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Introduction

In recent years, growing number of artists in various fields have become involved
in the creative activities of people with disabilities. Why did they become involved
in the creative activities of people with disabilities, what do they think about
while being involved, and how do they get influenced by this experience when
they create their own work? This project started with these questions.

For this project, we interviewed six artists who have been deeply involved in
the creative activities of people with disabilities and who have achieved great
results, and we held an exhibition to show their reactions. We posed the following
questions to them.

1. Why did you become involved in the creative activities of people with
disabilities?

2. What do you pay attention to when you are involved in their activities?

3. Has your involvement influenced your own creative work in any way?

4. What are the future challenges for people with disabilities in promoting
creative activities?

The interview was conducted by Tadashi Hattori, who has long researched the
creative activities of people with disabilities, and was filmed and edited by artist
Kohei Takahashi. After that, Takahashi revisited some places where the artists
were working and conducted additional research, including taking photographs,
and organized the entire project as an exhibition. The exhibition also introduced
materials such as exhibition catalogues related to the activities of each artist. It
was held for 6 days from January 10, 2023 at the space in front of Galerie Aube
on the 1st floor of the Ningenkan, Kyoto University of the Arts.

Through this project, we hope that interest in artists' involvement in the creative
activities of people with disabilities will increase, and that this project will
develop a variety of creative activities regardless of whether they have disabilities
or not.

In carrying out this project, we would like to express our deepest gratitude to the
artists who kindly agreed to be interviewed, the people who provided the venue
for the interviews, and the people who visited the exhibition and gave us valuable
feedback.

March, 2023

Organizers: Tadashi Hattori, Kohei Takahashi
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Mr. Itoh, thank you for your time today.

You're welcome.

Please tell us how you're currently involved in the creative activities of people
with disabilities.

I'm the program director of "Tensai-Art KYOTO," which officially is called the
"Research Institute for Arts for the Disabled," and I'm responsible for all art-
related matters. Specifically, I'm in charge of a wide variety of things, such as
exhibitions, goods production, archiving, publication of portfolios, approaches

to companies, management of tour exhibitions, etc.

You're doing the output part of the work, right?

Yes. It's general work to produce works.

Are you involved in the creative process?

I'm involved in setting the environment for the atelier. "Tensai-Art KYOTO"
doesn't provide any technical guidance and respects registered artists as much
as possible as individual artists. | don't provide any welfare support, such as

guidance, nursing care, or assistance.

What inspired you to become involved in the activities of "Tensai-Art KYOTO"?

In my previous job, | was a full-time staff member of an alternative space called
ARTZONE, which Kyoto University of Art and Design (now Kyoto University
of the Arts) operated in Sanjo, Kyoto. At that time, Mr. Shigemitsu, our

organization's vice president, hired me as program director.

Have you ever been involved in the art of people with disabilities since
ARTZONE?

Yes. In the final year before ARTZONE's demise, | held an exhibition of artists
with disabilities from Kyoto and Paris, and that's how | got to know Mr.

Shigemitsu.

Did you have a vague interest in the works of people with disabilities before
you began this chapter in your career?

Not really, but | respected some artists, such as Henry Darger and Adolf Walli,
who are categorized as outsider art or art brut. | respected them just as artists

like myself.

Isn't it specifically about whether or not they have disabilities or mental



illnesses?
No. In the first place, | learned about Henry Darger not because of his

biography, but because a friend told me, "There's such a cool picture."

People with disabilities in Japan are engaged actively in creative activities
today. Were you interested in this?

Not really. Although | didn't think about it before taking on my current job, |
realized how much I'm actually on the side of the insider compared with the
outsiders. | didn't even use the word "insider," but it was the first time | realized

that | was in such a privileged environment.

Did you become interested in various things happening in welfare practices
after you became involved here?

Yes.

| see. You're currently involved in the creative activities of people with
disabilities in various ways. Could you tell me the things that you should be
careful about—things that should be avoided? Is there anything you're keeping
in mind?

Yes. | just want to respect them as artists. We don't provide any advice, such
as instruction, assistance, nursing care, or guidance such as "You should do
that; you should do this." Nevertheless, some registered artists may ask me for
nursing care, support, advice, or education, but if | meet their demands, | can't
respect them as artists, so to protect their dignity, | sometimes throw them

away to use the harsh word.

As a professional artist, | think that one of the qualities of an artist is being
able to produce themselves, but even if people with disabilities can draw very
energetically, | think that in many cases, they aren't good at connecting them
to society. How do you handle such cases?

| think it's really important to support and produce them in that area. It's
important, but they can't do it, and they can't even convey the value or
meaning of their own work. Therefore, one of the major missions of my job is to
understand such things firmly, convey them to society clearly, and spread them
to the world. Through my job, I've realized that if | put them into words and

convey them, people around the world will react to them.

You mean that you don't get involved in the process until they're finished?

Yes. | don't know what to say, but | treat them like deceased artists, and while

thinking about what the true value of their work is, | try to understand the

work firmly and proceed with my job.

You're also actively presenting your own works as an artist here and there.
Is there any influence between your own creative activities and the fact that
you're currently involved in the creative activities of people with disabilities?

| don't know whether | can call it an influence, but when | actually worked at
this site, | realized that | was an art world insider, as | mentioned earlier, and
that | was in a very privileged environment. While going around to various
places—such as visiting and providing support for studios that have people
with disabilities, facilities that help employ them, and schools for children with
special needs—I meet a lot of people who spend their whole lives without
being fully involved in society. Among them, of course, some draw attention
to their creative work or some other form of expression, but most have some
kind of disconnect from society, and while they're training to enter society,
they're still in the social welfare system. | witnessed such a thing many times.
Through this experience, | conceived a new work titled "People's Photographs,”
which was presented at WAITINGROOM, the gallery to which | belong. This
work comprises group photos collected from various countries, but the main
theme is that some people aren't in the photos due to their social position,
country, or economic situation. The fact that some people aren't in the photos
indirectly conveys that the social system is vulnerable, and that some people
are somewhat disconnected from society, for example, in welfare facilities. You
can see such reality through the work. Even though such people are around us,
we can't see them easily in our daily lives. This feeling inspired me to make the

work.

By working with people who have disabilities, you clearly can see the social
issues surrounding them, and your awareness of such issues influences you in
creating your own work, right?

Yes. | really feel that even a single photo paradoxically can show it in a form

that doesn't show it.

You said that you're in a privileged environment, but what does that mean in
more concrete terms? Do you think you're more privileged than people with
disabilities?

Yes. Specifically, when | hold an exhibition, people involved in the art world
will come to see it. It's just that. However, even if | hold an exhibition of the

artists belonging to "Tensai-Art KYOTO," most of the visitors are government



officials and the general public, i.e., people in the art world don't come. It really
doesn't even register with people involved in the art world. In even worse
cases, an exhibition may be held at a certain art facility, but the art-related
people working there don't come to the show. There exists a kind of imprudent
wall, and | think that "disability" is such a wall. | think that the real obstacle
between people with disabilities and people in the art world is that they aren't
coming to the exhibition even though it's next to the museum, and not trying to

see the works by people with disabilities.

