
■

Herai Takanori
1980-, Iwate

Strange, fascinating patterns, in which neither 

images nor symbols can be identified, cover sheets 

of  B5-size (176 x 250 mm) paper, piled in a stack 

nearly 30cm high composed of  nearly 1,000 

sheets, bound with a businesslike black cord. 

According to staff  at the facility where Herai 

creates them, to him they are a form of  text, and 

each page is a diary entry.

“Today I did exercises with the radio exercise 

program … Miso soup, pickled plum, coloring 

books, Coupy pencils, dried seaweed, milk.” On 

the reverse side: "Wonderful weather, sunny, 16 

degrees Celsius, Wednesday, March 15.” These 

are the contents of  the diary, dictated by Herai 

and written down by a staff  member. He has 

made his own rule that the temperature is always 

one degree higher than the date, and close 

examination reveals that the holes seemingly 

randomly punched to put the binding cords 

through actually have their positions precisely 

indicated inside the diary. There is no end to the 

artist’s diligence and sincerity.

Expressing oneself  in a truly unique fashion is 

always a lonely process. Previously, more than 10 

years’ worth of  Herai’s diary was discarded before 

anyone realized what it was.

Apparently it was difficult to make sense of  Herai 

when he first arrived at the facility. As time went 

on, however, staff  members were drawn to the 

beauty of  the repeated patterns that he drew so 

meticulously, and gradually approached him, 

peeling back layers of  mystery one by one. His 

drawings came to appear as a language, and his 

solitary endeavor, little by little, became a mode 

of  communication.

Herai’s work was featured in the Art Brut du 

Japon exhibition (2008-2009) at the Collection de 

L’Art Brut in Switzerland, and is now kept in its 

permanent collection.

■

Matsuda Ryoma
1981-, Nagano

The works are done in pencil on A4 (210 x 297 

mm) or A3 (297 x 420 mm) size copy paper. 

When you look closely, you see inscriptions such 

as “Second command ... Captain Matsuda keeps 

watch over  the  wor ld,  s tops  a l l  wars !  He 

unflinchingly defends Japan and the entire world. 

He is a warrior protecting the Earth,” and so forth. 

Captain Matsuda is in charge of  the Earth 

Defense Corps, and the pressure is on.

Matsuda draws line after line with a ruler, and on 

them writes commands and reports on activities 

of  the Earth Defense Corps. His writings on other 

subjects such as the family of  Ultraman, the 

famous Japanese sci-fi TV hero, and performers 

on the annual televised Year-End Song Festival, 

also greatly entertain readers. He carefully places 

each of  his works in a binder and stores them 

away.

When writing these things, he is the very epitome 

of  the Captain. He keeps close track of  what is 

happening in the news,  and is  constant ly  

conscious of  his crucial mission of  “keeping the 

peace on this planet.” Writing fantasy stories like 

these enables people to soar freely beyond the 

bounds of  real life, and it is an activity that has 

brought joy to human beings for millennia.

Matsuda impeccably carries out his duties in an 

elderly care facility, changing sheets and folding 

boxes. His other vital mission as commander of  

the Earth Defense Corps continues unabated, 365 

days a year with no vacation. Perhaps this is his 

true life’s work.

■

Kishaba Moriya
1979-, Okinawa

Kishaba's intense interest in written characters 

began when he was a child. It began with simple 

shapes, and gradually evolved into a fascination 

with complex kanji, which continues to this day. 

He often opens up a kanji dictionary and tirelessly 

gazes at its pages. His father, a printmaker, says, 

“He cannot understand what kanji mean, but he 

seems enthralled by their structural elements like 

use of  space and number of  strokes.” Kishaba’s 

attachment to kanji is such that he has a local 

clinic keep a kanji dictionary on hand, and stops 

by every day on the way to work at the facility so 

he can look at it.

Ensconced in his room alone, he writes kanji 

endlessly. It takes him about half  a year to fill 

paper the size of  a notebook page (from a 

continuous roll of  already-used thin paper that his 

father obtained from a local office to use for 

sketching)  with kanj i  the s ize of  those in 

newspaper articles.

