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Foreword

The Tokyo Shibuya Koen-dori Gallery is proud to hold the exhibition,
“field © work Create in everyday life.”

This exhibition creates encounters with and introduces OKADA Mika, SAWADA
Takashi, SHIMIZU Masanao, NISATO Chikara, and HEBIME, five artists who have
continued to create with their own unique techniques, and the photographer,
SAITO Harumichi.

OKADA Mika, who depicts scenes of somewhat idealistic lifestyles with needle
and thread and other everyday materials.

SAWADA Takashi, who, in collaboration with the welfare facility staff, created
scenes that are filled with a sense of tension.

SHIMIZU Masanao, who for many years, has enjoyed every day expressing him-
self through poetry and sculpture.

NISATO Chikara, who has broken free of established processes to create
threads and balls of threads with his own rules.

HEBIME, who pursues his own style of painting, creating pictures by chiseling
out shapes from multiple layers of hardened paint.

Photographer SAITO Harumichi traveled to the everyday spaces of these five
creators and captured snapshots of their lives and creative environments (field)
from one perspective. SAITO is a photographer who captures in a delicate way
and with a direct gaze the figures of people of diverse backgrounds and the
subtleties of their minds and hearts. He worked on the photographs for this ex-
hibition from last year and into this year.

It is our hope that, as you journey back and forth between the places where the
works are created (the “field”) and the creations themselves (the “work”), this
exhibition will be much more than a place to simply appreciate the works, that
it will give you an opportunity to meet other new people through the medium
of art appreciation and, beyond that, to spread the wings of your imagination
toward new ways of interpreting the works.

Finally, we would like to express our sincere appreciation to the artists who en-
trusted us with their precious works and to everyone who extended their advice
and cooperation to help make this exhibition a reality.

June 2020

Tokyo Shibuya Koen-dori Gallery,

Museum of Contemporary Art Tokyo,

Tokyo Metropolitan Foundation for History and Culture
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Moving between Field and WorR

Curator, Tokyo Shibuya Koen-dori Gallery OUCHI Kaoru

Fieldwork is the act of exploring the world by going to a place and observing
an object of interest with one’s five senses running at full capacity. It is also an
approach that tries to accept what is before one's eyes as it is, without apply-
ing what have been the “normal” values up to now. In “field © work Create in
everyday life,” we thought that the method and conception of fieldwork were
hints that would provide an important viewpoint for individually exploring
works created in various fields in the real world.

In the creative activities of creators who do not have a specialized education in
art, there is a craftsmanship that does not necessarily require the presupposi-
tion of “Art.” Questions about each creation, such as why this work exists here
and what it means to the creator, overflow, unable to fit within the existing lan-
guage of “Art.” At that time, | am curious to take a fresh look at the field where
these creations were made. | am sure that in doing so the media called “works”
will emerge with rich and multi-faceted meanings.

The artists who participated in this exhibition, OKADA Mika, SHIMIZU Masanao,
SAWADA Takashi, NISATO Chikara, and HEBIME, are creators who have contin-
ued to express their art through painting and sculping in their own way, in their
respective fields of creation, which are difficult to separate from their everyday
living spaces.

OKADA Mika's work has fascinated “women.” When | talked with her support-
ers, | found that it has been people who were charmed by and sympathized
with OKADA's works who have supported her production at a grassroots level,
and many of them happen to be women. They have donated the thread, fabric,
and various materials needed for her productions. People whose feelings have
been soothed by OKADA's works, which show great care for each item drawn—
the dishes and sweets on a table, the tableware, and the room fabrics—have
supported the artist. How can we place a value on this?

