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Tokyo Shibuya Koen-dori Gallery is pleased
to present Gesture of Lines.

This exhibition features Japanese artists along
with artists of California’s Creative Growth Art
Center (CGAC), which has served American
artists with disabilities and fostered numerous
outstanding artists since its founding in 1974.
Aline at times divides a plane and at times
connects distant things. Having two contrary
functions, lines transform themselves endlessly
in a space, create shapes, and sometimes
express things having no shape.

In works of Art Brut, lines are often viewed as
a spontaneous or coincidental departure from
plan or intention. Yet, the lines are strongly
tied to the artist’s irrepressible impulses and
emotional attachments, and the pleasure
afforded by the physical movement they
involve. Therefore, when the artist’s physical
and emotional being fills the lines, gesture is
manifest. This exhibition examines gesture of
lines in the work of ten artists.

We are grateful to the artists for generously
allowing us to display their invaluable works

in this exhibition. We also thank everyone

who contributed advice and cooperation

toward its realization.

Tokyo Shibuya Koen—dori Gallery,

Museum of Contemporary Art Tokyo,
Tokyo Metropolitan Foundation for History and Culture

April 2022
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HE exhibition Gesture of Lines looks at “line”, the most basic and familiar expres-
T sive element, and examines the lines of ten Art Brut artists.

A line can be drawn with wonderful ease if you simply have a pen or pencil. Even
without such an implement, you can draw an invisible line in space by moving your finger.
“Every thing is a parliament of lines”, observes anthropologist Tim INGOLD," and truly, all
behavior of people and things is connected by lines. In humanity’s long history, countless
lines have been written, drawn, inscribed, and woven. The world has been grasped and un-
derstood by means of lines. Students of art, in particular, begin learning by drawing forms
using lines. Then, in sketches and drawings, they rely on lines to express the elements of
the form their finished work will take (the work’s inspiration, concept, and details and
overall composition) and things they feel inside that evade form. Being the most familiar
element of expression, lines subconsciously express the drawer’s gesture of body and mind.
This is true even if a degree of control is exerted over the line, whether by intent or method.
Line, we can say, is an expressive medium that frankly reveals the drawer’s personality.

Art Brut artists are often self-taught with no formal art training. Hence, there is a strong
tendency to view their creations as spontaneous or a product of coincidence, lacking a con-
ception or plan. As a result, particularly in Japan, a verbal distinction is made and invisible
line drawn between Art Brut and mainstream art. The artists themselves rarely can explain
their theme or concept clearly in words, so perceptions of Art Brut works as unpremeditated
are perhaps hard to avoid. Yet, if showing scant evidence of a solid concept or plan, conscious
strategy, or calculated process, Art Brut overflows naturally with the artist’s irrepressible

impulses, unrestrainable affection, blind attachment, and inescapable obsessions. Because
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(Curator, Tokyo Shibuya Koen—-dori Gallery)
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a line so readily reflects the drawer’s personality, the line made by Art Brut artists vividly
expresses what is hard to verbalize, even more so than the line of other artists. Line, in other
words, is the element revealing the strength of Art Brut most powerfully. That line’s strength
has capability to dispel the boundary line drawn between Art Brut and other art.

On this footing, this exhibition examines the Art Brut “line” in wide-ranging artworks,
not only in line drawings and paintings, as will be most familiar to viewers, but also in sculp-
tural works employing wire, wood sculpture, and fiber art using thread, cloth, and other
textile materials.

Another aim of this exhibition is to show works by Japanese and American Art Brut
artists in the same space. With Art Brut’s rise in Japan since the mid-2000s, American
artists have also been closely examined in this country, as demonstrated by two large-scale
Henry DARGER retrospectives.” Nevertheless, a collaborative project with the Collection
de I'Art Brut (Lausanne, Switzerland) sparked nationwide interest in Art Brut,’ and for the
most part, European artists have been invited from abroad these some 20 years.! Consider-
ing this state of affairs, we thought it important this time to turn our attention to the USA,
which has built its own history of self-taught art, including the development of a commer-
cial market, and to introduce the activities of American artists and organizations. To this
end, the exhibition features an equal number of American artists and Japanese artists, not
simply to show similarities and differences between the two nation’s artists but to enable
detailed, objective examination of the characteristics of each individual artist’s work. Such
examination is needed to allow a broader perspective on Japanese Art Brut, which is ex-
pected to expand its activities, hereafter, as a legacy of the Olympic and Paralympic Games
Tokyo 2020.

This time, we chose five artists from Creative Growth Art Center (CGAC) to show the
activities of a facility remarkable in the USA but also in the world. CGAC is a non-profit art
center in Oakland, California, founded in 1974 by artist Florence Ludins-KATZ and her

husband, psychologist Elias KATZ. CGAC has long worked to connect art and people with
disabilities, under the principle that art is fundamental to human expression and all people
are entitled to its tools of communication regardless of race, gender, disability, or educa-
tion. The studio is staffed with professionally trained artists and equipped to provide artis-
tic support for a wide array of media such as painting, sculpture, ceramics, printmaking,
textiles and other fiber art, photography, and digital media. After adding a gallery annex
in 1980, CGAC began actively promoting its artists, showing their artwork in exhibitions

and art fairs and placing their work in major collections, nationally and internationally.

In this way, CGAC has launched the careers of many outstanding artists.” Featured this

time are two CGAC artists representative of this success, Judith SCOTT and Dan MILLER,
along with Susan JANOW—who will be exhibited in Japan for the first time, Dwight
MACKINTOSH, and Tony PEDEMONTE.

Including the five Japanese artists exhibited—SAITO Yuichi, SAKAGAMI Chiyuki,
NISHIMURA Issei, HIGASHIONNA Tasuku, and MATSUURA Shigeru—a total ten artists
are displayed. In this writing, I will connect them using “line” in the order in which they
are exhibited.