Kishaba has only filled in three or four of  these all 

the  way to  the  end,  and he  usual ly  s tops  

somewhere along the way, although the reason is 

never clear. There must be some violation of  his 

own private rule, some small distortion that he 

finds unendurable and makes him call a halt to 

the work. His works are defined by a keen and 

singular aesthetic sense, and the great pleasure 

and satisfaction he took in making them is 

conveyed to the viewer.

He also has another intriguing mode of  working 

with kanji as a material. It is a kind of  “game” in 

wh ich  he  conve r t s  a l l  t he  h i ragana  in  a  

pre-existing book, such as an illustrated book for 

schoolchildren, into kanji. With their pages 

densely filled with handwritten kanji, the book is 

transformed into something that might be called 

The Big Book of  Kishaba Moriya, and the viewer 

cannot help but be entertained.

■

Matsumoto Hironobu 
1991-, Kumamoto

In  Matsumoto ’s  work ,  smal l  mys te r ious  

shape-units accumulate one by one, forming a 

dense and beautiful world of  his own making. 

Using vividly colored pencils, he draws with great 

care and tireless tenacity. A distinctive aspect is 

the way he takes things he has seen in photos or 

in real life and alters them to fit his unique 

sensibility. The imagery is drawn from cities, 

vehicles, illustrated encyclopedias of  outer space, 

pictures from history books and so forth, but 

emerges on to the page transformed by the filter 

of  his unique creative process.

Matsumoto draws at home in the living room, at 

a large writing desk that his father bought, using 

about 50 colored pencils in two baskets. These are 

his  special  implements.  He seems to have 

developed a system to avoid using any one 

colored penci l  too much,  for  example  by 

transferring a pencil to the other basket once he 

has used it, and replacing it with another color.

He works sitting erect in the chair and keeps up a 

steady rhythm, changing colors regularly. While 

at work, he looks as happy as can be. Explaining 

proudly that “if  you work this way, you can use a 

lot of  different colors,” he forges ahead, drawing 

tirelessly. Matsumoto works for two hours or so 

every day, especially preferring the quiet time in 

the evening after dinner. Apparently he always 

liked to draw since he was a young child, and if  

left alone would keep drawing for five or six hours 

at a stretch.

M a t s u m o t o  h a s  b e e n  d i a g n o s e d  w i t h  

high-functioning autism, but the beauty and 

wonder of  things he finds difficult to put into 

words are eloquently expressed in the pictures he 

draws.

■

Tsuji Yuji
1977-, Aichi

Tsuj i ’s  c i tyscapes  b lend memor y and his  

imagination to represent “imaginary cities that 

really exist, somewhere.” According to his mother, 

“He always loved to look at scenery, and when 

riding in the car or train would stare out the 

window the entire time. Especially he loved to 

look down at the city from the top of  a tall 

building, and if  you left him alone he’d gaze at it 

for hours.” He takes places he remembers clearly 

from real life, such as favorite buildings or 

intersections, as a starting point, and works from 

there, gradually creating his own imaginary cities. 

When he returns home from the welfare facility 

he at tends,  he  begins  to  draw s lowly and 

deliberately, always starting work in the same 

place at the same time. Surprisingly, there is no 

underlying drawing––he goes right to work with a 

pen, with no preliminaries, and never goes back to 

erase a single line.　
Rows of  houses nestling under the eaves of  a 

continuous roof. Dark, narrow alleys that wind 

between them. The wind blowing through the 

hills and out to the open sea. The glare of  the 

highway that runs through it. Is Tsuji himself  in 

the picture, flying freely around the sky and 

observing with the eyes of  a bird? The viewer gets 

a peculiar feeling, as if  having actually entered the 

world that the artist created.

Everyone has the desire to see the wider world, 

and with his imagination and artistic ability, Tsuji 

fulfills this dream. A bird’s-eye view like this is 

like the eye of  God, who can see many places at 

the same time. Can such a simple act as drawing a 

picture bring people such satisfaction and sense of  

conquest? His art informs us that yes, we can: 

drawing pictures is a form of  magic.

Tsuji has been obsessed with drawing these 

cityscapes since he was in junior high school, and 

his mother has stored all his drawings carefully 

since then.