The three-dimensional objects like life forms that could fit comfortably in the
palm of one’s hand, shaped by the totally blind SHIMIZU Masanao, who is over
80 years old, are all the more unique for their combination with poetry. After
completing the form, SHIMIZU begins to think up the words, as if to ascertain the
meaning of this form full of unforced spontaneity. SHIMIZU is anonymous as a cre-
ator. But how can we talk about the richness of such creative activities in daily life?
Take a look at SAWADA Takashi's 10 years’ worth of production. In his studio,
once a week he would knock over containers, running paints over a support
medium, on the surface of which colors would pile up. His works drawn on
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large-sized paper, which are shown in this exhibition, are characterized by
strokes that are so unconstrained and vigorous that the paints run out of the
picture. It is a creative act that began when only one color and the brilliance of
paint changed the consciousness of SAWADA and those around him.

When you look at the thread balls and studies in embroidery created by NISA-
TO Chikara, his exactitude and intimacy with the material comes across. | im-
agine it must be a craftsmanship of feeling the rhythm of the fabric and thread
and sticking closely to that. Is it possible to see here the “conversation with
things*” that Claude LEVI-STRAUSS pointed out in The Savage Mind?
HEBIME's ongoing “Lab Work”, in which he carves hardened layers of acrylic
paint, uses craft techniques. HEBIME says that the day-to-day production of
works has become a routine task with a therapeutic aspect that stabilizes his
own feelings. The “Lab Work” series, which gives off psychedelic colors, is
explained as “laboratorial” painting, but, surprisingly, it is also interesting to in-
vestigate its dimension and meaning of “labor.”

In this exhibition, photographer SAITO Harumichi played a role exploring the
fields of the above five creators from a different perspective than that of the ex-
hibition curator. Fieldwork in this exhibition is not a study from the professional
point of view of cultural anthropology; we wanted to create room for imagina-
tion on the receiving side with the fragmentary media of photography.

We entrusted the fieldwork to SAITO Harumichi because we thought that the
soft light that SAITO captures as well as his direct approach to and poetic in-
terpretation of subjects were exactly what this project needed. It was expected
that new interpretations and questions would be created by accepting what
is before one’s eyes, rather than taking the “normal” point of view. In doing
fieldwork in the places where the creators live and that they exploit, SAITO Ha-
rumichi witnessed, captured, and vividly brought to the exhibition venue not
only an appearance of the creators but also the layers, atmosphere, light, and
people of the fields where their works were created.

An additional note
The exhibition was originally scheduled to be held from April 25 to July 5, 2020, but after the museum
closed due to the spread of COVID-19, the exhibition dates were changed to June 2 to August 23, 2020.
All events during the exhibition period were cancelled. Although the following events, to which guests had
been invited and that were supposed to occupy an important position in addition to the exhibition as an
attempt to do fieldwork on the works, could not take place, | would like put them down here with hopes for
the future:
- Artist Talk
Guests: SHIMIZU Masanao, HEBIME, ITAGAKI Takashi (Lumbini Art Museum)
- Special Talk “Opening up the World with Field Work”
Guests: SAITO Harumichi, TSUZUKI Kyoichi (Photographer / Editor)
- Panel Sessions “Talking about the Creators’ Field and Work”
Vol.1 OKADA Mika & Her Embroidered Pictures
Guests: MURATA Masako (OKADA Mika Support Group), YAMASAKI Akiko (Nara Women's University)
Vol.2 SAWADA Takashi & His Collaborative Paintings
Guests: SHINKAWA Shuhei (Katayma Studio), OKAHARA Masayuki (Keio University)

*Claude LEVI-STRAUSS, The Savage Mind (French: La Pensée sauvage), Translated by OHASHI Yasuo, Misuzu Shobo,
Ltd., 1976, p. 27.
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Explanatory Notes:
- Plate caption data on each page is given in Japanese and English in order of
Catalogue Number, Artist Name, Title, Date, Media and Collection.
- List of works data (pp. 56-57) is given in order of Catalogue Number, Artist Name,
Title, Date, Media, Size (cm) and Collection.
- Copyrights and photo credits are listed below.
- The field notes of the individual artists have been compiled from interviews with the
artists themselves and the people associated with them, conducted by Tokyo Shibuya Koen-dori Gallery staff.