Greeting visitors at the exhibition entrance are Sakagami Chiyuki’s dominantly blue
or light blue drawings. While differing in impression depending on her use of watercolor,
colored pencil, or oils, Sakagami’s works are accumulations of fine, short lines that steadily
multiply in number. Initially, she placed tiny white dots on the lines that functioned to di-
vide and impart varying rhythms to them, but in time, her rows of dots grew in density and
turned into lines. As can be seen in her posthumous work, On the Edge of the World (2017,
cat. no. 6), the figures shift in appearance between dots and lines under our gaze. Viewers,
as the exhibition begins, are compelled to wonder: What are lines?

With that query in mind, they move on to a Tony Pedemonte work (cat. no. 9), wrapped

in thread of the same blue as in Sakagami’s drawings. Pedemonte’s lines, which display ma-
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ny bright colors besides blue, are created using slender threads. Wound repeatedly in a reg-
ular manner, they form smooth, pliant layers of straight lines. Depending on Pedemonte’s
mood and the framework he employs in a piece, his overall form may obtain surprisingly
bold contours. Loose threads and the unruly ends of threads occasionally slip into the
bunches of straight lines to produce subtle, contrasting effects.

Displayed opposite Pedemonte’s objects are Susan Janow’s works formed of hand-
drawn grids with crosshatching. Working freehand, Janow draws straight, intersecting lines
repeatedly. Here and there, she leaves traces of her natural hand where lines run together,
run over, waver, or curve. The rivalry between her intended straight lines and characteristic
Janow lines, which tend to slightly run over, produces a unique gesture of line.

Moving onward from Pedemonte and Janow, we encounter Higashionna Tasuku’s lo-
comotives. The colorful wires, rendered wavy by slight natural movements of his hand,
convert their wavy bends to expression in the process of taking a form. Suspended in space,
his lines coincide in varying densities depending on angle of view to display entirely differ-
ent linear configurations. In response to the lighting, linear shadows also come into play, so
that the lines display contrasting values—light and dark, and expansion and contraction. A
multifaceted world of lines unfolds.

Leaving Higashionna’s works, visitors enter a wide space displaying Saito Yuichi and
Dan Miller, who use written characters as their motif. Saito selects a particular character
from a word and draws it repeatedly. Because his lines tend to gather and overlap in one
portion of the paper, they digress from his chosen character’s form and meaning and hover
in appearance between lines and a color field. Yet, even on becoming dark lines in a dense
mass, the artist’s gesture is not lost. Swirling chaotically with increasing intensity, the lines
fight with the margin, which continually transforms under their onslaught.

Miller draws letters taken from words, numbers, and images, repeating them in dense

layers formed of self-typed letters, masses of fine lines, and thick, dynamically colorful

lines. Like Saito, his lines are not bound to their original meaning, yet Miller does not form

a margin, preferring to fill his entire picture with lines. Miller’s pictures appear flat at a

glance, yet by drawing lines of varying character horizontally and layering lines vertically,

he creates an illusion of depth and invites viewers deep into his picture.

Turning around, after comparing Saito’s and Miller’s lines, viewers face Dwight
Mackintosh’s drawings. Mackintosh depicts vehicles, boys, and other motifs reflecting his
past experiences as if transparent using fine lines. The figures are often accompanied by
text that only he himself could read. His lines, whose dynamism expresses the energy and
rhythm of his hand moving in rapt absorption, entwine and occupy the entire picture.
Mackintosh clung tenaciously to his lines, to the degree of feeling anxious about them
disappearing, and never let go of them. His works display a gesture of lines that is uniquely
his, lasting and unerasable.

Awaiting viewers in sketchbooks displayed next to Mackintosh’s drawings are Nishimura
Issei’s lines. Using a brush or pen, Nishimura works passionately, day after day, producing
lines that he calls “a physical extension of myself”.° The lines flow without hesitation onto
the paper, as if it were a part of his body, instantly forming figures of people, his beloved
cats, and other such things. Even line drawings apparently expressing no particular subject
evoke the formless world he deeply senses within. The lines, moving confidently on the
paper, inscribe a firm record of his living each day.

Leaving the narrow space arrayed with Nishimura’s lines, viewers continue to the next
gallery where Matsuura Shigeru’s wood sculptures stand. Matsuura’s lines are born from a
saw and electric chisel, tools he manipulates with his left hand only. The saw-cut lines in
particular—originally cut as a guide for splitting the wood but which evolved into a decorate
element—are sharp-edged, yet they blend well with the warmth of his hand-applied paint
colors and the fiber fuzz on the surface, for a rich appearance on the wood.

Neighboring Matsuura’s works is the fiber art of Judith Scott, which concludes the exhi-
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bition. Hooking another thread to her wrapped threads, Scott arranges it, ties it, and clips off
the surplus. This she does repeatedly. Unlike the long, straight lines of Pedemonte’s fiber art,
Scott’s lines wind this way and that, entwining with other threads, much as if the artist were
stretching a net. The end result is a “cocoon” woven of all the varying lines she assembles.

The works by ten artists using dissimilar materials and tools are highly diverse, needless
to say. When bundled as “line” artworks, however, a rich and magnificent, if chaotic, world ap-
pears before us. On the other hand, if we compare them individually with “line” as a common
denominator, their differences grow clear. When comparing Saito with Miller, or Pedemonte
with Scott, for example, the more similarities we find, the more distinctly individual their ges-
ture of line appears in the small differences between them, such as how they overlay written
characters or wrap threads. For this reason, when displayed together in the same space, new
invisible lines are drawn between them, and the revelation of individual characteristics leads
to categorization of the artists and their works, and to further considerations.

As demonstrated by the varied works, lines connect distant points at times, and at oth-
ers, they divide a range or space. Transforming themselves, lines connect, divide, define
shapes and, on occasion, express things having no shape. This variability is also a charac-
teristic of lines.

After leaving the exhibition, you may begin discovering lines in everything you see.
You may even grow conscious of the invisible lines you yourself draw. Your experience of
lines, which are unfixed and variable while possessing simple, clear functions, might make
you aware of different classifications of Art Brut artists and artworks. Ultimately, you may
begin to question the boundary line dividing Art Brut from mainstream art. Then, if you
find yourself pondering the query posed by Sakagami’s art—What exactly is a line?—it will
be evidence that you have fallen captive to the gestures of the ten artists’ lines. | hope their
lines will open your eyes wide to the gesture of lines around you and cause you to wonder at

the meaning and expressive power that even a single line may possess.

