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Go’o Shrine, an aging shrine in Naoshima, was
completely renovated by artist Hiroshi Sugimoto
and reopened to the public in 2002 as a part of
Art House Project. On October 13th of the same
year, performances of a Kyogen storytelling
(“Nasu” by Okura school) and Noh play (“Yashima”
by Kanze school) were held to commemorate the
completion of the newly restored shrine. On
October 9th, 2022, the ritual ceremony “Sugimoto
Gagaku: Naoshima Mikagura” was presented for
its 20th anniversary.

Gagaku is a genre of Japanese traditional
performing art that originated from music and
dance introduced from Korea and China during
the Nara and Heian periods, combined with
Japanese indigenous culture of the time. A
mikagura is a ceremonial gagaku performance
dedicated to gods. The origin of mikagura dates
back to the performance of music and dance that
the ancient goddess Ame-no-Uzume-no-Mikoto
dedicated to the goddess Amaterasu Omikami,
who hid herself in a rock cave as described in the
mythological legend of “Ama-no-lwato [Heavenly
Rock Cavel.” Since being designated as an official

ceremony roughly 1000 years ago, mikagura is
still performed in Imperial Court.

Sugimoto, who is familiar with Japanese
traditional performing arts and has produced
bunraku puppet theater productions and several
other plays, initiated the ceremony, “Sugimoto
Gagaku: Naoshima Mikagura” based on mikagura
to invite and hospitalize gods, consulting the
history of Go’o Shrine and his own reflection upon
it. While it rained lightly on the day of the
ceremony, Naoshima residents who knew what
the shrine was previously like, those who were
involved in the construction work, and visitors
from distant places attended the ritual ceremony
that consisted of two parts: “Part | - Kan’oroshi
no Gi [the rite of inviting the gods]” held at Go’o
Shrine and “Part Il - Kan’okuri no Gi [the rite of
seeing off the gods]” held at Naoshima Hall.

This issue introduces an overview of
“Sugimoto Gagaku: Naoshima Mikagura,” through
a discussion between three key persons: Hiroshi
Sugimoto, responsible for planning the ceremony,
Fumihiko Yamada, the director, and Hiroshi
Adachi, the producer.
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Discussion Between Hiroshi Sugimoto &
Fumihiko Yamada & Hiroshi Adachi

Miki: When we first began to discuss the content for
this ceremony to commemorate 20th anniversary of the
reconstruction of Go’o Shrine, Mr. Sugimoto, you emphasized
the idea that “The gods are our guests,” and that the
ceremony was to be held for the god, and hence it should
be a “Shinto ritual” instead of a “public performance,” didn’t
you?

Sugimoto: Yes, we did. Last year was the 20th year since the
reconstruction of the shrine, and so we conducted a festive
event called “Sugimoto Gagaku: Naoshima Mikagura” to
commemorate this special year. We may have needed to
make repairs to the shrine again as Ise Jingu does every
twenty years, but since Go’o Shrine looks nicely aged, I
thought we should dedicate dance and music to the god
instead. So, I asked Mr. Adachi, who is well acquainted with
Japanese traditional performing arts, such as noh, kyogen
and gagaku to reach out to Mr. Yamada, a gagaku musician.

Adachi: Basically, we cannot discuss Japanese traditional
performing arts without mentioning Shinto gods. Although all
of them were originally offerings to the gods, divinities are
ignored nowadays. This time, as we wanted to face the god
of Go’o Shrine properly, we immediately agreed that gagaku
should be played for the celebration. In “Sugimoto Gagaku:
Naoshima Mikagura,” I whole-heartedly desired to present
gagaku as a religious Shinto rite, and not as a genre of music.
And I wanted to adopt a method called honkadori*! that
Mr. Sugimoto often uses in his art.

As for the concept, “The gods are our guests,” my
intention was primarily to eliminate the relationship between
the theater, actors, and audience. In front of the god of Go’o
Shrine, our guests are all of the eight million gods of Japan
and I envisioned those gods sitting in a circle at the entrance
of the legendary “Ama-no-Iwato (Heavenly Rock Cave).” It
was my hope for a festive scene as such, and so I suggested
that idea.