How do you envision the future of creative activities for people with disabilities,
specifically what would you like to be involved in, or what would you like to
do with people with disabilities? Or, from a slightly broader perspective, what
kind of system do you think should exist in society for them? Tell me your
suggestions for the future based on your experience.

It's assumed that it's impossible at the moment, but | think it would be nice if
the term "arts by people with disabilities" itself eventually disappeared. For
example, even if a college student makes an artwork, it won't be called "college
student art." Also, the term "male art" isn't used with works by a man, nor is
"female art" used with works by a woman, but there's the term "arts by people
with disabilities.” | think that such a situation itself should be eliminated, and
the ultimate goal of "Tensai-Art KYOTQ" is that it not be described as "arts
by people with disabilities." The works aren't evaluated based on disability
attributes, but rather on their quality. | hope that we can help make a society in
which people can talk about art as art and artists. So, in the future, instead of
the usual "borderless art" or "collaboration between contemporary artists and
artists with disabilities," we'll have an exhibition in which each artist, including
artists with disabilities, is selected by the curator on a single basis. | think it
would be great if we could get involved in forming such group exhibitions. |

really want to help realize such a society as much as possible.

How would you like to be involved in the creative pursuits of people with
disabilities in the future, and with what kind of distance?

That's a little difficult to answer. Actually, | also have my own creative activities,
so at the moment ... if anything, | personally think that society itself needs to
change significantly. What you can do at the field level and what you can do
in the real social system are a little different. For example, the term "arts by
people with disabilities" itself already has been embedded in the social system
as being subject to a subsidy from the Agency for Cultural Affairs. It's difficult

to say whether you should destroy the system to destroy the framework of art

by people with disabilities. Such things cannot be done at the field level with
which I'm engaged. | myself will move in the direction of eliminating the barrier,

but | still don't know how far | can go or where society will go, actually.

That's right. You're trying to convey that through your own work.
Yes. Up until now, my work has been relatively centered around the body of the
human being, but now I'm working on the background of the body and things

like that in my work.
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Mr. lwashita, thank you for coming today. First, please tell me how you're
currently involved in expressive activities with people with disabilities.

I'm currently involved with mental patients admitted to Konan Psychiatric
Hospital. I'll visit this hospital tomorrow and have a private session, and I'll hold
a workshop the day after tomorrow there. That's why | came to Kyoto today. In
private sessions, because we're in the midst of COVID-19, | finally can come into
physical contact with patients wearing eye shields, masks, and disposable vinyl
gloves. It might be a little exaggerated to say this here, but | think this is also a
dance. This kind of "dialogue" or communication, | mean. Touching the patient's
body and experiencing this feeling is also a dance. The moment | touch the
patient's body, his reaction comes back to me. In such a way, | continue to feel
it by touching the body. | think of it as "dialogue"—not a "dialogue" with words,
but a "dialogue" with feelings. The act of expression may be summed up in
things like creating a work of art, dancing, playing music, and so on. | believe
that how a patient reacts to my touching is also an expression of the person in

a very broad sense. I've been doing this since 1987.

Have you been in the same hospital for a long time?

Yes.

With various patients?

It's only once a month, so not that often. I've been doing this for a long time,
so people at the hospital understand that I'm a person who does that kind of
activity. With that kind of recognition, there's a "workshop" on the day after
the individual session. "Workshops" generally mean making various things and
having various experiences. As for Konan Psychiatric Hospital, they seem to
think that a workshop is an activity where Iwashita comes and moves his body

with patients, staff, and volunteers.

So, is it a workshop or therapeutic activity when you share a place together
while moving your body with a patient?

| don't think it can be called therapy. It's an activity in a hospital, so it certainly
can have therapeutic purposes, but it's difficult to say whether it really leads to

healing. There's a lot we don't know about it.

This means that the patients are experiencing something different from their
everyday lives.
Yes. The workshop is held in a separate building, although it's connected to

the hospital ward. | think there's one important point in holding workshops
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in a different ward, which is slightly different from the ward where they live
their daily lives. I've been talking about the workshop, but one time, one of the
patients who always participates suddenly asked me a fundamental question:
"Mr. lwashita, what is a workshop?" | was at a loss for an answer for a moment,
but | explained that a workshop is a place where patients like you get together
and move their bodies to create a place like this naturally. | still think that.
What I'm careful about when working with patients is that I'm not bound by
the mindset of "l have to do this" or "l have to do that." Meanwhile, | think
about the workshop's progress all the time, and | also bring a progress chart.
But along with being well prepared for it, you also need to be able to undo it
and throw it away at any time. Both attitudes are required. | always think that |
always should think about the progress carefully, but that it's important not to

get caught up in that on the spot. | feel it strongly every time.

You've been involved with Konan Psychiatric Hospital for a long time. What
made you want to get involved?

A friend of mine was doing art therapy of visual arts there at the time and he
invited me to visit him, saying, "Anyway, | want you to come to see what I'm
doing at a mental hospital." That was the beginning. He was doing this therapy
with his patients from 9:00am. Apart from that, | was invited to a voluntary
gathering, called "Yuru Yuru Exercise," before he started leading his regular
therapy session. My friend said in front of the patients, "This is my friend, Toru
Iwashita." At the time, | was a butoh dancer at Sankai Juku, so | was introduced
as such.. There happened to be a patient there who knew about Sankai Juku.
This created an atmosphere in which the people who were there expected me
to dance a little. However, | thought that it wouldn't be very interesting to do
Sankai Juku's group dance choreography, and that they wouldn't be able to
understand it well. At that time, | already had started doing improvisational
dance, so | thought, "Let's improvise" and started doing it. However, because
it hadn't been that long since | started improvisational dance, | was still afraid
of the audience. Therefore, as | just demonstrated, | was dancing with my eyes
closed or cast down, or looking at the sky, | mean at the void, or with my eyes
peeled back, which | can't do anymore. At that time, when | started dancing in
that manner, | noticed that one of the male patients had begun to speak. | was
wondering what he was talking about. | then suddenly heard him saying things
like, "This is how humans live!" When he saw me dancing, he felt something and
said that. That experience really touched me. At that time, | thought that | was
dancing for them out of "sympathy," as a one-way process, but from that point

on, my one-way passage turned into two-way, back-and-forth traffic. It took a
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long time for my dancing to actually change, but | think that it was definitely
from there that | was able to create my current dancing style. This was the

beginning of my advocacy of improvisational dance as a form of sympathy.

It seems that your current dancing style was born from the experience of
dancing with people with disabilities.
That's right. It was just born.

Looks like it.
No doubt about it.

At that time, you happened to visit the hospital through a friend's introduction.
Before that, when you were dancing at Sankai Juku, did you have any interest
in people with disabilities expressing themselves?