Notes:
Tim INGOLD, Lines: A Brief History, Oxon-New York: Routledge, 2007, p. 5.
Held at Hara Museum of Contemporary Art in 2007 and at Laforet Museum Harajuku in 2011 (both in Tokyo).
Borderless Art Museum NO-MA (Omihachiman, Shiga) embarked on such collaborations in 2006.
Of particular note is Art Brut Japonais in Paris (2010-2011). Touring exhibitions held nationwide thereafter (2011-2014)

aroused strong interest in Art Brut in Japan. For more about NO-MA’s collaborations,

see Borderless Art Museum NO-MA, “About NO-MA” (https://www.no-ma.jp/english/about.html, accessed 6-20-2022).
Large-scale exhibitions include Anatomia Metamorphosis: Lubos Plny & Anna Zemédnkovi—Works from

the abed Collection (Hyogo Prefectural Museum of Art, ete., 2012) and

Adolf Willli: A Kingdom of 25,000 Pages (Hyogo Prefectural Museum of Art, etc., 2017).

For detailed discussion of CGAC’s activities see Tom DI MARIA, “Shifting Focus,

a Brief History of Disability Art in Global Contexts”, in Lisa SLOMINSKI, Nonconformers: A New History

of Self-Taught Artists, New Haven: Yale University Press, 2022, pp. 251-255.

NISHIMURA Issei, “About Drawing”,

The Sixth Solo Exhibition: Sixth Sense (Galerie Miyawaki, Kyoto, 2018), exhibition pamphlet.
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As a related event of this exhibition, an online
talk with Tom DI MARIA, Director Emeritus of
Creative Growth Art Center (CGAC), was recorded
and broadcast at a later date. Tom di Maria spoke
in detail concerning how CGAC came to be es-
tablished, its activities until today, and 5 artists’
approach to art production. Provided below are
excerpts from the talk in which Di Maria discusses
Dwight MACKINTOSH and Dan MILLER, and
Judith SCOTT and Tony PEDEMONTE, two pairs

of artists whose work shares similarities.
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@ Dwight MACKINTOSH
and Dan MILLER

SATO Mamiko (Sato)—  Since [ set the theme
of “lines”, Dwight MACKINTOSH and Dan
MILLER are the first two artists that come to
mind when thinking of this theme. And so, first

I’d like to talk in more detail about them. I believe

what they share in common is the use of lines, but

also letters. I'd like to hear from you about their
activities at CGAC, their productive methods, and
the characteristics of their motifs, including the

use of letters.

Tom DI MARIA (Di Maria)—  Yes. Well, to com-
pare Dwight Mackintosh and Dan Miller is inter-
esting because there are many similarities, but
differences. Dwight Mackintosh was very much a
part of the old era where people with disabilities
would immediately go to live in hospitals. So he
went to live in a hospital when he was 16 years
old. And Dwight Mackintosh, when he was going
into the hospital, he had an X-ray of his throat
because they had to do surgery on his tonsils. And

he saw that X-ray. And then he sat in the hospi-
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tal for about 60 years before being released and
coming to CGAC at age 72. So he’s the generation
of people with disabilities that were almost not al-
lowed to be a part of the world. And that X-ray
that he saw and thought about for around 60 years
influenced his work very much. So if you look at
the drawings of the bodies and the figures and all
the lines together, he’s essentially trying to draw
the X-ray that he saw of his own body when he
was young; how the bones in the fingers and the
hands come together and overlay.

So what we see in Dwight Mackintosh’s work is
the fact that he waited until the age of 72 before
he was allowed to be creative. That’s when he got
out of the hospital and came to us. So it speaks
to how urgently human beings want to be creative
and want to communicate. And I think if you look
at the lines in his work, you see how urgent it is for
him to tell his story, to draw his history, to remem-
ber his X-ray, to draw the things around him. Very
essential and very powerful, to see his expression.
And so his path to making art is not so different
than Dan Miller’s.

Dan is younger and as a boy he went to schools for
people with disabilities, so he was a little bit more
in the world. But Dan is autistic and doesn’t real-
ly use words to speak. So when he was a boy, his
mother would try to teach him to speak by spelling
the words with him. She hoped that he would try
to speak those words. And Dan never spoke those
words, but when he came to CGAC he started to
draw the words that she was teaching him. So he
was learning and wanting to speak, but in a differ-
ent way. And CGAC allowed him to find that way.
So what we see between these two men are essen-
tially people that have been asked not to speak to
us for their whole lives, but yet through the power

of art, they are now able to.

(Omitted)
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Sato—— The fact that Mackintosh was very in-
terested in X-rays is clearly evident in his work,
and while the human body is also depicted as trans-
parent, there are drawings that make you wonder
if that is how Mackintosh actually saw the world.
It is all the more compelling and convincing to
learn that it is based on an episode in his youth
when he experienced having surgery. Also, speak-
ing about Miller, I could understand that he was
being taught letters, or rather I could see motifs
resembling words, but after understanding their
background as words he learned from his mother,
I'see that they are not only words without meaning,

but words with a significance for him.

DiMaria—  Yes. And in the work of Dan Miller,
it’s important to note that early in his work, you
could see the letters and the words that he was
writing. And as his work advanced, it becomes
more and more abstract. So it changes. And that’s
important for me because sometimes I hear people
say that artists with disabilities don’t evolve or grow
in the same way that an academically trained artist
would. And I answer by saying, look at Dan Miller’s
work from his early drawings to his very large paint-
ings now that are completely abstract. And even the
works he makes in ceramics or works he makes on
the typewriter with the words that look very ab-

stract. So he is a very evolved and growing artist.

Sato— I strongly empathize with you. Some
people may have the impression that artists in
this genre are always depicting the same things,
or creating the same way, but if one looks closely
at the work of the artist, and sees its transition,
one realizes it does change. And, sure enough, it
is common to see that as the artist makes more
work, their drawing style, interests and other as-
pects develop, and these changes are often clearly

visible in the work. So I think it is very true that
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this development in Dan Miller’s work can be seen
in the four pieces selected for the exhibition, in-
cluding the work you mentioned involving the use
of a typewriter, and that we can understand the
differences and that he is growing, or that a transi-

tion in style is taking place.

