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Foreword

Tokyo Shibuya Koen-dori Gallery is pleased to present an exhibition of works by
artist IMAMURA Ryosuke and blind artist MITSUSHIMA Takayuki, supplemented by
a report on the results of their researches on sensory perceptions.

The two artists, who are of different generations and production styles, began
a dialogue around 2022. Examining their shared experiences, they have taken note
of differences in their sensory perceptions as individual artists, during those expe-
riences, and pursued new artistic expression born from the differences. Seeking to
widely share their activities with others, the Shibuya Koen-dori Gallery in Tokyo held
a pre-event in May 2024 featuring works from their previous exhibition “IMAMURA
Ryosuke x MITSUSHIMA Takayuki: Kankaku no Hate - Beyond the Extremity of the
Senses” (Atelier MITSUSHIMA Sawa-Tadori) held in Kyoto in 2023, along with a new
work entitled Tactile Table created collaboratively by Imamura and Mitsushima for
use in a workshop. The present exhibition, then, traces the two artists’ trajectory
until now through new works they have since developed—including installations
created for the venue by Imamura and video shot by Mitsushima (with editing by
Imamura) at the Museum of Contemporary Art Tokyo and in the Dogenzaka area of
Shibuya. Also exhibited is the artists’ record of more than 10 research projects. The
installation pieces by Imamura arrayed in three galleries and touchable relief-like
works by Mitsushima are exhibits that viewers can intuitively enjoy. During the exhi-
bition period, people active in various fields will be invited as guests and a number
of participatory programs held.

Through sensory perceptions—our inner responses to external stimuli—we have
contact with the world at large sensed and perceived by others. By assembling
numerous different viewpoints in this exhibition—those of the exhibiting artists,
other artists, researchers, athletes, invited guests, and everyone coming to the
venue—we want to enable visitors to “sense” the sensory perceptions of others and
discover possibilities for creative expression in a world of many different personal
values. We hope that as visitors engage in dialogue, look into their own hearts, and
reflect on the theme, “each person’s different sensory perceptions,” they will have
the opportunity to think about others close to them and distant from them.

We would like to express our gratitude to the artists for exhibiting their valuable
works and our appreciation to everyone whose advice and cooperation helped make
this exhibition a reality.

February 2025
Tokyo Shibuya Koen-dori Gallery, Museum of Contemporary Art Tokyo,
Tokyo Metropolitan Foundation for History and Culture



SHEEXAEEZ RBREEHCBVY—F - 70Vt (BREDHP)E
£49:2025%2815A (1) —5A11H (B)

25 RRESAREBYFvS)—

EfEREEANERYF v T — (DB ER AR REE R F R RA M)

IMAMURA Ryosuke x MITSUSHIMA Takayuki—Research Project on the Senses
Any Point “P” in the Domain of Sensations

Period: 15 February (Sat) - 11 May (Sun) 2025

Venue: Tokyo Shibuya Koen-dori Gallery

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

H>X Contents

002

006

010

012

016

098

100

104

14

120

122

126

130

137

ZHWED  Foreword

(BREDAP)

BREF (FMIHOLE)

Any Point “P” in the Domain of Sensations
TAKAUCHI Yoko, Atelier MITSUSHIMA

ERRT—IMXV N SHRER
Artist Statement, IMAMURA Ryosuke

ERRT—MAVN HBEZ
Artist Statement, MITSUSHIMA Takayuki

ERJE=R Installation Views
72 EVT 4 Accessibility
TL ANV Pre-event

BAE ANk Related Events

AP

P HIH EREERLEBIFvIY—)

The Trajectory of Point P

MON Asuka, Tokyo Shibuya Koen-dori Gallery

RABWHDZEEELETTBI=0IC
BmAET (FMIZHOLE)

To Remain Imaging What Can't Be Seen
TAKAUCHI Yoko, Atelier MITSUSHIMA
YESRBEEE Biographies

&~y Floor Plan

YEGY XL List of Works

)4 —F Researches



("B DS P)

[HPlEIE. MFEOREICZ{BVWONZRDES TY, BEEFLEVEAPICIE
RIBIEIHBY 80 L2 —TEDRETEKRELET, AEBESTIIZDERED
BPE [ HEADEOMBDOEBE | ICRTHLATHDIEICLELZ, X030
MEICIE ASHODEBO—EBEIESTNDENS DI BRHEBELDHD LT
Rz5h56TY,