[AE=54+ /BEEILY vk Copyrights/ Photo Credits]
OSAITO HARUMICHI (pp. 13-14, 21-22, 27-28, 37-38, 43-44)
©OKADA Mika (pp. 15-16)

©Katayama Studio (pp. 23-24)

OHEBIME (pp. 29-30)

©SHIMIZU Masanao (pp. 39-40)

ONISATO Chikara (pp. 45-46)

BHIRF Photographer
&R, KAKISHIMA Tatsuro (pp. 18-19, 23-24, 29-30, 32-35, 39-40, 45-46, 48-49)

SHEM Courtesy
[AAEE%ES  OKADA Mika Support Group (pp. 15-16)
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From photography session in OKADA Mika's studio /
Chromogenic print / Collection of the artist
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She said that she doesn't like being photographed, but she had a really overflowing pres-
ence, and all of the portraits came out wonderful. The swaying light in a garden filled with
sunlight filtering through the trees seemed to overlap with the glittering threads of her em-
broidery. The summer light, the brilliance of the embroidery, and the presence of her older
brother and the people supporting her all had equal value. It was the same feeling as with
Ms. OKADA's work, in which the picture comes into view as the threads that she patiently
inserts into the cloth one by one come together. [SAITO Harumichi]
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2 MEEE/METIZA /2000F / BICRIE. X E-X/ ERE
OKADA Mika / Rice with Matsutake Mushroom / Embroidery on cloth, pen, beads / Collection of the artist

5 FHEE/HBE/1998%F / HICRIFR. X v=Fa7. E-X/ERE
OKADA Mika / Plum Liqueur / Embroidery on cloth, pen, manicure, beads / Collection of the artist



3 MEAEE/ N—TDRE/199%F / HICRIR. X v=F27, E—X /ERE
OKADA Mika / Herb Garden / Embroidery on cloth, pen, manicure, beads / Collection of the artist
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OKADA Mika creates unique “paintings” by adding color with acrylic paints,
nail polish, and other materials to scenes that she has embroidered with thread,
fabric, and beads. OKADA fell in love with making things as a small child when
she found communicating with language difficult, becoming fond of dyeing
and embroidery in her early teens. Her mother recalled that, when OKADA was
in her early twenties, there was an art book that she loved to look at, so her
mother suggested that she try to replicate some of the paintings in the book.
OKADA jumped on the suggestion and quickly reproduced the paintings us-
ing embroidery. It was this experience that started OKADA on her journey of
creating embroidered pictures. Frequently visited themes in OKADA's work are
quiet scenes of everyday life, such as dinner tables laden with elaborate dishes
and desserts and landscapes viewed from a window, like scenes from a mov-
ie. She has held numerous solo exhibitions since the 1990s, which have been
very well received, including being featured in the magazine, Kurashi no techo
(October 1997 and November 1997 editions). Fans flock to her solo exhibitions
held in various locations around the country. A remarkable aspect of the back-
ground behind OKADA's creative activities is the emergence of people who
want to support her, from assistance with embroidery supplies to managing
her career. A team of dozen or so volunteers currently assist with managing her
works and putting on her exhibitions.

Interviewees: People of OKADA Mika Support Group and OKADA Takeshi
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SAITO Harumichi /

From photography session in SAWADA Takashi's studio /
Chromogenic print / Collection of the artist
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At “Katayama Kobo” studio in Kobe City, Hyogo Prefecture, where Mr. SAWADA was a
member, the staff reproduced for me how his productions were composed. | learned with
awe that his works were created with the help of many people, after unending hours dur-
ing which it seemed as if time were melting gently away. Since Mr. SAWADA himself has
passed away, | was stumped about [how to take] his portrait. In the end, | had a photo of
him, taken by a staff member, that most evoked Mr. SAWADA, and | photographed it on his
work. | am sharply reminded that a photograph is the fruit of a relationship. And so, | think
that it turned out to be the portrait that it is because it is a photograph of Mr. SAWADA
that | would never be able to take myself. [SAITO Harumichi]
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10 2HMER / E|E /20078 / B8 #/FILTE
SAWADA Takashi / Untitled / Paint on paper / Katayama Studio