@ Judith SCOTT
and Tony PEDEMONTE

Sato—— Id like to ask you about the next two
artists, Judith SCOTT and Tony PEDEMONTE,

who both make fiber art.
(Omitted)

Since both artists practice at CGAC and share the
same fiber art background, I imagine you are often
asked about their similarities and whether or not
they influence one another. Can you tell us about
this and their production activities at CGAC, or

the characteristics and differences in their work?

DiMaria—  Yes, this is such an interesting
question to compare Judith Scott with Tony
Pedemonte. Judith Scott, some people may know,
is probably the most well-known or famous CGAC
artist, and her work is in museum collections
around the world. And she had a very compelling
childhood, terrible, where she was separated from
her twin sister and lived in an institution. They
didn’t know she was deaf and she never acquired

language. And she came to CGAC very late in life,

traumatized about her life, and began to make the

work by picking up fiber sculptures and wrapping
objects. So Judith’s practice reflected the life of
someone that grew up in a hospital, in an insti-
tution. She would start to go around the studio
and take things, gather things and bury them and
protect them in fiber. And at night, she would be
very afraid they’d be stolen, so she’d hide them un-
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der her table. And she tried to build and possess
things. Her whole life, she never had anything. So
I think she wanted to own things and she wanted
to make them safe. And she wanted to hide them
because things in the hospital would be stolen.
And I think her practice as an artist comes from
her life experience.

So she continued making work for almost 20 years
until she died, and her work became quite respect-
ed and is in museum collections around the world.
And about a few years after that, Tony Pedemonte
comes to CGAC and starts to make work that looks
similar. And Tony had never seen Judith Scott’s
work or never knew her. And of course, it raised a
lot of questions for me. So at first I thought, how is
the work the same? How is it different? I was very
confused about understanding the differences or
the similarities between the two. And then | think
probably it was because the forms that they use
with the fiber sculpture are not so common. And
then it occurred to me that it’s not so different
from having two abstract painters. They're work-
ing in a style that is similar, but the work itself
is very different. So I started to think about that.
And if we look at their work, it’s really quite differ-
ent. Judith Scott’s work is actually almost concep-
tual. The way she’s hiding things and protecting
things and bundling things and trying to build a

kind of cocoon or a sort of safety net around her.

And [ think Tony’s work is much more formal.

It’s about color and line and surfaces. So I would
say that Tony Pedemonte is a much more formal
artist. The form of his works are very beautiful
and contemporary and modern and colorful, and
I think that they’re expressive that way, almost in
the way an abstract painting would be expressive.
And I think that Judith Scott’s work is much more
of a powerful statement about her life and her ex-
periences. And really, some of the first people that

responded positively to Judith Scott’s work were
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other artists and conceptual artists, because they
loved the idea that there was something hidden
inside and we would never know what it was. And
I think the first people that responded to Tony
Pedemonte’s work were just really in love with
the visual beauty of the pieces. So they certainly
both use line, but they use it in different ways.
And I think the meaning of the work is different,

although visually there are similarities.

Sato—— Thank you. Yes, | agree. In two re-
spects, your comments help me understand the
differences more clearly. As you said, the reason
why people think their work looks alike at first
glance is because they stand as three-dimension-
al forms made using fiber, but also because their
shapes are not fixed, yet very compelling shapes.
In terms of the differences between their work,
and this is also something I noticed after careful-
ly viewing their works for this exhibition, there
are clear visual differences between them. In the
case of Judith Scott, I originally had the image of
wrapping in her work, but it isn’t actually wrap-
ping. What makes her work so distinctive is that
she connects and wraps woolen yarn, thread, and
cloth by hooking them together as if she were

making or stretching a net.

DiMaria—  Yes. Judith’s work is very much
almost woven where she takes the threads and
moves the lines and when she made the work,
she would take the thread and put it through and
make tensions and angles and cut it. So it’s really
a very different process. Tony Pedemonte would
often just do a kind of wrapping motion again and
again, whereas hers is more a complicated net-

work or web.

Sato—  Yes, I agree. As you said, I think

Pedemonte’s work is really made in the sense of
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wrapping. When you look at the differences in the
way they are made, Pedemonte’s lines are rather
more straight and gentle, enveloped in straight
lines. Judith Scott’s work, in contrast, also in-
volves weaving and hooking, but in the sense that
the lines increase in various directions and are of
various lengths that spread out as if multiplying,
we can notice the differences when observing the
thread as an expression of line, so each has its own

interesting points.

DiMaria—  Yes. Judith Scott uses a lot of differ-
ent materials. Sometimes she uses plastic or rope
or other things where Tony Pedemonte usually
uses very fine threads. So that helps. One thing
that fiber artists have said to me, and maybe you
know somebody who knits or works with yarn, that
the act of touching the yarn and pulling it through
your hands and using it is very meditative and re-
laxing. And I think that is the same for both Tony
Pedemonte and Judith Scott, that the act and the
repetition of touching the yarn and making the

sculpture was very calm and peaceful for them.

Sato— I wonder if this is relatively common
among artists in this genre. Each action, physical
movement or touch, attachment or obsession with
such materials, it seems they are the best fit for the
artist, or rather, I think that is why there is an as-
pect of continuing to do such actions as a method

of production.
(Omitted)

This talk today has been a short but valuable op-
portunity to hear in depth about artists from Tom,
who has been involved in CGAC for many years
and has observed the artists” activities close at

hand. Thank you very much.
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®RE 1% SAKAGAMI Chiyuki

Born in Hyogo Prefecture in 1961; died in
2017. In her lifetime, SAKAGAMI Chiyuki
wrote her own artist profile, which begins,
“I was born in the Precambrian Sea some
590 million years ago”. Finding inspiration
in many cultures’ myths, legends, and mu-
sic, Sakagami often depicted mythical char-
acters and creatures such as plants and fish
inhabiting the earth since ancient times,
particularly birds, which she loved deeply.
Her techniques varied, yet the lines are
always minutely arranged. Seemingly in
rhythm with her breathing, Sakagami drew
and connected fine, short lines, one after
an()thcr, ever with grt:at care and (:crtuinty”
accompanying them with countless dots.
Using this approach, she created numerous
works of basic blue or light blue tone call-
ing to mind images of the deep sea. With
their endlessly transforming lines and dots,
Sakagami’s pictures show us what lines are.
Subsequent to Japanese Outsider Art: In-
habitants of Another World (held simultane-
ously with Parallel Visions: Modern Artists
and Outsider Art, Setagaya Art Museum,
Tokyo) in 1993, Sakagami displayed her
work in many exhibitions, including A Per-
spective on Cnntcmpora(V Art 6: Emotional
Drawing (The National Museum of Mod-
ern Art, Tokyo, and other venues, 2008-
09). Her works are collected by Collection
de ’Art Brut in Lausanne and the National
Museum of Modern Art, Tokyo, among ma-

Ily ()lhor museums.