■

Motooka Hidenori
1978-, Hyogo

C o p y  p a p e r  a n d  p a g e s  o f  n e w s p a p e r  

advertisements are packed with tiny trains, 

densely filling the space. Why are they jammed in 

so tightly together? No matter how many times 

people ask Motooka this question, he simply 

smiles and replies, “Because I want to draw lots 

of  them.”

Close examination reveals that there are nearly 50 

varieties of  Hankyu trains, which operate in the 

city of  Kobe where he lives, and some feature 

writing too minuscule to read, such as the serial 

numbers on the train cars. Of  course the artist 

himself  has no trouble reading it.

Motooka draws all the trains he knows on a single 

sheet of  paper, resulting in these chronically 

overcrowded conditions. Apparently he wants to 

see all of  the trains he knows at once, all in one 

place. Every time a new train model is made, he 

adds it to the group, and draws all the trains again 

from the beginning so you can see the difference 

when compared to the earlier works. Of  course 

there are too many trains to fit on one piece of  

paper at this point, and he joins several sheets of  

paper together, but he never tries to give the trains 

more breathing room, seeming to relish the way 

they are packed in tightly on the page.

He has been working this way for more than 15 

years, storing the drawings carefully in binders, 

but taking them out every day to gaze at them. To 

collect things, to line up what you’ve collected 

and behold it: this is an instinct we all share. 

Observing the way Motooka collects his happy 

dreams on thin sheets of  paper, one is moved by a 

sensation of  bliss and contentment beyond the 

riches and power of  kings.

■

Yamazaki Kenichi
1944-2015, Niigata

At the psychiatric hospital where he lived, 

Yamazaki drew every day according to a regular 

schedule. All of  his drawings are on graph paper, 

and look just like blueprints of  some kind. He 

made holes at many points with the needle of  a 

compass, and drew lines connecting them to form 

images. Seen from the back, the sheets of  paper 

have countless needle holes arranged regularly, 

resembling the beautiful patterns of  lace cloth. He 

produced nearly 3,000 of  these works, which he 

filed away carefully one by one in his own binders. 

Yamazaki worked this way for over 30 years.

Yamazaki kept professional precision drafting 

tools in his bedside drawer. He declared on 

numerous occasions, proudly and with great 

enthusiasm: “I have to draw these diagrams 

precisely, in this way, using these implements, 

because the work I do is so important.” 

The subjects he depicted were drawn from the 

public-works construction sites where he worked 

as a young migrant laborer. They include large 

ships equipped with cranes and hydraulic 

excavators. He also produced a work entitled 

Control Center, of  which he said: “When this 

switch is pressed, helicopters take flight and verify 

the safety of  the surrounding area.” This picture 

vividly encapsulates Yamazaki’s imaginary world.

Yamazaki lived in the world depicted in his art, 

and even assigned himself  the role of  Control 

C e n t e r  D i r e c t o r.  N o  m a t t e r  w h a t  t h e  

circumstances, he was always seeking to connect 

with the world of  his imagination––a powerful 

imaginat ion that  could  never  be  s topped 

throughout his life.

■

Obata Masao
1943-2010, Hyogo

During the day Obata collected smelly cardboard 

boxes from the kitchen of  the facility where he 

lived, and night after night he drew on them in his 

room. He used his bed to stack paintings, while he 

slept curled up in a tiny space cleared out from 

the mountains of  cardboard. However, many of  

his paintings were thrown away every time there 

was a major cleanup, so he used to carry several 

paintings around with him on the job as well. He 

explained that he rounded off  the corners of  his 

pictures because otherwise, the paper would be 

damaged when the corners bumped into things. 

Obata was always using his ingenuity to continue 

doing what he loved, which was to draw. 

Alone in the world without kin, Obata created 

countless pictures of  “brides and grooms” and 

families, which may have been realizations of  his 

modest dreams of  togetherness.  He spoke 

earnestly: “There is a man, and there is a woman. 

Between them is a child. It wouldn’t do if  any of  

them were missing, would it?” He also depicted 

all manner of  other things that came into his 

mind, including remembered landscapes, vehicles, 

plants, and furniture, all in his own distinctive 

style, and always from his mind without any 

visual reference.