Yamada: As for what reasons gagaku exists since its
beginnings, the word “gagaku (H%£)” signifies an “authentic
and formal music (HIE D %] ” rather than simply “elegant
music” as often misunderstood. Moreover, the most “formal”
venue for the music to be played is in front of the gods. In
Japan’s Imperial Court, this formal music has been handed
down almost as it was originally made. Gagaku as played in
concerts by a small orchestra or that we learn through music
textbooks is certainly one form, but its most archaic form is
the rite called “Mikagura no Gi,” which is performed in the
Three Palace Sanctuaries of the Imperial Palace. Its origin is
the myth of “Ama-no-Iwato,” in which Ame-no-Uzume-no-

Facilitator: Akiko Miki

Mikoto danced in front of a cave. The myth is considered
the origin of all kinds of Japanese performing arts.

A record indicates that “Mikagura no Gi” was
officially defined in 1002 during the Heian period. It was
institutionalized and its program was routinized in this year
although it had been performed since long before. When
we were planning “Sugimoto Gagaku: Naoshima Mikagura,”
we decided to refer to “Mikagura no Gi” as its honka [the
original] in terms of honkadori.

There is a way of making a wish called kanmusubi. It
is not simply pleading to the gods by saying “please,” but
rather involves inducing the gods to make your wish come
true. This is kanmusubi. For instance, since Emperor Meiji
was quite fond of red wine, it is said that red wine is now
offered to his soul. The idea of kanmusubi is how we can
please the gods so that they want to grant your wish.

Sugimoto: There is the legend of Sutoku-in (Emperor
Sutoku, 1119-1164) remaining in Naoshima. How was
kanmusubi practiced for him?

Yamada: Since Sutoku-in is considered one of the three
most evil spirits in the history of Japan along with Taira no
Masakado and Sugawara no Michizane, we first conducted
a rite of requiescat at Sutoku Shrine in Naoshima. In terms
of kanmusubi, it was offering things that were his favorites
and what made him most happy...... According to a famous
episode, when Tsuchimikado-in (Emperor Tsuchimikado,
1195-1231) played the biwa, or Japanese lute, in front of
Sutoku’s grave, Sutoku-in appeared at night by the pillow
of Tsuchimikado, foretelling that Tsuchimikado’s son would
become the next emperor. So, we decided to offer a live
performance of biwa music at Sutoku Shrine to announce
beforehand that we would be having a rite at Go’o Shrine
the next day.

Adachi: The three-segment structure of “Sugimoto Gagaku:
Naoshima Mikagura,” inviting the god, entertaining the god
and sending off the god, is common with other Japanese
traditional performing arts, not just gagaku.

Taking the day’s weather into consideration, we foresaw
having to host the entire event indoors, but decided to make
a distinction in terms of content between the outdoor part at
Go’o Shrine and the indoor part at Naoshima Hall. While the
place for the god is of course already fixed in Go’o Shrine, it
was important for us to decide what to designate as the god
and where to designate the place for the god in the case of
Naoshima Hall. Since the site for the god should be marked
by placing something symbolic on the spot, we decided upon
Mr. Sugimoto’s work, Five Elements, to serve as a symbol

for the god’s place. We also sought to maintain a continuity
from outdoors to indoors.

Sugimoto: It was nice that we could finish the first part
at Go’o Shrine just as it started to rain. I felt the god was
delighted at Naoshima Hall as well.

Yamada: “Saigyo Hisho,” the imayo *2 song Mr. Sugimoto
sang at the end was also based on the idea of honkadori.
That particular song was relevant and timely to sing on the
occasion in terms of mikagura as well. As for the structure
of the whole rite, Part I included the segments of inviting
the god and mid-way through entertaining the god. Part II
covered the rest of the entertaining through to the send-off
segment. Mr. Sugimoto, you sang the imayo song you wrote
in the current period of Reiwa appropriately at the height of
the feast to please the god, which corresponded to saebari,
or songs sung in the second segment of the rite.

Sugimoto: Imayo were pop songs, so to speak. I entitled my
imayo song “Saigyo Hisho” and wrote it by combining a song
about Ise Jingu written by Saigyo, a 12th century monk-poet,
with words I picked up from the imayo anthology edited
by the retired Emperor Goshirakawa (1127-1192) entitled
Ryojin Hisho, which was then arranged into the form of
gagaku.