SPICEFNRRBCEENEZONEE, AN DERPLECHDEBA EEY
9, AERIC. BHEAHIRENAEZONDE, AIBEDOREEBZTLL,
CDOEIICTRERE] D [EPIITIF ZINEFHNBABRLEZ5NZZETRIOMD
FEESMMCT D A EDH D DYABHYFSTT,

SHBHEEHBEEZIE. EBICEMERELTENTNDESELIT TEEL .
2023 FICHA CHRELIERER [SNEBXXEEZ (REDR T TIE.
BEVPAEDOHRTRICHIBEORIBAERDIUY —F & TNLERTHIEL
TEREFRRLTVET,

ANCIFENENOBEL DY, Fo/KBLRIEEZ T LTHELNDIREIL
WLTOEBYET, CCTOBHEIETHOERZTMDIETHY, SHEXED
HEFBLARAEZEZELTHETZ0E. ARG M EEOLHTT,
ZTICIIRBIRE REREEREVSXD TIFFVANG WEMIABATHET,

AEEATIEFOEMSEEMELRIEIC. COVY—F - TAd o e SRER
ENSENZCDANELITTHZWERBWET, tBEDORETELIREDTOLE
2ERBIEICEST HEDDBEZUEWRLEDZE, RIFTNEEISRIFEL ST,
SETIFARNELTWEDEFOBENE-EVELIBDIDBLNERA,

ZERHETIHELICRHIBET 2FNTNDSPH. EWICHMBOEIZELRA LI
EOEFBENTOWEET, TDXEICIE. FRORZHEF SToRZRBAQE
DEEVDFESTVNIDBLNETA, STERBICETZREOTOLZD, 2
D703y RERBLT, RIGEDHBRIENIFIERMEEOSEIER
BREMICINDIEREBNUILENTT,

SREF (FRIAHOLE)

Any Point “P” in the Domain of Sensations

“Point P” is a temporary symbol used often in math problems. A point P is not an
area but only a position, perceived as moving at a constant speed on a line segment.
For this exhibition, | liken this arbitrary point P to “a person’s unique sensory percep-
tion.” Both loosely have in common an aspect of being part of a function.

When a point P is given a specific position or movement, the time of something
or area of some place is determined. Similarly, when our body has contact with a
certain stimulus, we feel a particular sensation. In both cases, when a specific con-
tent is given to a “sensation” or a “point P it performs a role in a function disclosing
something else.

IMAMURA Ryosuke and MITSUSHIMA Takayuki are both artists who actively
create and show their work. In their collaborative exhibition “IMAMURA Ryosuke x
MITSUSHIMA Takayuki: Kankaku no Hate - Beyond the Extremity of the Senses” held
in Kyoto in 2023, they exhibited their research on the senses, conducted by regularly
meeting to exchange everyday sensory perceptions catching their attention, along
with artworks born from their research.

Each person has their own sensory perception function. Hence, even when
receiving the exact same stimulus, their perception of the sensation produced will
differ slightly from that of other people. The function in this case is sensitivity. Art-
works arising from Imamura’s and Mitsushima’s experiences of the same sensations
differ because the two artists have different sensitivities. One is sighted and one is
visually impaired, this being a distinction that yields immeasurable complexity.

The present exhibition’s aim is to involve numerous people in Imamura and
Mitsushima’s research project while maintaining that complexity as is. By observing
the process of sensory perception in others, we can surmise a particular individual's
sensitivity. That experience then stimulates and clarifies our own function, which
has appeared vague to us until now.

In a space, individually located point Ps will move independently, at times
approaching each other and at times moving apart. Somewhere, an encounter with
a point Q representing a different sensitivity, unseen before, might be waiting. We
hope visitors will have opportunity to experience a variety of sensitivities differing
from their own, through the sensory perception process occurring in Imamura’s and
Mitsushima’s own experience and in the exhibition workshops.