Yes, | was interested, but there was also a feeling of being "scared." On that
day, even after that patient spoke while | was dancing, the former head of the
nursing department showed me around the hospital, and at that time, | met
another male patient who was muttering to himself without even blinking.
When | saw him, | still felt scared, but that's just because | didn't know about
them, and the more time that | spent with them, the more | got used to it. |
thought that their behavior was something very far away from us, a special
and particular world—something out of the ordinary. However, if you go to the
hospital, you'll find that people who are in such a state are hospitalized due
to illness, so it'll become a daily routine. | thought that was interesting. | still
remember that when | started holding workshops continuously in 1987, the
hospital's director at the time, who is still the director today, said to me, "Please
value the individual rather than the illness." In other words, | think it means to
"confront the person as an individual" before thinking, "This person is like this
because he or she is ill." The director told me that while facing the patient on
the same level in that way, if you think or feel that this is obviously strange,
please tell him this clearly and honestly. Even now, | continue to work at the

hospital with that thought in mind.

You've been conducting these activities with patients one or two days a month
for a long time. Does this influence your own dancing style to a large extent?

Yes. Earlier, | told you about a patient who raised the essential and fundamental
question of what a workshop is. It would be a bit of an exaggeration to say
that the patients who come to the workshop are very pure, but they're actually

very honest. Their honesty means | won't cheat them. By sharing the same
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place with people with such bodies, | won't be able to deceive myself either.
Il also have to be honest and obedient. In other words, every time | interact
with them, | have to ask myself something, and each time, | have to reexamine

myself.

When | watch videos of you dancing, | often see how "sympathy" is promoted
when you dance in front of people with disabilities, not only at Konan
Psychiatric Hospital, but also in various other places.

There's also an event once a year at a facility called Momiji Azami in Shiga
Prefecture. It was held under the name of an event, but rather than my own
performance, the users and residents of the facility naturally entered the
dance and shared the scene. Direct physical contact also was held there,
but unfortunately, this has been canceled for the past three years due to
COVID-19.

| don't think it's common for dance performances to have the audience come up
on the stage and dance with the performer.

Rather than going up to the stage, we don't set up a raised stage, so it's
easier to share the same site, and the audience's seats are set up so that the
dancing area is surrounded by a U-shape or circle, so anyone can come in and
out anytime and anywhere. In addition, the floor is made of soft wood. Before
COVID-19, we were doing it in the gym for a while because the floor is soft. The

setting of such places is also important to me.

People with disabilities react very directly to dances that resonate and
sympathize.

That's right. It's easy for them to get over the feeling that you can't do
something like this, or that it's embarrassing to dance like this. | think this

power is amazing.

How do you envisions the future of the creative activities of people with
disabilities, specifically how you would like to be involved in the process, what
would you like to do with people with disabilities, or what kind of system do
you think should exist in society for them?

| want to take care of the current sites. Well, that's all | can say. | don't have
that many jobs, and | don't have many sites, but that's why | cherish each and
every one of them like the director | just told you about, even though they're

limited.
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Thank you for your significant remarks.

By the way, I'll have a session with a patient tomorrow. The patient will be
stuck in the ward. It's like this. He doesn't know when or where that'll happen.
Of course, neither the nurse nor the doctor in charge does know. However, the
patient sometimes suddenly breaks out of his stiff state and starts dancing. It's

very powerful. This makes me think again about how | dance.

Does that mean that your dance inspires the patient's movement?

It may be the case, but it's still a field. It's the power of the field because when
| and that person are facing each other in a private session, that kind of thing
doesn't happen much. However, when several patients come together for a
workshop and a space is created, something happens. | believe that the power
of the field and the power of something that transcends the individual still
remain in dance. It seems that the primordial power of dance remains, even
after a long time has passed since the dawn of humans. It's a salvation and

possibility among COVID-19 restrictions.

But isn't it also your power that leads to this place?

It's true that I'm playing a role like a leader there ... but more like a facilitator,
whose role is to promote. The method of guiding and leading people by saying
"This is it" or "Do it this way" doesn't apply to me. The words "promote" or

"encourage" are more suitable for me.

Does this mean that you draw out the movements and dances that each person
already has?

Yes. That's what it means to be "revealed" and "pushed out." There's a saying:
"What is expressed, what is pushed out is important...." What comes after that
is, "It's the same with dance." This is probably Tatsumi Hijikata's dictate. That's
what he says. | believe that this is the essence of improvisational expression.
"Revealed" and "pushed out" are different ways of being from "expressing" and
"representing.” | think that this state is like an intransitive verb, not a transitive
one. Just like a subject and predicate, intransitive verbs have a subject, but |
don't know if the subject fits exactly into the subject. But there's something
that's pushed out. It's something that's hard to describe and put into words.

Things like that come out.
It's precisely because of such a field, precisely because of dance, that they

come out.

That's what it means to be "revealed" and "pushed out." | also remembered that
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Tatsumi Hijikata said that the patient who freezes up dances with such a body,
as | mentioned earlier. In the words of Hijikata: "The world's dance begins from
a standing position, but my butoh started from a point where | couldn't stand."

| think, "Oh, this is it." | want to grasp this more firmly and deepen it.

What did he mean by being unable to stand?

Look at it again: "The world's dance begins from a standing position, but my
butoh started from a point where | couldn't stand." This is a bit of a strange
expression, but | think it's a determination. It's a strange way of saying that the
point where he can't stand is his starting point, but | think he decided to let his

dance emerge from the point where he can't stand.

| see. Thank you very much.
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Mr. Mori, thank you very much for agreeing to this interview today.

You're welcome.

First, please tell us how you're currently involved in the creative activities of
people with disabilities.
A facility called Syokaen Mizunoki is located in Kameoka City, Kyoto, and they

have art workshop activities every Friday, and I'm an instructor there.

How did you get involved?

| first got involved in a project called "Art Link" in 2008. At that time, Ms.
Numazu, Mizunoki's director, wanted to do something with the people around
here in that project, and | was invited to join the project as an artist. After that,
| was asked to help with the construction work in another project that Mizunoki

does with Kameoka City annually.

Did that mean that while you were working as an artist, you were asked, "Please
help us with our project"?

Yes. "Art Link" entailed about half a year of interacting with people with
disabilities to create one final work for an exhibition. Because of this, | was
contracted to set up the venue and make fixtures for a project that Mizunoki

did in 2010.

So, it has been more than 10 years since you started working with Mizunoki?

| think I've been visiting the atelier since 2010 or 2011.

Before working with people with disabilities on the "Art Link" project, were you
interested in the works and creative activities of people with disabilities?
Not really. When | was in college, Mizunoki was probably in the news, and |

remember my professor talking about Mizunoki in class.

Was it a teacher at your art college?

Yes, it was one of the faculty teachers who talked about recent trends in
contemporary art. He told us that a place called Mizunoki in Kameoka is
currently a hot topic. | vaguely remember there being such a place in Kameoka,
but at that time, there was no Internet or anything, so | didn't look it up. At the
time of "Art Link," | was told that the project started at a place called Mizunoki,
but they didn't tell me much about the Mizunoki Atelier or the former Mizunoki
painting class at that time. | thought it was probably the Mizunoki that my

teacher had told us about before. Also, | was somewhat interested in art brut,
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and | knew about it somehow, but | didn't have much to do with people with
disabilities. When | was in elementary school, there was a class for children
with special needs, there was a person with a disability in my neighborhood,
and my friend's younger brother, who was a year younger, might have a
disability. Now that | think about it, it was someone with a disability. Back
then, | didn't meet such people at all in junior high and high school, or college,

and even while | was working for a company.