Since I assume Ise Jingu’s style of shinmeizukuri is
the closest to the origin of Shinto architecture, I repeatedly
visited Ise Jingu before the reconstruction of Go’o Shrine.
Given the fact that Saigyo had also visited Emperor Sutoku’s
grave in Sanuki (present-day Kagawa Prefecture), I wrote a
song using, in a sense, the style of honkadori so that Sutoku
would listen to it.

Yamada: Let me talk about the rite itself again. It began
with entering Go’o Shrine one by one, greeting, and inviting
the god, and the dance started when the god descended.
The dance titled “Go’o no Mai [Dance for Go’o]” was newly
choreographed for this rite and has a three-part structure
called jo-ha-kyu (a gradual beginning — increased speed — a
swift ending) .

The music started with a duet of a hichiriki and an
oteki (both woodwind instruments), with the two players
facing each other. The tune was “Hohin,” a gagaku tune in
the style of komagaku (ancient Korean music). The first
part, jo, starts without a distinctive rhythm as the duet plays
music alternately. From the second part, ha, a sho (woodwind
instrument) joins and the tempo becomes faster. As the
sho instrument is not generally used in komagaku now, this
music was specially arranged for “Sugimoto Gagaku,” in
order to complement Mr. Sugimoto’s imayo. The right-side
dance of “Hohin” was partially adopted in the choreography
of ha. For the last part, kyu, I choreographed as “Tugai Mai
[Paired Dance] for ha. The music for this part was a gagaku
tune called “Kishunraku” played to the chanting of a poem
“Tami no Kamado (People’s Ovens)” composed by Emperor
Nintoku (ca.4-5th century). In the final section of Part II of
the entire rite, Mr. Sugimoto walked around the venue as the
music was played, carrying a yorishiro (objects upon which
the gods descend). By doing so, he represented how the god

moved around and ascended swirling up, which was the rite
of sending off the god.

Adachi: The reason for the title “Sugimoto Gagaku” was,
as I said at the beginning, that the performance of gagaku
is essentially a religious rite and that honkadori as Mr.
Sugimoto’s artistic methodology seemed to fit well with
gagaku. The title emphasizes how the rite was assimilated to
his methodology as such. As Mr. Sugimoto created yorishiro
for the god to descend upon, and because the attendees
could approach the god, they were able to receive something
deeper and richer. Even if we dedicate music, songs, and
dance to the gods, it should not merely be a “gagaku
concert.” I think we need to share the forms of gagaku to
play in concert with the gods so that a power to feel the
existence of the gods rises within the audience.

Yamada: Yes, I think so, too. “Sugimoto Gagaku: Naoshima
Mikagura” was composed of music and songs brought
together for Go’o Shrine. If this had taken place somewhere
else, the content would have been very different, and the
music and lyrics of imayo would have been dissimilar as
well. All of the songs were assembled and arranged only for
this particular occasion.

There is usually a person called ninjo to substitute for
Ame-no-Uzume-no-Mikoto and to represent human beings.
This person has to be male when migagaku is performed in
Imperial Court. He becomes ninjo upon receiving masakaki*3.

The reason for our appointing a woman for the role this
time was because I had a theory that women may have had
assumed the role of Ame-no-Uzume in the beginning. For
our rite, we appointed the 31st generation priestess of an
old shrine in Izumo that has continued nearly for a thousand
years to dance as ninjo.

When I visited Enoura Observatory for the first time,
I found an ideal spot for the gods to descend upon, and I
think every gagaku musician would agree. I feel what Mr.
Sugimoto communicates in Enoura Observatory may be quite
similar to what we gagaku musicians do.

Sugimoto: As the 24-ton iwakura (a rock upon which the
gods descend) seems particularly important in Go’o Shrine,
Enoura Observatory may have something associated with the
story known as “Ama-no-Iwato.”

Last year, I enshrined the gods of Kasugataisha Shrine,
Nara, in Enoura Observatory. I had never been deeply
involved with Shinto shrines until then. This new shrine was
first built with bare wood and then painted with a vermilion
lacquer. About a year later, we held “Mitamawake no Gi,” a
rite to divide the souls of the gods of Kasugataisha to be re-
enshrined in Enoura Observatory. The following morning,
I felt that the air had changed entirely. I felt that the souls
of the gods had been imbued into the space itself. As I
was astonished by the change from the unpainted wood
structure, 1 felt that the Shinto spirit was handed down
from ancient times in this way. I realized how important the
practice of monthly rituals and yearly grand festivals are.
The worshippers’ community of Go’o Shrine holds festivals
every year and their faith seem to be quite different from
that of monotheism. I found that our respect for something



like the spirit of nature nurturing us still remains in the DNA
of Japanese people.