BE #HLEBnsF 2 BEEBMT 2HOML 20155  Laurie Playing with Candy as Though Fondling Bound Feet, 2015. 3. bLbAERZEHANLET NI 20075  Ifthe Butterfly’s Wings Are Torn off, 2007.

EBTHHMBELEENOZE 201545 The Eunuch’s Love — Her Eyes Closed to Open No More, 2015. 4, JKFE 20094 Water Burial, 2009.

SAKAGAMI Chiyuki




5, RE&H 1980FR Bird Abandoned in the Woods, 1980s. 6. BHICT 2017%F  Onthe Edge of the World, 2017.

7. Rk, SRR EBEATFI2-FZ7) 1980FR
Father Is a Bird, Mother Is a Fish (Hometown, Papua New Guinea), 1980s.

SAKAGAMI Chiyuki
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8. &ML 2020% Untitled, 2020. 9, fRML 20174 Untitled, 2017.

Tony PEDEMONTE




10. fRE 2020% Untitled, 2020. 17, #RE 20185 Untitied, 2018.

Tony PEDEMONTE
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A=Y -+ /7 Susan JANOW

Born in 1980 in San Francisco, California.
Has practiced at CGAC since 2003. Begin-
ning with a hand-drawn grid, Susan JANOW
meticulously fills in the squares with fine
crosshatching. In recent years, a change has
appeared in her works. Making the squares
of her grid smaller, she has begun applying
color to the squares and arranging color
blocks to compose diverse patterns.

When drawing straight intersecting lines,
Janow draws freehand, one line after an-
other, over and over. This she does work-
ing freely and intuitively, varying the lines’
order and stopping to pause at her own
discretion. In places, overlaps appear in the
lines along with slight curves and undula-
tions. In response to these slight movements,
variance appears in the distances between
lines, and the picture’s margin changes
shape. Janow’s pictures might appear to be
products of a monotonous process, but her
rules and rhythms are evident in them.

Janow is also widely recognized for her
video pieces, such as Questions? (2018).
Her exhibitions include Art on the Stoop:
Sunset Screenings (Brooklyn Museum, New
York, 2020). Her works are collected by the

Brooklyn Museum and Centre Pompidou.
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14. &M 20174  Untitled, 2017. 15. #ML 20184 Untitled, 2018.

16, #®H 2018% Untitled,2018.

Susan JANOW
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REBM B HIGASHIONNA Tasuku

Born in Okinawa Prefecture in 1987. At
an early age, HIGASHIONNA Tasuku
used clay and aluminum foil to form three—
dimensional objects representing sea crea-
tures, dinosaurs, and such. From around
twelve, he began using wire, and in his late
teens, came to focus on works of locomo-
tive motif. Many of Higashionna’s works
are based on information and images he
memorizes from varied books. Finding but-
tons, Viny] ties, pen caps, and other house-
hold objects in his home, he employs them
to represent wheels, smokestacks, and oth-
er parts.

The colorful wires, not only silver but al-
so black, red, blue, and green, are wavy and
undulating in response to his movements,
even slight tremors of his hand. Transform-
ing the undulations to creative expression,
he draws three—dimensional forms in space.
While tracing the outline and structure of
the object, the wires overlap in space to
form congregations of lines that differ de-
pending on the angle of view. The congre-
gated lines also form shadows under light,
casting a rich variety of dark lines horizon-
tally from the base of the work.

Higashionna’s major exhibitions include
Art Camp 2006: Naive Cannon (Urasoe Art
Museum, Okinawa, 2006) and no-r-mal-
ization: The World of Art Brut in Japan 2
(Borderless Art Museum NO-MA and oth-
er venues, Shiga, 2015), along with other

exhibitions in Okinawa.




17. R 200554 Untitled, ca. 2005. 18, #RE 20215  Untitled, 2021. 22, fRH 2005%H Untitled, ca.2005.

19, fEE 20054 Untitled, ca. 2005. 20. fEE 2005%H Untitled, ca. 2005.

21' &M 20214  Untitled, 2021. 23' #&M 200541 Untitled, ca. 2005. 24' #&M 20054F1H  Untitled, ca. 2005.

HIGASHIONNA Tasuku




25, fRH 2005FH Untitied, ca. 2005.

HIGASHIONNA Tasuku
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Fo74F-<v®>bvia Dwight MACKINTOSH

65

Born in Hayward, California in 1906; died
in 1999. Joined CGAC in 1979. Dwight
MACKINTOSH was in his early seventies
when he entered CGAC after fifty-six years
of living in institutions. Long fascinated by
the X-ray images of his tonsils taken for
surgery in his youth, he depicted subjects
reflecting his experiences as if transparent,
using fine lines. The motifs—vehicles such
as school buses, boys, buildings, and musical
instruments—are often accompanied by text
that only Mackintosh himself could read.
His lines entwine and propagate, seem-
ingly in tune with the strength and rhythm
of his hand, which he moved as if raptly
absorbed. In later years, when drawing his
limited number of subjects in many varia-
tions, he often drew eyes, nose, fingers, and
toes in a pronounced manner. Early on,
when first taking up drawing, Mackintosh
came to feel anxious about the lines disap-
pearing. Lines were an obsession for him,
and he never let go of them to the end. His
pictures display a gesture of lines that are
uniquely his, lasting and unerasable.
Subsequent to Dwight Mackintosh: The
Boy Who Time Forgot (Collection de I'Art
Brut, Lausanne, and other venue, 1992-
93), Mackintosh’s work has appeared in
numerous exhibitions including “dRAW”
(Intuit, Chicago, 2015-16). His works are
collected by Collection de I’Art Brut in
Lausanne and the Centre Pompidou in Paris

among many other museums.