Obata loved the color red above all,  and it 

dominates most of  his drawings. His love for red 

extended to the clothes he wore, which were all 

red, down to his belt and shoes.

His ar t just happened to reach an external 

audience after he was discovered by a painter who 

came to teach at the facility, but it went on to gain 

great popularity even outside Japan. Many 

exhibitions of  his works have been held, and they 

are stored away carefully.

■

Amasaki Masahiro
1961-, Hyogo

It has been 24 years since Amasaki started 

painting in the painting club at a welfare facility 

for people with disabilities. At that time he 

declared wholeheartedly, “I will follow the path 

of  oil painting.” However, it seems that he 

thought deeply about it, hesitating and wavering 

before making this decision. Now, there is 

evidently no doubt in his mind that oil painting is 

the true painting. In his painting club, where the 

members work with a wide variety of  materials, 

he is alone in adopting a dignified and even lofty 

creative stance.

His paintings have gradually grown in size, and 

for the past ten years, he has been working on no. 

50-size canvases (117 × 91 cm), which take about 

a year to complete. He has completed at least a 

dozen large works. For many years, he has 

consistently chosen his own themes, and once he 

dec ides  on  a  sub jec t  he  conf iden t ly  and  

unwaveringly produces one painting after another, 

as in his Flower Series and Traditional Japanese 

Series.

He does not intentionally deform the shapes, but 

as he works intently on the paintings, the images 

become increasingly misshapen. This results in 

singular shapes, as unique in appearance as their 

proud creator.

■

Kibushi Daisuke
1969-, Miyagi

Kibushi says when he walked to his elementary 

school, he passed an old movie theater every day, 

and he never tired of  looking at the movie posters. 

When he was 16, he graduated from junior high 

school and started working at a social-welfare 

workshop,  where he began employing his  

photographic memory to draw movie posters just 

like the originals. From then on, for about 20 

years, until 2006, he drew an enormous number 

of  these “posters from memory” at home.

He worked on A3-size (29.7 x 42.0 cm) copy 

paper,  and s tar ted  r ight  in  drawing  wi th  

multicolor marker pens, with no preliminary 

sketch. He keeps one or two film books at his side, 

but if  you watch him at work it becomes clear 

that he only refers to them in order to recall the 

movies’ titles, or to depict the actors’ features 

more faithfully, and there are no reproductions of  

the posters he is drawing in these books. This is 

because the movies date from a period when 

enter tainment-oriented movies were being 

mass-produced, and no reproductions of  the 

posters exist. He draws from the memory etched 

on his mind’s eye, as if  the poster were actually in 

front of  him, even reproducing the gaudy colors 

peculiar to popular movie posters of  that era, the 

names of  the cast – even those playing bit parts – 

and the movie rating. 

Kibushi’s mother says that as a child he often 

caused problems by drawing signs on thick paper 

and posting them in the sandbox to look at from 

afar, or drawing signs on the walls of  other 

people’s houses without permission. For the artist, 

there may be some special magic in presenting his 

creations to the public and finding a wider 

audience. 

However,  despite creating these drawings 

prolifically on a daily basis for decades, for some 

unexplained reason, he more or less stopped 

working around 2006.

■

Ishino Keisuke
1987-, Kagoshima

I s h i n o  w o r k s  a t  h o m e ,  p r o d u c i n g  

three-dimensional dolls about 20 to 40 cm high, 

16.5 to 40 cm wide, and 5 cm thick. They take 

uniquely angular forms with no curves, and 

amazingly, are made without using glue. They are 

hollow inside, and while they appear hefty and 

massive, they are incredibly light when picked up.

He first draws the fronts and backs of  the dolls on 

A4-size (21.0 x 29.7 cm) copy paper with magic 

marker, and then cuts to divide the parts into 

blocks so it will be easy to make them into a 3D 

object. He does not separate them by category of  

body part, such as heads, arms, legs and so forth, 

but rather in a rational manner so as to facilitate 

the conversion of  2D shape to 3D form, using a 

distinctive method that he devised himself, freely 

controlling various factors in the process.