We're living in such a society that we don't often make contact with people
with disabilities.

Yes. | paired up with a third-year junior high school student, Mr. Tabata, at "Art
Link," but at first, | really didn't know how to interact with him. | didn't know
what kind of person a "person with a disability" was, | didn't know how much
terminology | would understand, and the person who planned the project
didn't tell me anything about that, for example, "This person is like this." So,
considering that | didn't understand what | should do with him at first, | was

wondering why they didn't tell me about him.

Did they expect that the encounter itself would be between the artist and the
person with a disability?

Maybe, yes. From my current perspective, as I've been here for about 10 years
now, | don't think that | would tell people who come here for the first time that
any artist has a disability because it's something you'll understand by yourself

as you interact with them. | think that was the first time | really got involved.

Is your core job in the atelier now supporting creative activities of people with
disabilities?

Generally speaking, yes, but | don't really feel like I'm supporting them. It might
be better to say that I'm arranging the environment. It's completely different

from teaching, and it feels like I'm preparing an environment to draw.

Does your job include presenting their works to the public?

Well, there's the Mizunoki Museum, which also belongs to the Syokaen
corporation. I'm in charge of the setup and installation work at that museum,
and I'm an instructor at the atelier once a week. The job in the museum may be

more than what I'm doing in the atelier.

When you're engaged in the creative activities of people with disabilities at the

atelier and at the museum, what do you have to keep in mind, such as things
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you should avoid doing, things you actively try to do, and things you should be
careful with?

Well, | want to be natural. It's important that | not do too much by setting up
the environment perfectly. So, | don't interfere with them at all. | almost never
teach them. Although most draw pictures, painting isn't my specialty. That's
why | don't often say, "This would be better like this." Of course, while being
careful not to be too intrusive, sometimes | suggest that they should try using
another kind of art material or paint on another kind of support material, but |
never tell them what to do. | might ask them, "I have this kind of paper; would
you like to draw on this?" or "l have this kind of art material; would you like to

use it?" | want them to do it on their own, and | don't want them to be passive.

You said that you should prepare the environment, but what does the ideal
environment look like for you?

| guess it means that users can spend their time comfortably. That's why | never
tell them to come even if some stop coming to the atelier as they get older. Of
course, | sometimes tell them that | would be happy if they could come again.
The most important thing is that they feel comfortable drawing or creating in

some other way in the atelier space.

Do you mean that they should want to come on their own to relax, or to have
fun working there?

| think it's important to be relaxed, but maybe just as important to be focused.

You're also involved in creative activities, including exhibiting your own
artworks. Is there anything in your own creative sphere that has been affected
by being involved with people with disabilities?

Probably. What impressed me the most is that they draw in a routine way, and
they don't change much. When | look at them, they don't often do it one way
this week and another next week. They're still creating in the same way, even
if they're away from their creation for about two months due to COVID-19. |
actually don't sense a strong desire to keep creating, but drawing seems to be

built into their daily life as a habit and routine. I'm strongly influenced by that.

Is there continuity between making and living?

They don't seem to feel that they strongly want to do it, but they just sit down
and draw. Of course, it depends on the person, but the attitude they work on
is very natural. I'm greatly inspired by seeing how they work naturally like that

every week.
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Rather than getting concrete hints for your work, it's how they approach the
process of creating that really motivates you.

| think so. Mizunoki Atelier always has been a once-a-week endeavor for a long
time. Even if it's just once a week, doing it all the time is really great. There's
a Mizunoki artist named Tetsuaki Hotta who had been drawing pictures of a
house for 30 years. I'm struck by the strength of being able to continue doing

the same thing once a week for 30 years.

Does that inspire you in your own creations?

Of course, yes.

How do you envision the future of the creative activities of people with
disabilities, and how you would like to be involved and what would you like to
do with people with disabilities. Or, from a slightly broader perspective, what
kind of system do you think should exist in society for them?

The people who come to Mizunoki Atelier are drawing because they happened
to come across such an environment and to be in a facility with creative
activities. However, if it weren't for that kind of environment, | think there
would be a lot of people who wouldn't have drawn or painted. That's why |
think it's necessary to provide an opportunity for them to draw or create. It's
necessary to make different kinds of materials available to create something.
Some people aren't good at painting, but they're very enthusiastic about
drawing with colored pencils, for example. If such people don't come across
colored pencils, they may never draw. So, a trigger is absolutely necessary. It's
important that every welfare facility provide an environment in which people
who want to draw can draw. Of course, many people still don't draw. There's
no need to force such people to draw or create, but | think that there should
be an environment in which people who like to draw and create can express

themselves artistically.

Do you hope that such people won't end their lives without drawing?

Yes, | often think so. The artists at Mizunoki left a large number of drawings
and paintings. If they had spent their time in a place other than Mizunoki, it's
possible that they wouldn't have made a single work. It would have been a
shame if such a thing had happened. A single painting material can lead to
something that can be continued for a long time. | think there should be as

many such opportunities as possible.

You mean that there should be various facilities and places where they could
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have the opportunity to draw and create something?

| hope so. When it comes to presenting their work, | don't think having a
disability has much to do with it. | don't bother instructing them, so what's
inside of them is expressed in their works. If so, it has nothing to do with
disability. Exhibitions are now often held that show only the works of people
with disabilities, but to tell the truth, | wish there were no such exhibitions. If
you look at the faces of people while they're drawing, it doesn't matter whether
they have disabilities or not. | think | have the exact same facial expression as
they do when I'm making artwork. | hope that when their work is presented to

the public, there'll be no annotation that the author has a disability.

| see. In such an environment, everyone can draw and present their work
equally.

Yes. They make artworks, but they don't exhibit them. That's why | want to do
my job well by exhibiting their works. They and | are equal when it comes to
making art. We shouldn't think that works are great because they're made by
people with disabilities. | sometimes get jealous of them, wondering how they
can draw like this, as | have ups and downs in creating works, and my own
production sometimes doesn't go well. In that sense, | want to be an equal with

them.

Thank you very much. It was really interesting to get an artist's perspective.

Yes, thank you.
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Thank you for agreeing to today's interview. I'm now visiting the art space co-
jin, and you all are the staff at this space. Could you explain what art space co-
jin is?

Kyoto Culture and Art Promotion Organization for People with Disabilities
operates this space, which is managed by Kyoto Prefectural Support for
Persons with Disabilities Division. We mainly hold exhibitions, conduct digital
archive projects, host lectures several times a year, accept consultations, and

do various other things related to welfare and art.

In what ways are you involved in the creative activities of people with
disabilities? Are you all doing similar activities here?

Basically, we're the staff of art space co-jin and manage the gallery, but I'm
mainly in charge of the digital archive project. My job is to select several artists
each year from creators with disabilities living in Kyoto Prefecture, photograph

their works, and upload them onto a database.

Is the database public?

Yes. Ms. Takano and Mr. Teraoka are mainly in charge of planning exhibitions.

Each of you may have a different reason for getting involved, but how did Mr.
Imamura get involved in this work?
| originally worked as a staff member at a welfare group home for people with

disabilities while working as an artist.

Is it a job in which you can make a living?