TAKAUCHI Yoko, Atelier MITSUSHIMA
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Artist Statement IMAMURA Ryosu ke

About three years ago, MITSUSHIMA Takayuki and | talked about doing an exhibition
together. Instead of just simply displaying our works, we also decided to do something on
the theme of sharing our sensory perceptions, about once a month. Since then, with vary-
ing frequency and intensity, we have continued to visit places intriguing to both of us and
devise some kind of plan for drawing people around us into involvement.

These activities do not concern creating collaborative works. Neither do they concern
sharing techniques for producing art. Rather, they are similar to, say, plowing a rice field. We
each plow our fields, exchange information about the fertilizer we use and kind of crops we
are growing, and sometimes do experiments together. Then we go back and cultivate our
own fields. Back at our studios, we are free to create our own separate works. If | was yet
wondering why we somehow felt so far apart, it was because on a deeper level, our fields
are so close they sit adjacent on either side of a raised path.

Since a child, | have wondered about the world we live in, fascinated by its strangeness.
As | began to study art, | felt the freedom that art offered, and | have since created art with
a desire to explore the environment of sights and sounds in actual places, and closely expe-
rience sudden smells and other uncertain sensory perceptions of the world. In some ways,
Mitsushima likely perceives the world from a different angle than | and at a greater depth.
| want to know what his perceptions are like. At the same time, as we discuss each other’s
works, | have learned that in many cases we see the world in exactly the same way.

For the pre-event last year in May, we created a table made of patchwork materials that
elicit various tactile sensations, for use in a workshop. Participants were asked to touch
the textures we arbitrarily patched together and tell us about memories that came to mind
when touching them. This appeared to stir similar memories in other people sitting and lis-
tening at the same table, but not always, | think.

The way in which Mitsushima and | are adjacent to each other is simply one case. It is
a way of being adjacent that enables us as fellow artists to communicate through art. Such
a way of being adjacent surely exists in many forms in the world. We hope our case will
stimulate people’s imaginations and plant seeds for fresh communication with others who
are adjacent in some way difficult to discern.
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Artist Statement MITSUSHIMA Takayu Ki

The special exhibition “Kankaku no Hate - Beyond the Extremity of the Senses” held in
Kyoto in 2023. Next, we held a pre-event for the present exhibition in May 2024, where also
we tried conducting a workshop using our Tactile Table. Based on these experiments in
tactile expression, we hope to realize a new exhibition, this time.

As for my exhibited works this time, Outdoor Sculptures Seen by Hand is a video that offers
an experience of “tactile time” that is like reading and understanding a book. Sayakani
irotenji — From the Poems of Nakahara Chuya is a work visitors can view and touch.

For Sayakani irotenji, | selected particularly impressive lines from the Nakahara Chuya
poetry collection that | enjoyed in high school and presented them in artworks in the form
of “color braille” (irotenji). For example, the line, “The sound of gravel underfoot was lonely”
(Fumu jari no oto wa sabishikatta) stimulates my memory of sounds. Another line, “Sunlight
falls on the verandah” (Engawa ni higa atattete), evokes a visual experience of my childhood
when | could see light and darkness, and recalls the tactile warmth of the verandah’s wood.

| also chose images from Chuya’s poetry collection that | touch-read and felt, and created
shapes based on sensations they call up inside me. These include “Time gone by" (Torisugita
jikan), “Memories reborn as visual experiences” (Shi-keiken toshite yomigaettekuru kioku),
and “The anxiety and sense of loss of existence” (Sonzai no fuan to soshitsukan).

Working in this way, | found myself searching even farther back in my memory of sen-
sations, and | decided to recreate my synesthetic experience of “color braille” in the period
when | completely lost my ability to see, around the age of 10. Although an iconic memory
of something only | can actually imagine, | felt a desire to return again to the extremity of
sensory perception by recreating that memory one time.

In addition, there is a new work in which my own words are incorporated in color braille,
and a work created based on colors in my memory from when | could still see. Then, | also
exhibit the work Walking Fast to Preserve Memory, expressing an image of my body as
| walked around a sculpture touching it.

As for walking on a raised path between fields, | am likely to have trouble and get my white
cane tangled in the grass. But if | can fall into the field that Imamura is cultivating, | will be lucky.

Color Braille and Synesthesia:

Synesthesia is a phenomenon in which the stimulation of one sense causes the automatic
experience of another sense. Typical examples include “sound-to-color synesthesia,” in which
sound automatically evokes an experience of color, and “grapheme-color synesthesia,” in
which colors unexpectedly appear when looking at letters.