26. fRE 1992% Untitled, 1992. 27. fRE 1980% Untitled, 1980.
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ZR#E #— SAITO VYuichi

Born in Saitama Prefecture in 1983. Prac-
ticed at “KOBO SYU” in Kawaguchi City
from 2002 to 2019. After initially using a
brush, SAITO Yuichi shifted to colored pen-
cils and ball-point pens. He develops his
drawings by repeatedly writing the names of
TV programs he likes while referring to the
TV program listings in the newspaper. In
many cases, he selects a particular character
in a name—such as the character  (“mo”)
in “Doraemon”—and repeats it endlessly.
Gradually, the lines digress from the
character they form and its meaning, be-
coming only lines on the paper—lines that
swell broadly or leave a strong mark and
hover between lines and color fields. The
empty margin, usually on the picture’s left
side, changes shape in endless rivalry with
the masses of lines creating a range of light
and dark values. Faint hand marks and folds
seen in the paper’s margin suggest how
Saito repeatedly rests his upper body on the
paper to draw intently, sometimes raising
himself or moving back from his picture.
Saito’s exhibitions include LIFE (Con-
temporary Art Gallery, Art Tower Mito,
Ibaraki, 2006) and Art Brut Japonais (Hal-
le Saint Pierre, Paris, 2010-11). In recent
years, his work has also been collected by

the Centre Pompidou in Paris.




37, M (WIESY— ) 20145  Untitled (Kayo Concert), 2014. 32, M (FSXbA) 20145 Untitled (Doraemon), 2014.

33, &M (F5ZbA) 2002-2005%  Untitled (Doraemon), 2002-2005. Bl (AL v X) 2002-2005%  Untitled (Urawa Reds), 2002-2005. 35, M (& LUFIH) 2002-20054  Untitled (Hamidashi Keiji), 2002-2005.
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36. &M (F5ZbA) 2005-2006% Untitled (Doraemon), 2005-2006.
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MATSUURA Shigeru
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8 % MATSUURA Shigeru

Born in Miyagi Prefecture in 1971. Began
carving wood sculptures in 1994 at “Ate-
lier So” run by sculptor OKINA Hiromi in
Sendai City. MATSUURA Shigeru sculpts
wood using an axe, saw, and electric chisel
with his left hand only. The sharp lines in
his sculptures were occasioned by his carv-
ing a line in the wood as a guide for split-
ting it. Shedding that function, the carved
lines became an important decorative ele-
ment. The sharp lines cut with a saw and
the work’s finish of soft color tones applied
with fingers or a palm, while contrasting
features, obtain a splendid harmony on the
wood grain.

When a sculpture unexpectedly splits (or
“pokin”, as he calls it), Matsuura utilizes
the broken fragments as material for new
creation. Seizing change as an opportunity
to go in a new direction, he will extract a
portion of the completed piece and recom-
pose it as a new work. In recent years, he
has introduced acrylic paint, thereby fur-
ther increasing the visual intensity and
vibrancy of his sculptures.

Matsuura’s exhibitions include Life of
Trees (MOB museum of Alternative Art,
Tochigi, 2017) and Skills for Standing Up
Again vol. 02 “Hands That Create, Hands
That Search” (TRAC / Tohoku Research—
based Art Center, Miyagi, 2018). Received
the 2017 Miyagi Prefecture Art Award for
New Artists.
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PaF4X-ZR3Av L+ JudithSCOTT

Born in Columbus, Ohio in 1943; died in
2005. Practiced at CGAC from 1987 until
her final years. A textile workshop motivat-
ed Judith SCOTT to shift to fiber art. Using
objects she found at the studio as a core, she
began carefully wrapping them with thread,
yarn, and fabric pieces to make cocoon-like
sculptures. Among her early sculptures are
pieces in which two objects are bound to-
gether as one—works evocative of her and
her twin sister from whom she was separat-
ed for long years.

Lacing a thread end between the already
wrapped threads, she would arrange the
thread, tie it at some point, and clip off
the surplus. \Vinding threads in this way,
in different directions as if weaving a net,
she would entirely wrap an object that she
desired as “her own”. As time passed, Scott
obtained new textures and freer contours
by varying her materials and the tension of
their wrapping.

Her exhibitions include Metamorphosis:
The Fiber Art of Judith Scott (Shiseido
Gallery, Tokyo, and other venue, 2001-
02) and a large-scale retrospective exhi-
bition Judith Scott: Bound and Unbound
(Brooklyn Museum, New York, 2014-15).
Scott’s works are collected by the Muse-
um of Modern Art, New York, and Centre

P()Hlpid()ll ‘dIIl()Ilg many ()t}l(!l‘ museums.
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(FAE*¥ v 7 ) — HE 20014F) JRJESE  Courtesy of Yukiko Koide Presents.

p. 105  Portrait of Judith Scott by Leon A. Borensztein.
Courtesy of Creative Growth Art Center and Yukiko Koide Presents.
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BBC TWO, “Episodel2, 2011/2012”, The Culture Show, Broadcast on 14 October, 2011
(https://www.bbc.co.uk/programmes/b016117f, accessed 10-8-2022).

2 John M. MACGREGOR, Metamorphosis: The Fiber Art of Judith Scott, Creative Growth Art Center, 1999.
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The Secrets Bound in
Judith SCOTT"s
Fiber Art

KOIDE Yukiko

(Director, Yukiko Koide Presents)
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Dr. John MACGREGOR took me there when I called on him in
San Francisco. Dr. MacGregor is the author of Henry Darger:

I T was 1998 when I first visited the Creative Growth Art Center.

In the Realms of the Unreal, a book I was engaged in translating into
Japanese.