SAWADA Takashi / Untitled / Paint on paper / Katayama Studio
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Field notes
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SAWADA Takashi painted in collaboration with studio staff for ten years from
2003 at Katayama Studio, a welfare establishment in Nagata-ku, Kobe. When
the movement for independence of persons with disabilities swirled around Ja-
pan in the 1960s-70s, SAWADA became a leading figure in the movement in his
home region of Osaka-Kobe. It was at Katayama Studio’s former incarnation that
he first met the current director of Katayama Studio, SHINKAWA Shuhei. At one
stage, people at the workshop started to talk about wanting to write for them-
selves. SHINKAWA gave renewed thought to what SAWADA would be able to
do with the few movements of his body that he was able to control himself. He
experimented by filling a paper cup with paints and had SAWADA kick it over.
When SAWADA used a snap of his right ankle to give the cup a slight kick, red
paint flowed out over the canvas and shone. SHINKAWA remembers the expe-
rience of that moment clearly even today. This experiment was the beginning
of the collaboration in the creation of paintings between SAWADA Takashi and
SHINKAWA Shuhei. SAWADA would choose the colors and kick the containers
holding the paint. He would then use his voice and body movements to indi-
cate the direction, angle, and extent he wants the paint to flow. SHINKAWA
would pick up on those instructions and move the support holding the canvas
accordingly. The tension of those hours of creation are condensed into the
many paintings that SAWADA has left the world.

Interviewee: SHINKAWA Shuhei (Katayama Studio)
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27 SAITO Harumichi / From photography session in HEBIME's studio / Chromogenic print / Collection of the artist
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Well, there were more animals than | could photograph! And paints overlapping layer upon
layer! Every time he dug out a piece with his carving knife, | was fascinated by the colorful
cross-section that would appear as the fragments curled out. Even the fragments were
beautiful, and | was able to receive one. The hand movement when taking care of animals,
the hand movement when carving with a knife, the hand movement when communicating
by writing, the hand movement when mixing paints with a brush, the hand movement when
drinking juice... Whether conscious or not, many people’s hand movements have different

rhythms for each action. However, HEBIME's hand movements repeated the same rhythm
no matter what he was doing. It made me feel that he is a true craftsman. [SAITO Harumichi]
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23 8EH / Lab work / 20194 / R&/SHJL. 7YV / ERE
HEBIME / Lab work / Acrylic on wood panel / Collection of the artist

20 %28 / Lab work / 20174 / K&/ RV, 72 )V [ ERE
HEBIME / Lab work / Acrylic on wood panel / Collection of the artist



22 828 / Lab work / 20194 / RE/A 2. 7OV / ERE
HEBIME / Lab work / Acrylic on wood panel / Collection of the artist
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Field notes
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HEBIME's interest in surrealistic painting began through his middle school art
teacher, who enjoyed the paintings that HEBIME made. School life did not suit
the young artist, so he quit senior high school and spent the years from the age
of 17 to around 20 entirely on input, devouring everything from novels, manga,
and movies to rakugo (traditional Japanese comic storytelling) and classical
music. He recalls that, one day, he suddenly felt the urge to express himself, so
bought himself a set of watercolor paints.

In his early twenties, he visited a Van Gogh exhibition at a nearby art museum
and was deeply moved by the colors in the paintings. After that, he created
many drawings using water-based pens, and from his late twenties, he began
using his current technique of painting multiple layers of acrylic paint and using
a chisel to carve out shapes from the hardened paint layers. He says that it is the
“activity” of his creative process that sustains him. Once he has decided on the
pattern he wants to carve out, he will apply the paint layers to the canvas four
times every day without fail. After a month of repeating this process, he starts
carving and the work is created.