Yes. In connection with that, when art space co-jin was conducting preliminary
research before launching a digital archive, | was invited to be one of the
researchers on a one-off basis, and this initiated my involvement. After that, |

started participating as a staff member.

How about you, Ms. Takano?

Since my student years, I've been interested in works by people with
disabilities. After graduating, while working as an artist, | couldn't make a living
without a job, so apart from my art activities, | worked as an office worker.
| continued my art activities with the goal of presenting one solo exhibition
annually. However, due to COVID-19, | suddenly had to take a break from work,
and during that time, | was creating many artworks at home, as | had more
time to immerse myself deeply into art, then | started to think, "Oh, | really

want to do a job related to art." | recalled my starting point, in that | had been
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interested in the art of people with disabilities. At that time, | came across a

co-jin job ad and thought, "This is it!" So, | decided to change jobs.

Does this mean that your change of mind coincided with the timing of the job
offer?

Yes. | was lucky.

How about you, Mr. Teraoka?

After graduating from university and continuing my activities as an artist, |
thought I'd need a job to make a living. | also had other part-time jobs, so |
was looking for a place where | could work while being flexible to some extent.
| was introduced to this space by an acquaintance, and when | came here to
see what kind of place it was, the exhibition they were holding was really

interesting, so | became interested and asked to work here.

Did you have an interest in the works and creative activities of people with
disabilities before that—that is, before you came to work here?

To be honest, | wasn't interested in it so much. Of course, | was aware of it, and
it wasn't that | wasn't interested in it at all, but | thought of it as something

separate from my own creative activities.

Mr. Imamura, since you began working at a group home, | believe you had direct
contact with people with disabilities. However, | don't think you had much to
do with their creative endeavors, as it wasn't a place for creative activities.
Apart from that, were you interested in the creative activities of people with
disabilities?

At first, | don't think | was all that interested. The reason | started this job in
the first place was that there were quite a few people in my university class

who were working in this field.

Do you mean working in a group home?

Yes. | was working as a group home caretaker several times a week. It was a
job that | started because | simply had to earn money. Thanks to working as an
artist while doing that kind of job, around 2013, when the Mizunoki Museum of
Art held a group exhibition, they invited me to join them.

Did they invite you as an exhibiting artist?

Yes. Moreover, my plan was to select one of the creators with disabilities who

belongs to Mizunoki atelier, living or deceased, and exhibit that person's work
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and my work together. As a result, my interest in the works of people with

disabilities gradually increased.

Ms. Takano, you're the only one of the three who had been interested in the
creative activities of people with disabilities since your school days. Why were
you interested in them?

What sparked my interest?

It can be the reason why you became interested in their work, or the aspect of
their work that interested you.

Ever since | was a student, my production style has been to shut myself up in
my atelier and, for example, draw small circles all the time, and put a piece of
paper on top of them to make them invisible, then draw more. While doing this
time-consuming work, some people said that other creators also made such
works, and they often referred to creators with disabilities. Sometimes | was a
little depressed about that, but I'm doing it because | want to, so it's not the
same. In this way, when university professors find people doing similar things
as | have, they introduce the works of people with disabilities overseas, and
| myself see art books by such artists. Even now, | often repeat things in my
work, doing them precisely and persistently. In that respect, | have something

in common with them.

Do you have sympathy for them?
Not only sympathy, but also respect. That's why I've seen a lot of their works

since | was a student.

| see. You're interested in the part connected to your own creation?

Yes.

Right now, each of you is supporting the creative activities of people with
disabilities, or is involved in some other way. Is there anything in particular that
you pay attention to, or that you keep in mind?

Do you mean something | keep in mind while interacting with them?

Yes, or that you keep in mind when you exhibit their works.

Can | talk first? | try not to make the story too emotional, or rather not to
include too many good stories in it. I'd like to describe how an artist told us
about it, or that this person has this kind of handicap, and that's why the work
is like this, but | try not to talk about it too much as a good story. When |
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exhibit their work, | try not to impose my own way of looking at them, so that

people can see the work as is.

You mean that you don't tell the story about the artist too emotionally.
Exactly. | want to add a moving story to the exhibition, and in fact, when I'm
in contact with them, I'm really moved. However, | think it's important not to

impose my feelings on viewers of the exhibition.

How about you, Mr. Teraoka? Recently, you curated the exhibition "The
Symbiosis Art Festival" last year.

| keep in mind that many, but not all, people with disabilities can't communicate
properly, so it's often difficult to hear their intentions clearly and judge their
thoughts. So, | don't know whether the person himself wants to exhibit his
work. While in some cases, it's not even called a work of art, we need to be
aware that it's a kind of violent thing to take them as exhibit works under the
name of "art." | also feel that it's a bit dangerous when we treat their casual
everyday events as works of art. Therefore, I'd like to be careful not to damage
or destroy the relationship while communicating with facility staff, family

members, and the artists themselves.

Does that mean you don't impose the common sense of the art world on them?
That's right. On one hand, what's exhibited is an artwork, but from the creator's

perspective, it may not be a work of art. I'm careful about that.

How about you, Mr. Imamura?

It's not about me, but when | see other co-jin staff members planning
exhibitions, | think that they're very careful in choosing the best way to present
the works based on the artists they're featuring. Sometimes it's better not to
reveal the work's background because the work itself is very strong, sometimes
it's better to exhibit only the work without referring to their disabilities, and
sometimes the story behind the work and the relationship between the artist
and the people around them are very interesting from an artistic perspective,
even if the work looks unremarkable at first glance. Sometimes these elements
are all mixed; therefore, we carefully consider which way of exhibiting is best
for the artist, and how much background from the work we should reveal based

on the situation.

Do you decide what to do after discussing it together?

How about that?
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Each staff member has their own way.

We present a plan first to other staff, then proceed by listening to their
opinions about it.

Each exhibition has a main curator and a person with a supporting role, and
they have frequent discussions.

Sometimes the two of us don't agree, but we tell each other what aspects we

want to emphasize, then we move forward after discussing.

You're also involved in creative activities, including exhibiting your own
artworks. Is there anything in your own creative sphere that has been affected
by being involved with people with disabilities?

Who speaks first?

I'l speak. As for my own activities as an artist, | prepare for my exhibitions as
much as | can until I'm satisfied with myself in my own atelier. In this process, |
think, "I'm going to show myself like this" and spend a long time—three months
or more—carefully creating the work. In that way, | think | can show myself as
| wish to be seen. As for how to communicate with others, | prefer e-mail to
phone calls, and prefer letters to e-mail because | can communicate better with
others after creating my desired image. However, as | began curating works
by people with disabilities, | realized that | can't really create myself in this
way. It's almost as if the creators are saying that Ms. Takano is such a person,
and that personality could be myself, whom | wanted to control. In the case
of my own activity as an artist, | can draw paintings slowly at my own pace,
so | can direct myself. However, in the case of curating exhibitions, there are
partners, so the true self that cannot be controlled comes out. | have a lot of
conversations with the artists | exhibit at exhibitions. Then, even though I'm
the one conducting the interview, the artist I'm interviewing happens to know

surprisingly a lot about me.

