eat, the way you
exercise, the way you sleep—all of these gradually
begin to serve the work. Even if you're simply
watching videos on your phone, you naturally start
seeking out things that help you learn or deepen
your understanding. Creating becomes a filter
through which you begin to experience everyday
life.

— So, to put it boldly, creating changes the way
we live.

If we break the act of creating down into its essential
steps, we find a cycle. First we become aware of a
desire. Then we imagine a form for it. Next we give it
tangible expression. Finally, we share it with others.
Today, however, many young people have grown
accustomed to consuming and receiving things that
already exist. Fewer opportunities remain for them
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to ask themselves what they truly want or to create
something with their own hands. At the same time,
asking someone out of nowhere, "What do you want
to make?" is an incredibly difficult question. I think
the first step is much simpler. It is to pay attention to
your own desires, and to begin expressing them
through words or form. That, to me, is where
creation begins. In this project, for example, we
didn't ask the students to start by designing a
giboshi. Instead, we held a series of workshops
asking a different question: "What kind of
Tokushima do you hope to see in the future?” Only
after imagining that future did they begin designing.
Prayer is the very first step of making.

— Finally, is there anything you yourself came
to realize through this project?

At the beginning, we moved forward without
knowing exactly where the project would lead. We
experimented. We hesitated. We found our way one
step at a time. But I came to realize that if you
patiently place one point after another—thinking
sincerely about your community and about the
young people you're working with—those points
eventually connect into meaningful lines. And those
lines continue into the future. I hope this project will
become one such point in the lives of the students as
well, from which each of them will go on to draw
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their own lines in the years ahead.

— Thinking about it that way, perhaps the very
act of placing a point is itself a form of prayer.
In that sense, choosing the bridge as the central
motif feels especially meaningful. A bridge
connects one point to another, while also
becoming a path toward an unknown world.

Exactly. Simply talking about "building bridges”
doesn't mean people will naturally imagine creating
one. Without someone encouraging us to think
differently—as happened in this project—we may
never even realize that another bridge could exist. If
we don't know there's a way to connect with the
outside world, we won't even think of stepping
beyond our own familiar place. The truth is, we are
often far less constrained than we imagine. Yet we
close ourselves off and remain where we are. That
seems like such a waste. A single bridge has the
power to transform the way we see the world.
Sometimes, all it takes is one new connection for
everything to change.
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