While the structures of shrines may perish, I pay
respect to how Japanese traditional performing arts are
handed down. Even though forms may change, I believe that
music and dance dedicated to the gods will be continued
into the future. The fact that Mr. Yamada and other people
are continuing these practices makes me feel that our future
is still bright.

Adachi: T have a feeling that a rite to turn questions to living
things is, in a sense, a requiescat, and that continuing these
practices brings positive mutual effects between traditional
performing arts and ourselves. That the main guest is not the
audience but the god of the shrine, and what the audience
is seeing is the god of the shrine as the main guest, is the
essence of the structure of Japanese traditional performing
arts.

Yamada: It can be said that those who saw “Sugimoto
Gagaku: Naoshima Mikagura” were able to take the same
standpoint as the eight million gods amusing the god of
Go’o Shrine by attending the rite. Although I did not explain
this on the day, the audience was able to share the feeling
that they were all were praying for the god of Go’o Shrine
together.

Adachi: I think it is not often that we can have an
experience like this in Shinto shrines. There, we had people
who can communicate with the gods in front of the god
of the shrine and all of the attendees entertained the god
together. Simply put, such a natural flow developed because
of the artistic performance.

Yamada: Perhaps even a long time ago as well, people would
have a good time together with the gods. Like a show, a rite
was probably something enjoyable to both the performers
and the viewers from the very beginning.

In “Sugimoto Gagaku: Naoshima Mikagura,” we did
honkadori (quoting the original) or honkayori (approaching
to the original) and ended up going back to the original. As
a gagaku practitioner, I think what I was able to perform in
Go’o Shrine was something closest to the origins of gagaku.

Sugimoto: It must be hard work to be a traditional performer
like yourself, because you have to raise yourself to a level
where you can communicate with the gods. The power of
gagaku music must be necessary to reach that aim.

Miki: We experienced dedication to the god of Go’o Shrine
through Noh play twenty years ago and through mikagura
this time. I hope we can continue to celebrate anniversaries
of Go’o Shrine in Naoshima into the future and think about
the relationship between religious faith and contemporary
art and Japanese traditional performing arts, and about their
origins.

*1 A method of writing a new song quoting a part of honka, or old
songs, so that the new one becomes imbued with layers of implication
and association.

*2 A genre of songs popular among common people in the 12-13th
century. The word “imayo” signifies “currently trendy.” Extremely
fond of imayo, the retired Emperor Goshirakawa edited an anthology,
Ryojin Hisho.

*3 Ritual equipment that can be an object upon which the gods
descend.

Date: Sunday, October 9, 2022 2:00 p.m.
Part I: “Kan’oroshi no Gi” (the rite of inviting the gods)
Part Il: “Kan’okuri no Gi” (the rite of sending off the gods)

Venue:
Part |: Go’o Shrine
Part Il: Naoshima Hall

Planned and organized by Hiroshi Sugimoto

Directed by Fumihiko Yamada

Performed by Takeaki Bunno, Fumihiko Yamada, Yoshiyuki
Izaki, Ruriko Kasuga, Sumio Otaki, Hiroshi Sugimoto
Hosted by the Go’o Shrine 20th Anniversary Project
Executive Committee

Produced by the Odawara Art Foundation

Cooperation by the Worshippers’ Community of Go’o Shrine,
Residents’ Association of Honmura, Naoshima, Setouchi
Triennale Executive Committee, Fukutake Foundation,
Benesse Holdings Inc., Naoshima Cultural Village, Co., Ltd.
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ROV TEEMH, ZAET “Appropriate Proportion” (2002)

Art House Project “Go’o Shrine” Hiroshi Sugimoto, Appropriate Proportion, 2002

© Hiroshi Sugimoto Photo: Sugimoto Studio
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From the Archives of Benesse Art Site Naoshima
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Benesse Art Site Naoshima has preserved documentation on its activities since the 1980s. Among
the archives, this issue focuses on the production process of “Go’o Shrine”.
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Born in 1948 in Tokyo, Hiroshi Sugimoto has lived in New York
City since 1974. He launched his career as a photographer in
the 1970s, creating works featuring sophisticated techniques
with the use of a large format camera, and unique artistic
concepts that have garnered appreciation around the world.
Sugimoto also works across multiple genres, including
sculpture, architecture, and theatre, inquiring into ideas of
time, human perception, and the origin of our consciousness.