The subjects are mostly girls and anime characters, 

and over the last few years he has been working 

with particular fervor on a “girl series,” including 

teen idols, girls in school uniforms, and girls in 

swimsuits. 

Ishino began making three-dimensional works in 

the third or fourth grade, inspired by a favorite 

paper model his father bought him. They were 

originally horizontally symmetrical, but in recent 

years  they have been evolving to  inc lude 

asymmetrical pieces and those made with clear 

film (for overhead projectors), which a friend 

recommended. He currently produces around 200 

figures a year.

■

Yashima Koichi
1963-, Osaka

All of  the art objects Yashima creates are small 

enough to fit in the palm of  the hand, and all are 

made entirely with “things he found lying around.”

He takes nearly two hours to reach the welfare 

facility, a walk that would normally take less than 

30 minutes, because he stares intently at the 

ground the entire time looking for things to pick 

up. These include candy boxes, wires, buttons and 

pieces of  toys. When he arrives at the facility, he 

puts them into a special box with a pleased 

expression. Then, he fastens them together with 

cellophane tape to make fascinating objects. 

The story of  how Yashima started doing this is 

interesting. He had long been in the habit of  

picking things up off  the ground, but in 1996 after 

a high-profile outbreak of  E. coli, he was told to 

stop because the things were dirty. For a while, he 

tried his hardest to suppress the urge, but then it 

occurred to him: maybe if  he did not simply 

col lect  the things,  but used them to make 

something, it might be acceptable. The staff  at the 

facility sympathized with his idea, and since then 

each one of  his small creations has been placed in 

a box and saved.

Without a doubt, small things have a great power 

to charm people. When he picks up one of  his 

creations from several years ago, it is evident from 

his enchanted gaze that what fascinates him is not 

the form of  the assemblage he made, but rather 

the individual parts that make it up. Yashima does 

not collect objects because he wants to use them 

as materials, but rather because he loves the 

objects themselves, and the image of  what he 

wants to make arises naturally while he is putting 

them together. That is why there is such an 

astounding degree of  freedom and imagination 

overflowing from each of  his works. 

■

Katsube Shota
1991-, Shimane

Katsube Shota’s figures, about 3 cm in height, are 

made of  wire covered with metallic-finish plastic 

twist ties, like those used to close bags of  bread or 

snacks. He works rapidly, bending and cutting, 

switching back and forth between small scissors 

and wire nippers, and the figures take shape with 

astounding speed. Katsube begins by making 

arms, legs, and torso to form a basic skeleton in 

just about two minutes, and then adds a wide 

range of  decorative elements, completing a figure 

in just five minutes. His technique is quick and 

rhythmic, and as with all artisans, there is no 

wasted movement.

Katsube began producing these works as an 

elementary school student. Although they were 

inspired by the animated warriors he loved to 

watch on TV, they are not copies of  existing 

cartoon characters, but rather each one is his own 

original design.

When a photographer looks through a close-up 

lens to photograph Katsube’s works, he or she will 

be struck by their compelling power. They have a 

powerful physical existence that makes it difficult 

to believe they are made from plain old wire sold 

at grocery stores.

However, Katsube does not keep the figures he 

has made, which is surprising considering how 

enthusiastically he makes them. Apparently, once 

he has made enough to fill a plastic container, he 

gives them away to people around him. He does 

not line them up for his own delight. He is far too 

cool for that.

But the question remains. Why are they so small? 

Ask him, and you get a plain and simple answer: 

that makes them easy to make. In any case, his 

immense enjoyment of  the tactile sensation is 

obvious when you watch him at work.

■

Nishimoto Masatoshi 
1976-, Hokkaido

Nishimoto uses wood to make models of  vehicles 

that are actually found in the city around him, 

including the bus he usually takes, and a variety 

of  other vehicles such as trucks and police cars. 

Working with wood is not easy, because models 

cannot be assembled unless the wood is cut to 

precise dimensions. Accuracy is everything.

T h e  a r t i s t  i s  r e g u l a r l y  e m p l o y e d  a t  a  

woodworking workshop, and is highly skilled 

especially at using band saws to cut out shapes. 

He can cut out even complex shapes in no time. 