Interviewee: HEBIME
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28 TEHRISIE / EXBEDT MY TIZT /20204 /
FERGHNNE / ERER

SAITO Harumichi /

From photography session in SHIMIZU Masanao’s studio /
Chromogenic print / Collection of the artist
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His answer to a preliminary question of mine was memorable for the many rich words used,
with a scale such as “the universe,” “in the brain,” and “The Sickness Unto Death.” There is
a universe at the tips of the braille he feels, an abyss spreading out at Mr. SHIMIZU's finger-
tips. | was conscious of the structure of familiar things and boundless limits. Mr. SHIMIZU
also spoke full of curiosity about me as a deaf person, saying, “That's interesting,” or “That’s
nice. It's a good camera sound.” In Mr. SHIMIZU's overall attitude, including a workshop at
an elementary school, | felt a sense of trust in the fundamental potential of human beings.
[SAITO Harumichi]
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14 EKBUE / a0 / 20185 / ¥t 55/ 1ERE
SHIMIZU Masanao / Spirit of Zen / Clay, poem / Collection of the artist
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15 BKBE / Bohm<bIiEL /201845 / L. &/ ERE
SHIMIZU Masanao / Quiet Bill / Clay, poem / Collection of the artist
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SHIMIZU Masanao lost his eyesight in the early years of elementary school. As
a youth, he learned to appreciate works of literature and philosophy printed
in Braille. One book that he read so many times that it fell apart was KIER-
KEGAARD’s The Sickness Unto Death. When he finished school, he went to
work in the family business and at the same time, he started his own business,
using cassette tape recordings to communicate information to persons with
visual impairments. He has an active personality and has amassed a wide range
of hobbies and interests, from running a full marathon to theater and music
appreciation and writing poetry, making friends along the way as he enjoys
expressing himself and creating in his day-to-day life. In his sixties, he took part
in a clay sculpture workshop for persons with visual impairments, where he met
the artist, NISHIMURA Yohei. This further expanded SHIMIZU's range of free
expression. To help with his improvisational sculptural forms, he also loves to
create poetry that is just as improvisational. That is SHIMIZU's style.

Interviewee: SHIMIZU Masanao
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SAITO Harumichi / From photography
session in NISATO Chikara’s studio /

Chromogenic print / Collection of the artist
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It was really nice the way Mr. NISATO concentrated on making balls by plugging patient-
ly away at tying threads together, not caring at all about me taking pictures. Right next
to him, other users were weaving. They too were working at an industrious tempo, and
other people also were working away with patient industry... creating works with a steady
rhythm. It was interesting to see that Mr. NISATO makes his works in a space where many
people are grinding away at making things. For example, like the illustration on the shirt he
is wearing and Mr. NISATO himself, the first impression looks completely different, and yet

something feels similar. | felt that | was surrounded by such things. Oh, | just realized that is
exactly the feeling of Mr. NISATO’s works themselves. [SAITO Harumichi]
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16 MBS/ ERE/ 2012~20165E / 3% / 1FER
NISATO Chikara / Untitled / Cotton thread / Collection of the artist

17 (885 (Detail)] MBH /R / 20075 / HITHRATRIGE / FER
NISATO Chikara / Untitled / Embroidery with cotton thread on fablic / Collection of the artist



18 B S / B/ BIEFEARF / BICHRTRIGR / EER
NISATO Chikara / Untitled / Date unknown / Embroidery with cotton thread on fablic / Collection of the artist
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NISATO Chikara works in Atelier Mayu-ra, which is attached to Lumbini Art Mu-
seum in Hanamaki, Iwate Prefecture, where he creates what he calls “ltokko.”
There used to be weaving and sashiko embroidery groups at Atelier Mayu-ra.
An early participant in those groups, NISATO has worked closely with thread
and fabric for close to twenty years. The unique Itokko that NISATO creates are
handcrafted by cutting up threads into small pieces, tying them back together,
and rolling them into balls. It all started when during his one-time job winding
thread, the thread he was winding became entangled, so he cut it, untangled it,
and tied it back together. Today, his creative work has transformed from the act
of winding thread to the act of cutting it. According to Lumbini Art Museum’s
Art Director, ITAGAKI Takashi, NISATO sometimes gives his ltokko, which can
take 3-4 months, away to other people, but it is ITAGAKI's belief that NISATO
really creates them for his own sake.