In my case, | began to perceive colors in response to the shapes of braille letters when
gradually losing my eyesight around the age of 10. For instance, the braille for the Japanese
syllable & (“a”) evoked the color of a naked light bulb, and that for the syllable L\ (*")
evoked a dull grainy blue. Around 1997, when starting to draw pictures using line tape and
decorative adhesive sheets, | wrote down the relationships between syllables and colors so
that | wouldn't forget them. | named them “color braille.”
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Notes

- Plate captions correspond to the list of works on pp. 130-136.
Listing order and exhibition order differ.

- Information for each artwork is given in the following order:
Number, Artist, Title, Date, Materials, Dimensions (height x width
x depth, cm) or Duration for videos, and Credits. The information
for each artwork is based on data provided by the artists.

- Credits are listed at the end of this catalogue.
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Apart from a video, viewers could touch and appreciate most of the works and materials in
this exhibition. In this gallery, 34 of the 37 works of Mitsushima'’s series Sayakani irotenji—
From the Poems of Nakahara Chuya (Nos. 1-34) were established in a clockwise order.
For Nakahara Chuya's poems, which the artist used as his creative source, a number on
the wall for each work matched the number on a handout list for visitors at the reception
desk [see p. 132]. The arrangement was created with attention to viewers' movement when
feeling their way with their hands, and the spacing between works was slightly narrower
than usual. Some works were set in a high position, owing to the artist’s desire “to have
people use their imaginations to view them by displaying them in places where they cannot
be touched.” Tactile Table is a reconstruction of the workshop concept employed by
Mitsushima on a daily basis, involving small cards covered with materials of different
textures [see p. 83 upper right]. Imamura reconstructed the concept at a table size that
multiple people can sit around, for this exhibition’s pre-event. A video of a workshop [see
p. 103] held during the pre-event was displayed along with Tactile Table. As for Imamura's
installation work Prepared Toy Piano, devices connected to a toy piano placed in Gallery
B were installed in this gallery. The devices were activated when someone touched the
piano’s keys. In Gallery A, the pendulum clock rang, twigs attached to a wall made delicate
sounds as they moved, and light bulbs suspended from the ceiling flashed. Exhibited in
the corridor leading to the next gallery after leaving Gallery A was Imamura's The Touch of
Poetry. This is a video work that captures how a digital braille display (conveying input text
information in braille) changes its display every 8 seconds while emitting a beeping sound.
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Exhibited in Gallery B were research materials, Prepared Toy Piano, Sayakani irotenji—From
the Poems of Nakahara Chuya, and five new works by Mitsushima. The research materials,
compiling Imamura and Mitsushima'’s investigations of sensory perceptions, were displayed
on a table along the gallery’s left wall. Prepared Toy Piano was set up so visitors could
sit on a chair and play a toy piano placed on a small desk in the gallery’s center. Many
visitors only first became aware of the installation’s character on seeing someone touch
the keyboard or touching it themselves. 32 black electrical lines, the same as the number
of keys, extended from the toy piano. The black lines ran along the ceiling, floor, and walls,
leading to various objects such as pots, a bucket, stand lights, and LEDs placed through-
out the room, and continued on to the other galleries. On the gallery’s two right-side
walls, Mitsushima's works were lined up from left to right, starting from the wall beyond
Prepared Toy Piano. The first three: works of his Sayakani irotenji series, were displayed
in continuance from those in Gallery A. Of the 37 works of this series, 34 were exhibited
in Gallery A, and 3 (Nos. 35-37) in Gallery B. Five new works by Mitsushima were exhibited
on the right wall: A Far Color That Doesn’t Come to Memory, Replacing the ‘Pharmakon’
of Words at an Art Museum, Restoring the Broken Whole, At the Mercy of Colors and
Textures, and Walking Fast to Preserve Memory [see pp. 54-55]. The latter, Walking Fast
to Preserve Memory, expresses Mitsushima's sensations of walking around a building or
outdoor sculpture while touching it to gradually construct an image of the object in his
mind. A video series expressing his sensory perceptions when performing such actions,
Outdoor Sculptures Seen by Hand, was screened in the next room, Gallery C.
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Exhibited in Gallery C were the video series Outdoor Sculptures Seen by Hand and a
portion of Prepared Toy Piano. The series Outdoor Sculptures Seen by Hand consists of
four works 10 to 15 minutes long in which Mitsushima filmed his hands touching outdoor
sculptures. Imamura edited the videos. Projected on the gallery’s right wall was one of
the new works Mitsushima created for this exhibition, Outdoor Sculptures Seen by Hand
- Anthony Caro, Tower of Discovery (1991). Using his smartphone, he filmed himself
feeling his way as he climbed and descended a large outdoor sculpture, enterable like a
building, at the Museum of Contemporary Art Tokyo. On the left wall, meanwhile, three
monitors were lined up. The leftmost horizontal monitor displayed Outdoor Sculptures
Seen by Hand, the first video work Mitsushima created using this method. The left mon-
itor of the following two vertical monitors displayed Outdoor Sculptures Seen by Hand
- Touching the Trees, filmed by touching natural trees in a Kyoto forest, and the right
monitor displayed Outdoor Sculptures Seen by Hand - Shibuya Dogenzaka area, filmed
by touching an outdoor sculpture in Shibuya's Dogenzaka. All three videos were newly
created for this exhibition. A desk lamp occasionally flickered in this gallery, where lights
were dimmed to show the videos. A bucket [see p. 47] placed between Galleries B and C,
behind a wall that blocked the light, was also a device of Prepared Toy Piano. Many view-
ers did not notice this bucket when entering Gallery B from Gallery A. Becoming aware
of the piano installation’s character in Gallery B, they then looked seriously at the bucket
when leaving B to enter Gallery C.
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Period: 19 May (Sun) - 26 May (Sun) 2024 *Closed: 20 May (Mon)