One reason he works at this workshop is that they 

let him use the band saws even when he is not on 

the job, and he takes discarded scraps of  wood 

and cuts out window frames, lights, seats, license 

plates and other tiny parts. He works with no 

blueprints or notes showing dimensions, and 

everything seems to be based on schematic 

diagrams inside his head.

He brings the parts he has made home and holes 

up in his room, assembling, gluing and painting. 

The desk where he works and the surrounding 

area are heaped with parts, and looks like an 

automobile factory. Nishimoto is a stickler for 

deta i l  and even renders  pat ter ns  on each 

individual seat of  a bus. For this reason, it takes 

about three months to complete.

Nishimoto employs all of  his technical skills, and 

when even this proves insufficient to achieve the 

desired result, he puts his ingenuity to work. In 

recent years he has produced astounding wooden 

figures of  teen pop idols with joints that move.

■

Suzuki Marie
1979-, Nagano

One day in 2007, Suzuki Marie began producing 

works like her current ones, abruptly abandoning 

her previous cute style to create intense, even lurid 

renderings of  her own mental landscape. It was as 

if  a world shrouded in darkness was suddenly 

thrust into glaring light. The artist began to thrust 

forward the writhing imagery in the depths of  her 

mind, which she had been keeping suppressed.

She first draws bold outlines with a marker, and 

then fills in fine details in the interstices. Only 

when using a red marker, she moves the marker 

up and down to make dots rather than filling in 

spaces. It generally takes from a week to a month 

to complete a piece in this manner.

Memories of  puberty seem to rear their heads in 

the genitals and scissors recurring in Suzuki’s 

work. There is a sense of  estrangement from 

organic life that emerges from the womb, and 

horror toward both male and female genitalia, 

and at the same time an intense fascination with 

these things. At the beginning she says she 

resisted rendering these things and suppressed the 

urge to do so. But at some point she began 

gradually overcoming this resistance, and she 

began to draw them on a daily basis.

Suzuki says that when she draws, she calms down. 

Drawing renders the things lurking inside her 

mind visible, to herself  as well as to others. 

Giving shape to the invisible, form to the formless, 

is a process that can liberate and greatly enrich us 

all. It has the vital power to make us certain of  

our identities and ourselves. 

■

Shuji Takashi
1974-, Hyogo

Shuji sweeps into the studio with a wide smile on 

his face. He gazes intently and happily at the 

subject in front of  him, and tilts his head slightly. 

Then he lays down sheets of  paper and abruptly 

begins to draw black, massive forms. 

When Shuji was 18 years old, he joined the art 

club at his social-welfare facility. At first he drew 

nothing but scoreboards for his favorite team’s 

baseball games, and although he drew every 

number and character on the board accurately in 

black crayon, he would then invariably go on to 

fill them all in with the same black. Then one day 

about two years later, he happened to draw a pot 

on the desk from life, and the result was a truly 

unique picture reflecting the artist’s distinctive 

vision. Since then Shuji has continued working 

from life, drawing plant pots and other everyday 

items he sees. 

Though he looks intently at these subjects while 

drawing, he is not trying to trace their outlines 

visually, but seems to be drawing intuitively based 

on the feelings or impressions he receives from 

them. He does not direct his attention toward the 

overall balance. When he reaches the edge of  the 

paper, he cleanly leaves off  drawing whatever he 

had been drawing, and the composition is 

naturally determined. His compositions are 

unpredictable and brimming with tension, 

featuring singular shapes and exquisite color 

balance that are not the result of  artistic training 

but well up from somewhere within.

It takes four or five hours for Shuji to complete a 

picture. When he rises with a smile on his face 

and heads for the restroom, that’s the signal that 

he has finished. Day-to-day, Shuji works using a 

sewing machine in the workshop of  the facility. 

The pictures he draws are extremely popular, but 

this seems to be of  no concern to him.

■

Gamo Takuya
1978-, Fukushima

Gamo’s works feature creatures with outlandish 

shapes,  f i l led in with countless  l ines  and 

geometric shapes. From his perspective, though, 

he is simply faithfully depicting what he sees. So 

why do the results look this way? A hint can be 

found in the fact that he is looking at are printed 

photographs. When seen in extreme close-up, 

printed photographs consist of  a mass of  tiny dots 

of  color. Gamo closely observes the subtle 

variations in these dots and renders them. 