Interviewee: ITAGAKI Takashi (Lumbini Art Museum)
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A New World Opened Up by
FieldworR

TSUZUKI Kyoichi

Through fieldwork, writer and editor TSUZUKI Kyoichi has captured and
shown to the world the diversity of people’s activity and culture. He was also
an introducer of art brut in the late 1980s. Here, he talked to us about the
appeal of fieldwork and his interest in art brut, which were the scheduled
topics for the Special Talk “Opening up the World with Field Work,” a
related event that had been planned for the field © work exhibition.

The joy of seeing the interesting things that exist outside of museums

In Japan, the field of art brut or outsider art was uncovered early on. On the
other hand, however, there is the strange situation that there are no places
where you can see art brut permanently exhibited nor, for that matter, are there
any public facilities where you can experience it.

Also, in Japan, the introduction of artists making art brut and outsider art tended
more toward people with disabilities. | think that's a good thing, but then again
there are still a lot people who are excluded from art brut. My impression is that
only a very small part of it sees the light of day. | think we need to uncover more.

| think it would be nice if there were more and more opportunities for people
to see the interesting and exciting things that exist outside of museums.

As important as getting to know new artists and works is the opportunity to
see through different eyes things that are not considered beautiful from a com-
monsense viewpoint, such as if someone around you—in your neighborhood,
for example—is making strange things in his or her yard and you are curious
about that. | think this is important. Of course, it is good to learn about art brut
and outsider art for cultural refinement, the same as fine art up to now, but |
also feel that there is something else that is just as important as knowing it for
the sake of being cultured.

For example, if you thought at a museum, “This artist or work is interesting,”
and if you looked around because you wanted to know a little more and found
that you could see something in a tiny gallery at the entrance of a welfare facili-
ty, you would go, wouldn’t you? Such places have a real sense of locality.

That's why art brut and outsider art do not end just with an exhibition; rather, |
hope they will be an opportunity for you to step out into things that you didn't
normally get into, things you didn't try to see—stuff like that.



Making art—that far-away entity—closer

Mr. SAITO also wrote about this in an interview, but it is important for me as an
editor to know that a person is very interesting, the feeling of the place where
he/she lives, and how others support them. To be there, even if we can't have a
conversation, watching from a spot where my presence doesn’t cause too much
pressure, that alone is really good for me.

In this way, | can enjoy the feeling of sharing the same place, and | can learn
things like, “So this is the kind of place where the artist makes his/her art, sur-
rounded by these kinds of people.”

At an ordinary museum, you see a work and think, “That’s nice,” and then it's
over, right? Different from that, the fact that many things come out after seeing
a work might, | think, be one of the characteristics of art brut.

The main purpose of a general exhibition is to look. For example, when you
see an exhibition of conceptual art, you don't think to yourself, “Well, now |
want to make something myself.” It's like the “Huh?” when you see a work of
M.DUCHAMP or something in that vein. Rather than that kind of appreciation,
how much a work motivates people is what is interesting to me.

There are people like Mr. NISATO who patiently tie threads together, wind-
ing them round and round. Then, there are people who see that and think, “I
might be able to do something, too.” Even Ms. OKADA's embroidery has a
charm reminiscent of what the Japanese call “Okan (Mama) art,” the art done
by middle-aged and older housewives. You might think, “That’s like the things
my grandma makes and lines up on the piano.” However, | think that the sense
of reality comes out when art is connected in this way with the actual world
around us. It's not just about appreciation and studying. | think that's some-
thing that's overwhelmingly lacking in fine art today.

It's not a matter of which is good or bad, but what I'm interested in are the
things that move people. It could be that making art, which was thought to
exist in some far-off place, closer, is something that only the art called outsider
can do.

What is inside and what is outside?

Thus, is what is called inside art inside for people in the “art industry,” and
outsider for the general public? One could feel so, right? It's overblown to ask
if outsider art or art brut posed a problem, but it became a good opportunity
that had poked the issue. After all, until then, things had come to an end with
“the small amount of fine art, vs. everything else.”