Venue: Tokyo Shibuya Koen-dori Gallery, Interactive Space, Gallery 1 and 2
Organizer: Tokyo Shibuya Koen-dori Gallery, Museum of Contemporary Art Tokyo,
Tokyo Metropolitan Foundation for History and Culture
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The Trajectory of Point P

MON Asuka (Tokyo Shibuya Koen-dori Gallery)

To understand how each person’s sensory perceptions differ, we need to observe how we
ourselves feel and ponder how others feel. Many of our sensory perceptions nevertheless
arise unconsciously and are difficult to grasp, even for us. In the exhibition “IMAMURA
Ryosuke x MITSUSHIMA Takayuki Research Project on the Senses—Any Point ‘P’ in the
Domain of Sensations’! (hereafter, “this exhibition”) the artworks displayed served as cogni-
tive tools, and a place was created for experiencing contact with our own and other people’s
sensory perceptions in a natural way. In this article, | will discuss how this exhibition came
to be held and how such a place was created in the venue.

Project Background

This exhibition shared the activities of “exchanging sensory perceptions” that artist
IMAMURA Ryosuke and blind artist MITSUSHIMA Takayuki have conducted since 2022.
This involved a multilayered approach employing displays of materials and artworks, an ear-
lier held pre-event,? and related events held during the exhibition.® This exhibition originated
in a special exhibition held in Kyoto in 2023 by Atelier MITSUSHIMA: “IMAMURA Ryosuke x
MITSUSHIMA Takayuki: Kankaku no Hate - Beyond the Extremity of the Senses’* (hereafter,
the “Extremity” exhibition). In December 2022, the previous year, the artists also launched
a blog entitled “Letter Exchange’® for the purpose of exchanging opinions. Their “Letter
Exchange” blog records how the two, in discussions and shared experiences, have observed
differences in each other’'s perceptions of sensory input and explored their thoughts on
their own perceptions. Beyond simply collaborating, co-creating, and comparing differences,
however, their aim is to involve people around them and promote exchanges of sensory
perceptions. Their “Extremity” exhibition, which conveyed sensory perception's innate com-
plexity, became a place where viewers could understand the diverse nature of people’s per-
ceptions of sensory input in a natural way through artworks and materials. It was my expe-
rience that exhibition which led to this exhibition being held. Our exhibition this time, which
carried those activities a step further by exploring a larger variety of sensations, was jointly
planned by Imamura, Mitsushima, Atelier MITSUSHIMA, and Shibuya Koen-dori Gallery in
Tokyo (hereafter, "the Gallery"). Created as a project integrating research, art production,
exhibitions, and related events with a central focus on the two artists, this exhibition aimed
at facilitating the participation of a greater number of people.