ROV b TEEWE, ZAX1ER “Appropriate Proportion” (2002)

Art House Project “Go’o Shrine” Hiroshi Sugimoto, Appropriate Proportion, 2002

© Hiroshi Sugimoto Photo: Sugimoto Studio
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Go’o Shrine is located on the top of Mt. Shiroyama where shrines
and temples are concentrated relative to other areas in the
Honmura district of Naoshima. The shrine is a branch of Naoshima
Hachiman Shrine and has served as a familiar place for the people
of the Honmura community. As concerns about its progressing
deterioration arose, community members asked Benesse Art
Site Naoshima for support in its refurbishment. At the time, the
production for the third work of the Art House Project “Kinza”
was underway, and we were making considerations on how to
develop the project going forward. The Art House Project involves
commissioning artists to renovate an old house and its entire
space into a work of art and also a space reflecting the lives lived
in the district together with Japanese culture and aesthetics. Ryoji
Kasahara, one of the staff members then in charge of the project
explained, “Art House Project began with the renovation of an old
house, and then the project expanded to include the ruin sites of a
temple for the second work. It seemed like a difficult task to work
with a Shinto shrine, but by taking on such a challenge, we thought
we could develop and enhance the project a lot further.” With such
thoughts, we undertook the reconstruction of Go’o Shrine as the
fourth endeavor of the Art House Project.

In 2001, Hiroshi Sugimoto was commissioned to design the
shrine with hopes that the artist’s knowledge on Japanese art,
religion and architecture, among many other fields, would result in
a design that was created in harmony with all of these elements.
When designing the work, the artist imagined what ancient people’s
faith was like without being bound by the conventional styles of
Shinto architecture. In the completed “Go’o Shrine,” there is a
graveled precinct in which the main building (honden) and the
worship hall (haiden) are situated. A large rock is placed in the
worship hall beneath which lies a subterranean stone chamber.

Sugimoto considered that the shinmeizukuri exemplified by Ise
Jingu was the closest to the origin of Shinto architecture and paid
visits to the shrine for research. In particular, he saw the oldest
style in Takiharanomiya, a detached shrine of Ise Naiku, and
measured dimensions of architectural parts of its structure to
calculate proportions. Derived from this process, “Go’o Shrine” was
given the title Appropriate Proportion as a work of art. Sugimoto’s
idea that there is a proper proportion suitable for each sacred
space where gods reside can be seen here. In the honden and the
haiden of “Go’o Shrine”, “the appropriate proportion for the space
where gods reside” was applied exactly based on his research of
Takiharanomiya.

The large rock placed in the haiden is a 24 tons granite rock
found in Mt. Mannari in Okayama City and bears the role of iwakura,
rocks where gods are believed to descend upon. Since ancient times

ERAEZEEFEILTVIHRTF. OHENYI—ZHVTIELIVLIDOTHZHEZFLLTVS, B ERAZRELLCERDEKF. 0%, EAOLICERLE
D, BEE#EM I LLHLEAN Left: The stone chamber being carved by hand. The soft earthen area is shaved off with a chisel and hammer. Right:
Moments after the gigantic rock was placed. A worship hall was built on top afterwards. Photo courtesy: Masato Yoshimoto
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Left: Inside the subterranean stone chamber. Light enters from above the ground via the glass staircase. Center: The entrance/ exit of the stone
chamber. Right: The view of the horizon on the Seto Inland Sea as seen from the tunnel of the stone chamber.

© Hiroshi Sugimoto Photo: Sugimoto Studio
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in Japan, a land endowed with bountiful nature, nature worship
developed and people believed that gods descended upon sacred
places/objects such as big trees, rocks and mountains. With the
idea that “a shrine is a place that people found sacred and purified
to prepare for the descent of gods, and was a representation of the
original form of religion in Japan,” Sugimoto adopted iwakura of old
Shinto practiced in primeval Japan.