How about Mr. Imamura? Do you think that people with disabilities have
influenced your own creative activities?

| don't think there's much that I'm consciously influenced by, at least visually,
but | think that I'm unconsciously influenced in various ways. There's one thing
that exerts a clear influence on my work: | usually present installation works. At
one time, | planned to exhibit two-dimensional works that were different from
my usual style. | needed courage to exhibit them. | thought that the work was
related to what | had done so far, but | feared that other people would think
that | was doing something completely different. So, | hesitated to display

them. When | work for co-jin at such times, the fact that | want to make this
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can be a reasonable concept, rather than how it looks in that context of my

career. That gave me courage.

Does that mean you're encouraged by the creative attitudes of people with
disabilities?

That's right. | thought that was one of the ways that art should be. We
incorporate various concepts into our work, and one could be "because this
is what | wanted to make." If | was a student who had just entered an art
university and said something like this, | think people would laugh at me.

Looking back on it now, | think it's very strong and believable.

Did you begin to think that way when you saw the works of people with
disabilities?

Yes. | think it was because there was a very strong expression there.

Mr. Teraoka, as you often present installation works, you may not directly be
influenced visually, but do you feel anything about this?

| may not have been directly affected either, but since | started working here,
I've stopped using the word kaiga (formal word for pictures) so much and
started thinking about using the word e (common word for pictures) instead.
Before that, | felt like | was bound very strongly by kaiga and the discipline
of art represented by that word. Even if e (paintings) aren't in museums or
galleries, they're in everyday life. With an e in front of me, | can find value in it
and conclude, "This is a good e." This is how | came to think of such paintings,
which seems like a small thing, but means a lot to me. Just by changing the
words in that way, the boundaries between artworks and things that aren't

have become a little less definite for me.

Is that because you've met so many artists who create artworks like their
everyday routines?

Yes.

Thank you very much. Finally, how do you envision the future of creative
activities for people with disabilities—more specifically, what would you like to
be involved in, or what would you like to do with people with disabilities? Or,
from a slightly broader perspective, what kind of system do you think should
exist in society for them? Tell me your suggestions for the future based on your
experience.

It doesn't matter what you think as a co-jin staff member, or as yourself.
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We talked about it before. It would be good if artwork by people with
disabilities could be evaluated based on various standards. For example, is it
artistically high quality, or is it meaningful from a welfare perspective? It would
be good if more such standards of value existed. It's probably impossible for
the co-jin to employ all the various evaluation criteria by ourselves. Instead, |
wish we could play one of many roles. The co-jin has a gallery space, so | think
it would be good if we could play a role by instructing them from an artistic
perspective. However, from a social perspective, other activities are also
necessary. Still, few people are interested in the creative activities of people
with disabilities, even among people interested in art. However, even among
people involved in social welfare, many don't know about facilities that actively
engage in creative activities. If they learn about it, their facilities themselves

and the people with disabilities who use them would be enriched.

You can observe the creative activities of people with disabilities from various
perspectives, so you have more options now.

There's one more thing. For example, blind Kyoto-based artist Takayuki
Mitsushima has been running his own atelier and gallery for the past few years.
He held an exhibition there last year that he curated and plans to hold another
exhibition this year. He also holds workshops where visually impaired people
can experience creative activities. Until now, Mr. Mitsushima would've been in
a position to be selected by a curator with no disabilities, but now he's in a
position in which he chooses artists and provides workshop opportunities. We
hope that such a reversal will occur and that there will be more events in which
people with disabilities take the initiative. The number of people who can do
this is limited, but we think it would be good if such possibilities gradually
increased. | was talking with Ms. Takano before that Mr. Mitsushima will ...

Could you explain, Ms. Takano?

I'd like Mr. Mitsushima to hold a public offering exhibition in which only he and
the visually impaired judge the works. Mr. Imamura and | were talking that
wed like to apply to if such an open call ever was attempted. For example, if
there's an exhibition in which works are judged only by sense of touch, I'd be
interested in the evaluation standard used. People with disabilities always have

been on the side of being selected, but now they'll be on the selecting side.
If this happens, two-way communication will be realized in the true sense.

That would be more interesting.

It would be difficult because if the people who are on the side of selecting or
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curating don't want to do it, they'd end up being forced to take on that role.
That's right.
[t means that you can have a two-way relationship while respecting the

person's will.

Thank you all very much for your time today.
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Taking Over the Voice

Konel Takanash

| have been filming the creative activities of people with disabilities and their
daily lives several times. Through the filming of these activities, | saw some of
the ways in which instructors at the workshop and facility staff interact with
and communicate with people with disabilities. However, thus far, | do not know
what happens in usual creative sites that are not filmed and what the people who
witness it are thinking and how they are acting. To be precise, in my personal
relationships with such people, even though | have had a few conversations with
them about it, | have never really listened to them carefully. With the background
of this experience, my role in this exhibition was to stand beside Tadashi Hattori,
the curator and interviewer, and to witness the dialogue while recording it with
a camera and microphone. The interviews lasted approximately between 15
and 30 minutes, and the words spoken in them are not limited to reporting the
creative workshop, but are also substantiated by the relating of experience. The
interviews are conducted slowly, sincerely, and frankly to ensure that there were
no misunderstandings. At times, the participants spoke passionately and at other
times they spoke calmly, and their stories ranged from the past, to the present, to
the future. What was particularly impressive for me is that although the nuances

may be different, they occasionally expressed the same opinions.
Triggered by External Factors

A common aspect among the six interviewees is that they generally did not start
their engagement with people with disabilities because they were originally
interested in people with disabilities and their creations. Rather, a small chance
encounter shaped their current job.

Mr. Mori says that he had almost no contact or relationship with people
with disabilities from junior high school to university graduation. However,
simultaneously, he remembers that there was a class for students with disabilities
in elementary school and that there was a person with a disability in his
neighborhood when he was a child. Mori re-established contact with the creations
of people with disabilities after he graduated from university. He learned about
some of the activities of Mizunoki, a subsidiary of a social welfare corporation

called Syokaen, in a university class; thereafter, he participated in a workshop
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on artistic activities that included people with disabilities, which led him to his
current activities.

In the case of Ms. Takano, a university teacher who saw her ways of execution
of her work recommended that she should refer to the works of artists with
disabilities. This triggered her to become aware of her current activities in co-jin.
Subsequently, she quit her job at a company and moved to her current position.
Mr. Imamura also began working at a group home for people with disabilities to
earn a living, which led to his current job for co-jin. Further, Mr. Teraoka landed
his current job after visiting a facility for people with disabilities through his
friend and becoming interested in the art works there. Mr. Ito was invited by the
vice director of a non-profit organization—the Research Institute for Arts for the
Disable—to join as a program director. Mr. lwashita was invited to the workshop
held by his friend and artist in a psychiatric hospital in 1987 and has been involved
with the hospital ever since.

Although the timing, process, and year of continuation of their contact with
people with disabilities are not the same, they are all related to the creative
activities of people with disabilities through external factors mentioned above.
This may be by chance, but the fact that it was brought about in that manner
deserves special mention. They all encountered the creations of people with
disabilities during the process of becoming an art expert, which influenced the

works and activities of these six artists.