Fine art still brings to mind the stereotype that, “To become an artist, you must
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first go to art school.”

In other genres, if you think, “l want to do music. Studying at school is boring,
but when I'm listening to music, | feel alive.” you would just buy a guitar and
practice. | don't think you would aim for music school all of a sudden. If you
want to write novels, all you need to do is buy manuscript paper; | don't think
you would aim for a university Faculty of Letters. In the same way, if you want to
do art, why not buy some paints and get painting? That's what HEBIME at least
is doing.

There are people in the world who can’t study but they are happy only when
drawing manga in their notebooks. When such a person is told that if he/she’s
going to pursue higher education, art school is the only place he/she can go,
he/she’ll start going to a prep school for art college. And then if he/she final-
ly gets into an art college, he/she thinks that now he/she can draw like he/
she wants to. But hold on! He/she's told, “Explain your concept!” And he/she
thinks, “I chose art school because I'm a poor talker and thought | would be
able to just draw in silence.”

It's strange to say that art too is made authoritative, but it's built into the sys-
tem, isn't it? Therefore, even if the authorities say, “This is outside,” ordinary
people aren’t happy. After all, it may be called outside, but there are simply a
lot of people who do embroidery. Such people might not be able to attract
much foot traffic to a museum, but when they hold an exhibition at a depart-
ment store, it is crowded with visitors. Well then, | think it is fair to ask: Which
one is making people happy?

| often wonder what it is about modern times that a gap has opened up be-
tween academism and ordinary people. And so, wouldn't it be nice if art brut
could bridge that gap?

TSUZUKI Kyoichi

Born in Tokyo in 1956. Writer, editor and photographer. Started writing while at university.
He has worked as a magazine editor, including for POPEYE and BRUTUS. In 1989, he intro-
duced “outsider art” in the art anthology Art Random. In 1998, he was given the 23rd Kimu-
ra lhei Award for ROADSIDE JAPAN: A Journey to Bizarre Japan (Chikumashobo). He has
distributed the membership-based e-mail magazine “ROADSIDERS’ Weekly” (www.road-
siders.com) since 2012. He has written numerous books including TOKYO STYLE (Chikuma
Bunko) and Hip-Hop Poets (Shinchosha). He continues to do fieldwork and communicate
from his own perspective across a wide range of fields, from urban outsides to folklore,
fashion, and contemporary art.
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[HE%EE OKADA Mika

H#& White Night

1996 / WmICHIFE, N>, v=Fa7, =X
Embroidery on cloth, pen, manicure, beads /
20 % 28.5

#ERE Collection of the artist

fE%EE OKADA Mika

MEIIEA  Rice with Matsutake Mushroom
2000 / flcHlfR. N>, E=X

Embroidery on cloth, pen, beads /22 x 30.5
1#ERE Collection of the artist

HEZEE OKADA Mika

N—7DEE Herb Garden

1996 / WmICHIFE, N>, v=Fa7, £-X
Embroidery on cloth, pen, manicure, beads /
24.5 % 28.5

K& Collection of the artist

fHE%EE OKADA Mika
BBEONIVRT—F

Special Pound Cake

1997 / mICHIFE,. N>, v=Fa7, £-X
Embroidery on cloth, pen, manicure, beads /
23.5% 29

fBAE Private collection

fEEE OKADA Mika

¥ Plum Liqueur

1998 / FlRIfE. X, v=Fa7, £—X
Embroidery on cloth, pen, manicure, beads /
24.7 x 31.5

fERE  Collection of the artist

fAE%E OKADA Mika

#DTFT14——+E— Cat Tea Cozy

1997 / FICRIE. X>. oYL, v=FaT7
E—X Embroidery on cloth, pen, acrylic,
manicure, beads / 28.5 X 37

#ERE Collection of the artist

[AE%E OKADA Mika

| Untitled

FIEEAE¥ / Date unknown / T ic R
Embroidery on cloth / 26.5 x 35.5
#ERE Collection of the artist
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15