Some artworks and materials exhibited—specifically Imamura’s The touch of Poetry and
Prepared Toy Piano® and Mitsushima's Sayakani irotenji—From the Poems of Nakahara
Chuya (hereafter, Sayakani irotenji) and Outdoor Sculptures Seen by Hand, and a portion
of the research materials—were previously featured in the “Extremity” exhibition. Sayakani
irotenji is the first work of the Irotenji (“colored braille”)” series Mitsushima has exhibited in
recent years. He added eight works to this series for the 2024 pre-event.® For this exhibition,
he moreover departed from the poems of Nakahara Chuya taken as a motif in his /rotenji
works and exhibited five new works using his own words.® Also presented at this exhibition
were three new works that carry on the concept of the video work Outdoor Sculptures Seen
by Hand.™® The videos were filmed by Mitsushima with a smartphone and other devices and
edited by Imamura.
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The pre-event was held for about a week, nine months before this exhibition opened. In
warmup for this exhibition, a workshop was held using the Tactile Table work created col-
laboratively by the two artists." In this exhibition, then, a video recording of the workshop,
prepared with subtitles and audio commentary, was displayed along with the work, so that
visitors could relive the experience. In this regard, a transcript of the retrospective talk with
ITO Asa, held on a date after the workshop, can be read online.”

How the Two Look at “Sensory Perception”

The title “Any Point ‘P’ in the Domain of Sensations” likens each person’s unique sensory
perception to the “arbitrary point P” used in mathematical functions and problems related
to geometric figures.”® Although “senses’ generally brings to mind the five senses of sight,
hearing, smell, taste, and touch, | was careful in this exhibition not to focus on the dualism of
visible and invisible. In their work together, the two artists not only compare their awareness
of sensations arising from direct phenomena and physical stimuli; they also give importance
to phenomena arising from plural, linked sensory information inputs, especially the individu-
al's “unique sensory perceptions’' shaped by memories and experiences. Mitsushima’s color
braille (irotenji), for example, is based on memories of the “synesthesia” he has experienced
since childhood. In contrast, the sounds from a playground heard through a school window
or smell of rain before it starts to fall that he describes as “a feeling like seeing something
far away or looking at a distant soundscape visible from the window” (“Letter Exchange”
blog), while unique sensory experiences, are ones numerous people can relate to. As for
Imamura, he regularly creates artworks with a keen interest in the interplay between personal
sensory perception and sensory perception in a social context. “Reading the atmosphere
in a place” is an example of the moment when personal and collective sensory perception
intersect. The two artists’ interest, this is to say, is directed at the holistic nature of the
senses and, in this context, the perspectives of representation and connotation.

From “Touching" to "Feeling”

This exhibition was installed in three galleries. Many of the works could be experienced by
touching them. It was not simply an exhibition of tactile works, however. Its aim was to draw
attention to sensory perceptions not experienceable through sight alone. Imamura's installa-
tion Prepared Toy Piano featured 32 devices, one for each piano key, installed in three exhi-
bition rooms. When a viewer struck the piano’s keys, they produced sounds while also elec-
trically setting the devices in motion. The devices being scattered in three rooms, however,
the viewer could not see or hear them all simultaneously. In this way, the work necessitated
that viewers expand their awareness to the entire venue space. Casting an eye about the
room, the viewer searched for changes being activated, listening hard to faint sounds heard
somewhere. Yet, even then, there were changes not apparent to the eye or ear, and the
viewer had no choice but to imagine them. The artist’s intention, in this way, went beyond
the sensory functions of seeing and hearing to gently touch the viewer’s emotions.