Actually, before he starts, he spends a long period 

of  time simply staring at the photo, but once he 

begins working, he moves ahead at a fast clip, 

smiling happily.

It is difficult for Gamo to grasp the world around 

in what you might call a balanced manner, but on 

the other hand, he has devised his own way of  

“grasping the world” of  which only he is capable. 

Indeed, everyone has his or her own unique 

worldview, and the amazing variety among these 

worldviews is the fundamental wellspring of  

human expression, that is, of  art. 

Gamo draws at first in pencil, and then adds color 

with colored pencils and paints. His favorite 

sources are books and photographic collections of  

flowers, fish, animals and so forth. The time he 

spends making art at home every day is his 

happiest and most peaceful, and he works at an 

unhurried pace, taking one to three weeks to 

complete a single picture.

■

Shimoda Takahiro
1983-, Iwate

The orange circles densely filling in Shimoda’s 

white pajamas are all ikura (salmon roe). The 

artist is not satisfied just with drawing or painting, 

and he stitches the circles with a needle and 

thread, creating what is obviously more than a 

mere article of  clothing. The artist’s obsessions 

and passions clearly inhabit every thread and fiber 

of  the pajamas.

Shimoda, who lives in a care home, realized his 

desire to sleep surrounded by his favorite things 

by creating these “salmon roe pajamas.” The fact 

that he adores ikura and uni (sea urchin – he also 

makes decorated briefs known as “blue sea urchin 

underwear) may relate to the fact that he comes 

from near the Pacific seacoast. Many of  his other 

motifs are favorite foods, and he has also made 

tempura, fried chicken, and shortbread cookie 

pajamas.

In 1999, his salmon roe pajamas were shown at a 

public exhibition and won the grand prize. When 

he came to the awards ceremony, he was not 

convinced that his pajamas were a “work of  art,” 

and evidently caused a commotion, wanting to 

take them home. More than any honor the work 

might receive, it was important that the pajamas 

were his own. Eventually, he seems to have come 

to see the pajamas’ reception as works of  art as 

something positive.

Shimoda’s ikura pajamas have been shown at 

exhibitions throughout the country and have 

acquired many fans. At the public exhibition held 

every year in his home prefecture of  Iwate, many 

visitors look forward to seeing what kind of  

pajamas he will produce this time around. The 

artist remains completely indifferent to the 

adulat ion,  and is  hard at  work,  intent  on 

producing new pajamas.

■

Miyama Eijiro
1934-, Kanagawa

Miyama marks his 82nd birthday this year (2016). 

It is his daily routine to put on a bizarre hat and 

clothes and ride around Yokohama on a bicycle. 

He transforms himself  carefully at home, and 

once he sets out, he rides with dexterity, weaving 

through crowds of  people slowly while supporting 

his heavy hat with one hand. More like crowns 

than hats, his extraordinary headpieces are 

decorated with great originality using various 

discarded items he has collected. They overflow 

with f igures,  accessories,  s ignboards,  and 

sometimes a live goldfish in a bottle is suspended 

from the hat.

In his younger days he drifted from place to place 

as a day laborer. What transformed him into the 

man he is today? Looking back on his youth, he 

says, “I was a poor kid and always sickly. I was 

bullied, and never had a bit  of  fun during 

childhood.” When he was 60, he got the idea of  

putting an instant ramen container on his head 

and walking around, and that drew people’s 

attention. The next time he attached some 

artificial flowers to it, and that got even more 

people looking. Seized by an excitement he had 

never experienced before, Miyama felt truly happy, 

he recalls. From there his headpieces grew ever 

more extreme and enormous. 

Although he never got married and lived a lonely 

life here and there around Japan, once he got 

older, Miyama began to think about what life 

meant, and awakened to “the joy of  expressing 

the fact that you are who you are.” Art is not 

limited to media such as painting or pottery. As in 

dance or theater, Miyama uses his own body as 

an artistic medium, and his genuinely unique and 

truly powerful Art Brut is,  as he says, “an 

expression of  the way I live my life.”
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