JEMHER SAWADA Takashi

fBRE  Untitled

2006 / 2%, # Paint on paper/ 109.1 X 78.8
AILTE Katayama Studio

EHET SAWADA Takashi

¥ Untitled

2010/ 2%, #& Paint on paper/109.1 x 78.8
FILTE Katayama Studio

JEMHES SAWADA Takashi

#&RE  Untitled

2007 / 2%, # Paint on paper /104 X 72.7
FIWIE Katayama Studio

EHMET SAWADA Takashi

#EE  Untitled

2006 / 2%, #& Paint on paper/102.8 X 72.8
RIWIE Katayama Studio

JEMHETR SAWADA Takashi

#&RE  Untitled

2005/ 2%, # Paint on paper/103.2x72.8
RIWIE Katayama Studio

JEMHMET SAWADA Takashi

| Untitled

2006 / 28, # Paint on paper/109.1 x 78.8
FILTE Katayama Studio

EKEE SHIMIZU Masanao

#aly  Spirit of Zen

2018/ ¥+, & Clay, poem/13.5%17%x7.5
ERE  Collection of the artist

EKEE  SHIMIZU Masanao
FEXHECLIEL  Quiet Bill

2018/ #it. & Clay, poem /11 x11x9
1#ERE Collection of the artist
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23

EAH NISATO Chikara

#ERE  Untitled

20125 ~2016%tE /

#8% Cotton thread / E#% (diameter)7~10
& " Collection of the artist

2 AH NISATO Chikara

| Untitled

2007 / BICH A TRIER

Embroidery with cotton thread on fablic /
46 x 45

& " Collection of the artist

25 NISATO Chikara

B Untitled

FIEERE¥ Date unknown / IR T
F## Embroidery with cotton thread on
fablic /57 x 31

& & Collection of the artist

%8 HEBIME

Lab work

2017 / RENFRIV. POV

Acrylic on wood panel /72.7 X 72.7 X 3.5
ERE Collection of the artist

%28 HEBIME

Lab work

2017 / RENRIL, 7UYIL

Acrylic on wood panel /72.7 X 60.6 X 3.5
R Collection of the artist

%8 HEBIME

Lab work

2018 / RE/FIL, FHYIV

Acrylic on wood panel /72.7 X 72.7 X 3.5
1#ERE Collection of the artist

%8 HEBIME

Lab work

2019 / K&V, TOYIL

Acrylic on wood panel /72.7 X 72.7 x 3.5
1#ERE Collection of the artist

%28 HEBIME

Lab work

2019 / RENRIL, 7o)V

Acrylic on wood panel /72.7 X 72.7 X 3.5
ERE Collection of the artist

24 #EB HEBIME
Lab work
2019 / RE/SRIL, TOYIL
Acrylic on wood panel /72.7 X 72.7 X 3.5
ERE Collection of the artist

25 ZEMEBZE  SAITO Harumichi
fEEEDOT M TICT
From photography session
in OKADA Mika'’s studio
2020 / HBBRESENE
Chromogenic print / ATZ%
Variable (set of 21)
R Collection of the artist

26 ZEEEBZE  SAITO Harumichi
ERERO7 M) IICT
From photography session in
SAWADA Takashi's studio
2020 / #@IB& S ENE
Chromogenic print / ATZ%
Variable (set of 22)
1#ERE Collection of the artist

27 ZEEEBZE  SAITO Harumichi
BEDT7IIICT
From photography session
in HEBIME's studio
2020 / HBEREHS XA
Chromogenic print / ATZ
Variable (set of 22)
ERE Collection of the artist

28 ZEMEBZE  SAITO Harumichi
BKBEDT7 M) TIZT
From photography session
in SHIMIZU Masanao's studio
2020 / F#BIREHXENE
Chromogenic print / B &
Variable (set of 21)
ER& Collection of the artist

29 EiEB3E SAITO Harumichi
BEADTIITICT
From photography session
in NISATO Chikara's studio
2020 / FERBHXENE
Chromogenic print / AIZ&
Variable (set of 19)
1#ERE Collection of the artist
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