Awareness and Learning in the Field

Even though their specific skills and themes are different, the six interviewees
hold professional positions in the art world. In the course of the interviews, they
spoke frankly about their thoughts on the creations of people with disabilities—
not only as employees of welfare facilities, but also as individual artists.

Mr. Mori, who continues to be involved in the creative activities at the Mizunoki
Workshop, expresses his thoughts in the following manner. "I sometimes get
jealous of them, wondering how they can draw like this." He continues to witness
the continuity and precisely repeated routines of their creative activities and
compares them with the ups and downs of his own activities. The absence of
external evaluation of an artist can occasionally cause him/her to hesitate or stop
creating. However, Mr. Mori felt that the people with disabilities he interacted
with appeared to continued their work as earlier even during the COVID-19
pandemic. The fact that he made a point to convey this in the interview indicates
that it probably made a strong impression on him.

Mr. Iwashita said that he had been interested in patients, but was also "scared"



before conducting workshops at the psychiatric hospital. Moreover, when he
danced for the first time in a psychiatric hospital, he was surprised when a patient
uttered the words, "This is how humans live!" In addition, by spending time with
the patients at the hospital, he became accustomed to the unusual situation of
a psychiatric hospital and gradually found a way to communicate with patients
through his dance, thereby establishing a new communication style. He also said
that the question "What is a workshop?" asked by another patient was a very
essential one for him to dance.

Further, Mr. Imamura stated that one of the things that influenced him through his
activities for co-jin was that he believed that merely the thought that "l wanted
to make this" could be a reasonable concept for an art work. Artists are often
required to express their concepts more as compared to putting their ideas and
techniques into their works. However, through his involvement in the activities of
artists with disabilities, Mr. Imamura said that the belief mentioned above is "one
of the ways that artists should be." What can be understood from this remark
is that through the activities for co-jin, Mr. Imamura gained the confidence to
not rely on external factors to influence or evaluate his works. Mr. Teraoka, who
also belongs to co-jin, prefaces that there is almost no direct influence on his
work from the works by people with disabilities, but he has stopped using the
word kaiga (formal word for pictures) so much and begun to think about using
the word e (common word for pictures) instead. This indicates the change from
the perspective of the system within the art world to our an individual's own
perspective that spreads outward and encourages them to rediscover that there is
creation in everyone's daily life. This leads to a question pertaining to the system

and structure of art—"Who names what as an art work?"

Who Calls It an Art Work?

Artists with disabilities, and most of their art works, are often treated as
something special, and even art experts often think of them as being part of a
field that separate from that of common art works. Mr. Ito says that he witnessed
that the art-related people working at a certain art facility did not come to the
exhibition by people with disabilities even though it was held there. He said that
he has frequently experienced the lack of interest in this regard from museum
staff. He also questions the use of the word "handicapped" as a prefix when
referring to such works and creators. From this attitude, Mr. Ito indicates that
they appear to make a distinction between mainstream art (art works by non-
disabled artists) and heretical art (art works by disabled creators) and regard the

latter as less legitimate. Simultaneously, he has become more aware than earlier
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that he is an "art insider" (a person inside the system), as he works at the facility
he belongs to. Against this background, he works to make it normal for people
with disabilities to be treated equivalently to other artists. For this reason, he
treats artists with disabilities as belonging to the same system as non-disabled
artists and actively sells their works and goods in order to ensure that that they
are paid fairly.

Mr. Imamura and Ms. Takano of co-jin insist that artists with disabilities should
change their position from being selected and invited to select works as
exhibition planners and to invite non-disabled artists. Even though not everyone
with a disability can become a planner, they introduce the activity of the Atelier
Mitsushima in Kita Ward, Kyoto City, and indicate that such attempts are already
being made. There, they planned a competition for tactile three-dimensional
works, invited a visually impaired artist as one of the judges, and exhibited the
selected works at their gallery.

| personally believe that it is difficult to say that it is possible to separate the work
itself from the background of the artist and to experience the work independently.
However, in the case of art works created by people with disabilities, the focus
is more often on the creators themselves. There are many exhibitions in which
such annotations and divisions about disabilities are set in advance and we are
encouraged to appreciate the works through them. We need to be aware that
this apparently polite (pretending as if it is polite) exhibition design may deprive

viewers of the right to actively view the art works.

Experiences will be Diffused

This project, which comprised a series of interviews, reached a temporary
conclusion in the form of an exhibition at Kyoto University of the Arts in January
2023. The interview films with English subtitles were screened separately on four
monitors, and the transcribed text of the interview was displayed next to them.
There, we ensured that the statements of the six interviewees were understood
by using either sight or hearing alone. Since the form of an exhibition fixes the
place of appreciation, it physically restrains the viewer. This becomes even more
evident when displaying audiovisual works. There are conflicts and contradictions
here. | would like people to know that there are voices and facial expressions that
cannot be heard and seen unless one stands in a specific place just in front of
them, but | am hesitant to force the viewer to do so in an exhibition. However, |
want people to know that the experiences of the six people appearing here can
only be acquired by leaving their bodies in institutions, hospitals, and studios
for long periods of time, and | want people to hear them speak about such

experiences. The exhibition is over, but their voices remain in this book. | hope



that every time people turn the pages, the voices will penetrate them. Moreover,
it will be an opportunity to understand not only people with disabilities and their
creative activities but an opportunity for those who read the book to understand

themselves.
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They Mgt o Meet:
Compiementary Relationghips between Creators
With DiSanilties and Contemporary Artists

Tadashi Hattori

Comparison between the Western Art Workshops and Japanese Ones

In the fall of 2010, | visited and researched workshops for people with disabilities
in Europe with the support of a scholarship from the Japan Association of Art
Museums. | visited famous workshops selling art works in the Outsider Art
market, such as Atelier Herenplaats in Rotterdam, Créahm in Liége, and Bifrost in
Denmark. Most of the staff members who welcomed me and introduced me to the
activities and art works created at the facility were artists who themselves were
engaged in creative activities. Moreover, most of these facilities were established
by the artists themselves.

In studios established by artists, they emphasized that their activities were based
on an artistic viewpoint and not a social welfare one. | felt that they were rather
proud of this. They had a strong belief that they were cultivating artists and that
what was produced in these studios was art. At the same time, | often heard
critical discourses from them regarding creative activities in facilities where artists
are not involved.

Of course, apart from these artistic workshops, there are numerous other
workshops that engage people in creative activities for social welfare and
therapeutic purposes. | assume that the people who run such workshops also have
their objections to the artists who criticize them. However, they were not actively
presenting or evaluating the work created there and, thus, it was extremely
difficult for an outsider like me to access their activities. Thus, | realized that at
least 20 years ago in Europe, in order for the value of the art works of people with
disabilities to be evaluated in the art world and for the art works to be sold or
exhibited, it was essential that the artists were involved in these activities and

that the artists supported the creation and presentation of these activities.
The Role of Artists in Japanese Workshops

In Japan, on the other hand, organizations related to social welfare services for

persons with disabilities supported their creative activities and provided them



with opportunities to present their works to society, such as the exhibitions of
works by people with disabilities under the title of "art brut," which began to
flourish around the year 2010, and the prior Able Art Movement, which began
in the mid-1990s. Even in these activities, artists were often involved in various
ways. However, as most of the workshops in Japan were run by social welfare
organizations, it was not essential for artists to be involved in such workshops.
Furthermore, workshops established and run by artists themselves are rather rare.
In many cases, these creative activities were one of the options among various
activities that the institutions offered to their users with disabilities, or these
activities were positioned as leisure activities for users. In the case of Mizunoki
Atelier—where Taizo Mori works as an art teacher—and of the improvisational
dance workshop at Konan Hospital—where Toru Iwashita plays the role of a
facilitator—the administration positioned these activities as such.