Dr. MacGregor had just finished compiling ten years of research
on Henry DARGER. Which is easy to say, but digging through the
Chicago boarding house room (a veritable trash hoarder’s den) where
Darger lived reclusively for forty long years, Dr. MacGregor had in-
vestigated Darger’s solitary life and strange illustrations with an ar-
cheologist’s tenacity and compiled his findings in a voluminous book
of 720 pages. He was clearly relieved to be liberated from the heavy
responsibility involved.

Telling me there was someplace he wanted to take me, we board-
ed BART in San Francisco and headed for Oakland. In the 1960s,
Oakland was known as one of the most dangerous cities in the USA,
a community where violent crime, robbery, and car theft were ev-
eryday occurrences. In sharp contrast to the image of brutal streets,
however, the corner where Creative Growth Art Center stood radiat-

ed a euphoric glow and seemed out of place. In its large workshop in

a converted auto body repair shop, adults with disabilities gathered

daily to create art.

Here, Dr. MacGregor encountered Judith SCOTT (1943-2005), a
woman with Down syndrome, and fell in love. Although not the ro-
mantic love of a man for a woman, he fixated on her, wanting to know
her from an artistic perspective. Having obtained a living human be-
ing, present here and now, as a subject, he had fully regained the joy
of living, it seemed. (His research on Darger had been an absorption
with death.)

Besides having Down syndrome, Judith was also deaf, so verbal
communication was impossible for her. Frequently visiting the cen-
ter, Dr. MacGregor continually observed Judith’s actions, sometimes
from nearby and other times from a concealed position. Judith at first
disliked his hovering about her—a kind of stalking due to intellectual
curiosity, we can say—but eventually accepted it, amused.

In the latter half of the 20th century, diverse movements arose
in the American art world, and isms and styles pertaining to media,
subjects, and concepts came and went at a dizzying speed, yet Judith’s
odd actions were unparalleled. Dr. MacGregor, purely by observing
her, understood that her actions were creative actions sequential to
her unusual upbringing, her pain, her salvation, and her rebirth.

On the day we visited, Judith was camped at her desk (below which

she had hidden treasures that were hers and hers only), wrapping a

The Secrets Bound in Judith SCOTT'’s Fiber Art  KOIDE Yukiko
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large, mysterious cocoon-like object with thread.

Judith Scott came to the center in 1987. She had a twin sister, Joyce,
from whom she had been inseparable as a child. When it came time to
attend school, however, Judith was sent to an institution in Ohio due
to her intellectual disability, and resided there for nearly forty years.
Bonds between twins are strong, | hear, and Joyce continually mourn-
ed the absence of the sister she was torn apart from at the age of
seven. Eventually she was able to release Judith from the institution
and in 1986 brought her to live with her in California. Judith began
commuting to Creative Growth Art Center and—restarting her life,
frozen for forty long years—began living it in her own way.

The Center has a textile studio where varied yarns and fabrics
were on hand. Judith did not commence to weave or knit but rather
began wrapping thread around found objects, a tree branch or wire
tossed on the road, for instance, or an accessory or button someone
had dropped. Occasionally a staff member’s car key would be in dan-
ger of being wrapped, an event MacGregor gleefully described as “cre-
ative theft”.

The state institution where Judith spent nearly forty years was,
to put it badly, a detention camp, that is, an appalling environment

where residents had no privacy and were not allowed to keep personal

belongings. On leaving the institution, she for the first time experi-
enced the joy of possessing and hiding away something she desired,
something she could regard as her treasure.

What Judith desired the most strongly of all was her sister. We can
only wonder how deep her insecurity was when she lost her other half,
the sister who shared her bed until seven years old. As if to compen-
sate for that loss and despair, one of the first pieces Judith produced
was a twin-like form suggestive of two babies in a crib. I hear that
she sometimes cradled the piece in her arms, making motions as if to
comfort it.

In time, Judith’s style became fearless. She created cocoon balls

so large she herself could not lift them and staff could no longer judge

what they contained.' This action struck me as closely resembling

the behavior of urban crows constructing nests from hangers and
plastic bags. Nesting behavior it might perhaps be called. Judith may
have been creating her own “place to put herself”. Cocoons of layered
wrappings of soft fiber ... a safe and secure place like the womb.

On finishing a sculpture, she would caress it as if patting a child
on the back, and signal someone to hang it over there. And she would
start a new work, the next day. Days of this passed quietly for 18 years,
and then Judith died in 2005, leaving some one hundred artworks.

After living forty years in darkness, her life on hold, Judith
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was rescued by her sister and reborn in the California sunlight. Dr.

MacGregor compares her life and art to a “metamorphosis”.2

Being deaf, Judith herself could not express it in words, but as every-
one using the Center always says, Creative Growth was a real blessing.
Even Dr. MacGregor, who wears a severe expression at the workplace,
here would smile and seemingly become a child again. Our visit that
time occasioned an additional blessing—a solo exhibition of Judith
Scott, realized in Japan under Dr. MacGregor’s supervision in 2001.°

Interest in and acclaim for Judith’s work steadily grew thereafter,
and in 2014, the retrospective exhibition Judith Scott: Bound and
Unbound was held at the Brooklyn Museum. In 2017, she was se-
lected for the 57th Venice Biennale “Viva Arte Viva”. In 2021, with
the long—awaited establishment of an Art Brut section at the Centre
Pompidou, Judith’s works were collected.

Even after the artist’s passing, her artworks have continued to
attest to the originality and ground-breaking character of her art.
And this year, to my profound pleasure, her works once again have

returned to Tokyo.

The more urgent the motivation is, the coarser, the more pain—
filled, and the more overflowingly joyful the human act of expression
is. No matter how strange the form it takes, it inevitably bears fruit in
a graceful shape—this, Judith taught us. In her case, this was enabled
by her bond with her twin, and the place, Creative Growth. The spirit
of academic inquiry with which Dr. MacGregor “fixated” on the art of
people with Down syndrome—art that no one deigned to even notice
at the time—elevated Judith’s work beyond Art Brut or art by people
with disabilities to contemporary art and simultaneously expanded
art’s capacity.

Judith spun a thread that even now enwraps us, opening our eyes

to facets of our existence in this world and the act of expression.