The stone chamber under the rock was created based on the
artist’s idea to “connect Ise Jingu-type Shintoism to the Kofun
period,” which was derived from his interpretation of history that
shinmeizukuri shrines and kofun (ancient burial mounds) might
have coexisted during the transitional times around the end of the
Kofun period (3-7th century). Construction of the stone chamber,
primarily hand-cut, took much time. Ultimately, since the bedrock
broke the day after its completion due to heavy rain, “Go’o Shrine”
became what it is now. The stone chamber and the honden are
connected by a glass staircase. As magatama (comma-shaped
bead) and crystal were objects of worship since ancient times, the
staircase was made of optical glass of the finest quality at the time.
The stone chamber was designed so that people could see the sea
horizon of the Seto Inland Sea at the entrance and exit, offering
a similar experience to that of Sugimoto’s photographic series of
“Time Exposed (Seascapes).”

Sugimoto had made a proposal to Benesse Art Site Naoshima for
a project to build a Noh theater and show Noh plays on Naoshima
prior to the creation of “Go’o Shrine.” Given the proposal, Noh was
performed and dedicated to celebrate the completion of “Go’o
Shrine” on October 13, 2002. Yashima was performed on the stage
also designed by Sugimoto.

“Go’o Shrine” has been open to the public since November 2002
as a work of art. It has also been a shrine for the local community
where local residents come to pray for various ceremonies and
gather for festivals. Several residents say, “we must pass on the
shrine to future generations in a way suitable for the times, rather
than leave it to become deteriorated. By doing so, we can hand
down values to appreciate the landscapes that remain from ancient
times and our bonds to our homeland.” It is our deep wish that “Go’o
Shrine” continues to exist together with the local community for
many years to come.

Text: Shiho Nakaoka (Fukutake Foundation)

Cooperation: Masato Yoshimoto (Sculptor)

Ryoji Kasahara (President, Naoshima Cultural Village, Co., Ltd. as of
2022)
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With Hopes to Share the Enchantment of
Naoshima

In fall 2022, “Sugimoto Gagaku: Naoshima Mikagura” was presented
by the Go’o Shrine 20th Anniversary Project Executive Committee
to commemorate the 20th anniversary of the reconstruction
of Go’o Shrine. Serving as representative of the worshippers’
community of Go’o Shrine, Mr. Osamu Takada was one of the
participants who worked to organize the event. “The performance
of gagaku (Japanese court music and dance) was absolutely
fabulous, especially as | had never seen it performed on Naoshima
before. | had of course imagined the mikagura to be quite different
in scale and scope from those performed in the emperor’s court.
But | was deeply impressed to see it happen in Gozen-san (Go’o
Shrine) itself and performed on the stage built in the shrine in such
a solemn atmosphere and environment.”

Born and raised in Honmura, Naoshima until graduating from
junior-high school, Takada spent many years afterwards living in
Takamatsu and Tokyo before returning to Naoshima around 2006.
He noticed changes of his homeland when he visited from time
to time, but the reconstruction of Go’o Shrine was a big surprise
after being away for four decades. “The main building (honden) of
Gozen-san used to be bigger and we could pray standing right in
front of the main building as we can at Hachiman Shrine. Naoshima
people used to do o-hyakudo mairi* here. You see a big pine tree
remaining at the entrance of the shrine, and an o-hyakudo stone*
remains at the foot of the tree. | feel a little sad that we can no
longer do that.”

Popularly called “Gozen-san” by local people, Go’o Shrine has been
beloved and continues to be worshipped by Honmura residents
since its construction in the Edo period. Takada embraces the
reconstruction commenting, “In a sense, from the viewpoint of
Naoshima residents, the artistic elements of Go’o Shrine have been
further emphasized.”

Since Benesse Art Site Naoshima started its activities in 1987, the
island of Naoshima has become increasingly recognized over the
years, accepting a great number of visitors from all over Japan
and overseas. “I think it is great that the enchantment of Naoshima
is known to people.” Takada hopes that visitors will learn not only
about art, but also about the indigenous lifestyles and memories of
the past that the island has accumulated.

*0-hyakudo mairi and o-hyakudo stone: An old custom to make a wish while praying 100
times, walking back and forth between o-hyakudo stone by the entrance and the worship
hall of a shrine or a temple.
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