The conflict between art and welfare that is evident in Europe with regard to the
creative activities of people with disabilities are not obvious in Japan. This implies
that more people with disabilities have opportunities to participate in creative
activities in Japan, even though such opportunities are limited. Although there is a
substantial advantage for people with disabilities in Japan, it simultaneously leads
to a situation in which people in the art field pay little attention to the creative
activities of people with disabilities; this has been prevalent in Japan for a long
time.

In recent years, private collections of outsider art have been stored in public
museums in Europe and the United States. The Museum of Modern Art in New
York actively purchases art works by people with disabilities. The collection of
over 1,000 works by Bruno Decharme, a leading art brut collector in Europe,
was housed in the Musée National d'Art Moderne in Paris for their permanent
exhibition in 2022. These are big topics in Europe and the United States in recent
years. However, in Japan, it is difficult to say that there is an increased interest in
the art works of people with disabilities. This is exactly what Nobuaki Ito clearly
indicated in his interview for this project. According to him, people involved in the
art world come to see his exhibitions, but they never come to see the exhibitions
of works by people with disabilities that he organizes.

Further, in Japan, those involved in social welfare have taken on the role of
supporting the art work of people with disabilities because there is little interest
in the art works of the latter from people in the art world. However, in recent
years, there have been signs that this situation is changing. As is evident from
the interviews conducted for this project, an increasing number of artists who are
constantly producing and presenting their own art works are becoming involved

in creative activities organized both by social welfare facilities and by public
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agencies that support such activities. In addition, over the last decade, there has
been a significant increase in the opportunities for artists to be involved in such
activities.

In many cases, such activities by artists supplement welfare facilities and policies
for the welfare of persons with disabilities; these are not hugely different from
social welfare activities, as in Europe. If so, there may be richer possibilities in
contemporary society for the creation of an inclusive society.

In Europe and the United States, where the concepts of Outsider Art and Art Brut
have been established as art terms, high-quality art works can be dealt with in the
art market regardless of whether or not their creators have disabilities. In order to
encourage artists with disabilities who can work in such a system, artists who can
judge the quality of their works and determine if their works will be appreciated
in the art market as well as those who can support the creative activities of
people with disabilities should play a central role. It is difficult for officials who
specialize in welfare administration to take on such a role. Workshops for people
with disabilities conducted by artists in the Western world are based on such a
manner of thinking, which emphasizes the quality of art works to varying degrees.
On the other hand, for many Japanese artists supporting the creative activities
of people with disabilities, their priorities are different from those of Western
artists. They work for the workshops operated based on welfare principles, such
as improving the quality of life of people with disabilities and giving greater
importance to therapeutic and rehabilitative effects on their users. Of course, as is
evident from the interviews in this book, each artist also evaluates the quality of
art works by people with disabilities based on their own standards. Their primary
goal is rarely to train disabled people to play an active role in the art world or to
enable the art works of disabled people to be sold in the art market. Their criteria
for judging the quality of their activities are, above all, what is best for people
with disabilities. This appears to be a more equal and inclusive relationship than
supporting people with disabilities as outsider artists.

This may partially correspond to the changes in contemporary art expression.
Questioning the quality of the work itself is premised on the idea that the art
work has its own autonomous value that can be established even if it is separated
from the social context. In contrast, the trend in contemporary art in recent
years is to consider how art relates to contemporary social issues. Questions
such as how people with disabilities live in the society today and what art can
do to alleviate their difficulties in life are close to such trends in contemporary
art. Therefore, it was probably inevitable that contemporary artists would take
an interest in the creative activities of people with disabilities, which have been

mainly led by people involved in social welfare services thus far.



After the Interview and Exhibition

The premise of this project is the recent situation surrounding art and disability.
There must be a decisive difference between the artists in this situation today and
the artists who supported people with disabilities to create art works that were
to be distributed as Outsider Art in the West in the 1990s. This project began
with a few simple questions. What interests or sense of mission inspire artists
in contemporary Japan to become actively involved in the creative activities of
people with disabilities? How does their involvement in facilities that support
people with disabilities and in the creative activities of people with disabilities
influence their own creative activities?

During the course of the project, it became clear that the encounter between
artists and the creative activity of people with disabilities is often affected by
accidental factors; nevertheless, artists who have begun to get involved in it will
be attracted to this activity and continue to be involved. This implies that if there
are more opportunities for artists to encounter the creative activities of people
with disabilities, a greater number of artists will potentially want to be involved in
this field.

Moreover, the abovementioned encounter has had a positive impact on the artists
themselves. They are not superficially imitating the style of art works by people
with disabilities, but are influenced by this activity on a deeper level. For example,
they may be inspired by the creative attitudes of people with disabilities and
reflect on their own activities based on the words and actions of this group of
people, or their indignation against the society's unfair treatment of people with
disabilities may inspire their own creations. Thus, it can be said that the impact
these artists had has spread widely to us through their creative activities. If this is
indeed the case, government policies to support the creative activities of people
with disabilities should focus on creating opportunities for artists to encounter
the art practices of people with disabilities.

Finally, | would like to touch on the reason why we presented the results of this
project in the form of an exhibition. As one of the co-curators, | participated in
the exhibition entitled "Evidences and Messages from a Shrinking Society" held
at the Kyoto International Manga Museum from January 2022 to May 2022. From
the experience | had there, | came up with the idea for this exhibition. In the
exhibition in Kyoto, | introduced the creations of two users of Nishiawaji Kibou-
no-ye in Higashiyodogawa, Osaka. At that time, | believed that it was necessary
to introduce the users' daily life as well as their art works; therefore, | asked Mr.
Kohei Takahashi to produce short documentary movies on them. Thus, our common

concerns led us to this project.
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Since the results of this project are mainly in the form of interview videos and
texts, we could have merely published these on the Internet. However, we
believed that a physical exhibition was absolutely necessary. What we learned
from these interviews is that there are not enough opportunities for artists to
encounter the creative activities of people with disabilities, and that if they had
the opportunity, an increasing number of artists would be interested in such an
encounter. If so, we must create a platform for such chance encounters. This is the
significance of holding this exhibition in an art university, especially at a place that
is frequented by many students and teachers. Information on the Internet reaches
only those who are interested in it. However, we wanted these interviews to reach
those artists who may or may not be interested in the creative activities of people
with disabilities. A few of the students at the Kyoto University of the Arts, where
the exhibition was held, happened to pass by and saw an interview with a teacher
whom they had taken a class with; they stopped and listened intently to the
interview. It is our sincere hope that among such a young generation, there will
emerge artists who are sincerely involved in the creative activities of people with

disabilities just like those who willingly agreed to be interviewed for this project.
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