Figs:

pp- 97,102, 110  Installation view of Metamorphosis: The Fiber Art of Judith Scott (Shiseido Gallery, Tokyo, 2001).

Courtesy of Yukiko Koide Presents.

p- 105 Portrait of Judith Scott by Leon A. Borensztein.
Courtesy of Creative Growth Art Center and Yukiko Koide Presents.

notes

1 A BBC-produced video of “The Culture Show™ broadcast during a solo exhibition

in London in 2011 features a fascinating interview with her sister Joyce as well as X-rays of Judith’s artworks.

BBC TWO, “Episode 12, 2011/2012”, The Culture Show, Broadcast on 14 October, 2011
(https://www.bbc.co.uk/programmes/b016117f, accessed 10-8-2022).

John M. MACGREGOR, Metamorphosis: The Fiber Art of Judith Scott, Creative Growth Art Center, 1999.
After opening at Shiseido Gallery (Tokyo) in June 2001,

Metamorphosis: The Fiber Art of Judith Scott traveled to the Collection de I’Art Brut (Lausanne, Switzerland).
Her first solo exhibition (supervised by Dr. MacGregor), it featured forty major works produced from 1988 to 1998.
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Postscript

After writing this article about my first visit to Creative Growth Art Center, I realized I had
overlooked something important. I would like to append it here.

It concerns leadership. My visit occurred shortly before Irene Ward BRYDON’s retire-
ment as Creative Growth’s first director and Tom DI MARIA’s appointment as her succes-
sor. If Irene helped lay the foundation for Creative Growth, Tom devoted himself to making
Creative Growth and its artists known to the world through their art.

Tom established a gallery in the heart of the Art Center for holding special exhibitions
and selling works. Outside artists were invited to participate, thereby creating a place for
exchange among fellow artists regardless of their having or not having a disability, their
type of disability, or their academic or art education background. The gallery actively col-
laborated with commercial art galleries and museums and participated in art fairs at home
and abroad to disseminate their works.

Such practices are common in the art world. At that time, however, no one was doing
them at facilities for people with disabilities. From the very outset of his tenure, Tom took
a clear stance that “we are doing art”, and on that basis, he set goals and realized them one
by one. Due to the accumulated efforts of over twenty years under his leadership, Creative
Growth has become known as an art center unrivaled in the world.

Tom himself comes from a film background and is a skilled storyteller. Closely observing
the artists with whom he spends his days, he is not afraid to put words to what they are
feeling but unable to verbalize, their anxieties and longings as well as their motives.

This will be demonstrated in his talk for the exhibition, this time. 1 hope you have op-
portunity to hear Tom speak about Dwight MACKINTOSH, Dan MILLER, Susan JANOW,
Tony PEDEMONTE, and Judith SCOTT.

With Tom di Maria’s support as their partner, the artists of Creative Growth carry them-
selves like artists confidently, without hesitation.

From the 1950s to the "70s, the civil rights movement raged in the California Bay Ar-
ea—cities like San Francisco, Oakland, and Berkeley. Minorities, discriminated against on
the basis of skin color, race, gender, sexual orientation, and disability, fought for their fun-
damental rights as citizens. That spirit still lives at Creative Growth. For the past 23 years,

Tom di Maria has promoted it.
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Talk Event [Online streaming]

Speaker:
Tom DI MARIA
(Director Emeritus of Creative Growth Art Center)

*The talk video can be seen
on the Gallery’s YouTube Account.

@ Japanese subtitles version:
https://wwwyoutube.com/watch?v=
ahYRQzS0868

@ English subtitles version:
https://wwwyoutube.com/watch?v=
hW-SSpw2y_8
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Artist Talk

1.14:00-14:30, Saturday, 28 May, 2022
Speakers:
MATSUURA Shigeru (Artist)
MATSUURA Yumiko (Artist's Parent)

2.14:00-14:30, Saturday, 18 June, 2022
Speakers:

SAITO Yuichi (Artist)

AKAHANE Koji
(Staff Member of
Minuma Social Services Corporation Hale)

WATANABE Sayo
(Staff Member of Minuma Social Services
Corporation Kawaguchitaiyonoie KOBO SYU)

MIYAMOTO Megumi
(Manager of Minuma Social Services
Corporation Kawaguchitaiyonoie KOBO SYU)

Sit and Look Well: A Special Viewing for “Adults”

15:30-17:00, Monday, 6 June, 2022
Participants: People of age 50 and older
*Participants only were admitted,

the gallery being closed that day.

Curator's Gallery Talk

1.14:00-14:30, Friday, 29 April, 2022
2.17:30-18:00, Thursday, 19 May, 2022
(with sign language interpretation)
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Tokyo Shibuya Koen-dori Gallery
Exhibition: Gesture of Lines

Exhibition Curators: SATO Mamiko, YOSHIDA Yuri (Tokyo Shibuya Koen-dori Gallery)
Venue Construction: HIGURE 17-15 cas Co., Ltd.
Transportation and Installation: Yamato Transportation Co., Ltd.
Lighting: byThree Lighting Studio
Framing: POETIC SCAPE
Publication Design: KOBAYASHI Ikki
Publication Printing: Kanto Tosho Co., Ltd.
Photo: KAKISHIMA Tatsuro
Video Shooting and Editing (Related Events): KAJIYAMA Koji

Catalogue Texts: KOIDE Yukiko, SATO Mamiko
Editorial Direction: OHASHI Minoru
Editing: SATO Mamiko
Translation: Brian AMSTUTZ (Brian Amstutz Communications), IKEDA Satoshi
Book Design: KOBAYASHI Ikki + Akitsu Sekkei
Printed by: Yamada Photo Process Co., Ltd.

Published by: Tokyo Shibuya Koen-dori Gallery, Museum of Contemporary Art Tokyo,
Tokyo Metropolitan Foundation for History and Culture

Publication Date: 26 December 2022

Artwork ©The Artist

©2022 Tokyo Shibuya Koen~dori Gallery, FREAANEE S —
Museum of Contemporary Art Tokyo, Tokyo Metropolitan Foundation for History and Culture Tokyo Shibuya Koen-dori Gallery
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Tokyo Shibuya Koen-dori Gallery