To appreciate Mitsushima's relief-like works, the viewer feels their textures created by
means of nails, thumbtacks, and pushpins pounded into wood, pasted cutting sheets, and
color braille to trace the images Mitsushima felt and endeavored to express there. Viewers
can of course enjoy the works visually, but their sense of touch affords them many more
image sensations. Seeing Mitsushima's works for the first time, people sometimes tell me
they feel awed by the countless nails hammered into them. This is partly due, | think, to
a preconceived notion that nails are “scary” When countless nails are pounded in wood
together, they become lines and planes forming shapes like curves and circles. They feel
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smooth to the touch and make pleasant sounds when sliding a hand over them. The sense
of touch is an important motif for Mitsushima, but he does not employ it as a substitute
for vision. Rather, differences between visual and tactile impressions function to draw our
attention to the work’s many aspects. In this way, our perspective changes from “touching”
the nails to “feeling” Mitsushima’s created image, and we enjoy an experience unique to our
own senses. To trace Mitsushima’s image with palms and fingers, we can say, is to read his
sensory experience, but the viewer’'s experience is overlaid on that in the process. For this
reason, each person’s viewing experience differs, and moreover, even their own experience
will differ depending on their mood that day. This is because, Mitsushima’s work conveys not
only his own experience; it also conveys the viewer’s experience born of the act of touching.

Conclusion

By not seeking clear answers, this exhibition of diverse works and research examples
maintained, as they were, differences between individuals’ sensory perceptions, or we
might say, between individuals’ point P of the senses. As a result, | believe, the trajectory
of each viewer’s unique and complex point P emerged. To view the three galleries, visitors
first passed through Gallery A to enter Gallery B where, on playing Imamura’s toy piano,
they grasped that gallery’s connection with the one they had just passed through, so that
exclamations of “Oh, now | see!l” arose naturally from them. Understanding others is com-
plicated, and even understanding oneself is hard. For this very reason, it is important to
look at what is invisible or, in other words, to see with the imagination. In this exhibition,
viewers touching artworks in a gallery that offered no answers were able to touch them
in their hearts as well, conscious not only of how the works looked and felt but how they
made them feel at that moment. To accept diversity purely, as it is, in this way connects
with the social vision of symbiosis and inclusivity that is our gallery’s theme. In this regard,
effort was also devoted to information accessibility, so that diverse people could enjoy the
exhibition together. For details, please see page 98. By thus taking multiple approaches to
the project, a place was opened up where viewers could practice what Mitsushima calls
“tactile time”"—a time of mentally constructing an image read by touching an object—and
slowly appreciate the complex forms that each viewer’s unique “point P of the senses’
constructed in its trajectory.

February 15 - May 11, 2025, Venue: Tokyo Shibuya Koen-dori Gallery

May 19 - 26, 2024, Venue: Shibuya Koen-dori Gallery, Tokyo. p. 100 “Pre-Event”

p. 104 “Related Events”

February 18 - March 22, 2023, Venue: Atelier MITSUSHIMA Sawa-Tadori

p. 137 “Letter Exchange: Kankaku no Hate (Beyond the Extremity of the Senses) or else Beginning of

the Senses.”

Prepared Toy Piano is differentiated by the year of production. Extremity exhibition = 2023 (first

exhibition), This exhibition = 2025 (reconstructed and exhibited to suit the gallery space)

7 p. 13 See Mitsushima Takayuki, “Color Braille and Synesthesia”

8 As of 2025, there are a total of 57 works in Sayakani irotenji—From the Poems of Nakahara Chuya
(2023-2024) of which 37 were displayed in this exhibition.

9 pp. 132-136 “List of works” M-2~M-6

10 pp. 132-136 “List of works” M-8~M-10

11 p. 100 “Pre-Event”

12 p. 130 “Tactile Table Workshop Review Talk”

13 Exhibition Title by TAKAUCHI Yoko

14 p. 7 TAKAUCHI Yoko, “Any Point ‘P’ in the Domain of Sensations”
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To Remain Imaging What Can’t Be Seen

TAKAUCHI Yoko, Atelier MITSUSHIMA

Just as people differ in their likes and dislikes of foods, they may also differ in their sensory
evaluations of a physical texture, with some finding it “pleasant” and others “unpleasant.
The key point here is the differences in sensitivity that determine how sensory input is
output as judgment. Sensitivity is like an algorithm formed by complexly entwining condi-
tions such as the individual’s environment and past experiences.

In this exhibition, IMAMURA Ryosuke and MITSUSHIMA Takayuki undertook to exhibit
the “shapes” of their sensory perceptions as they experience them. Viewers, however, had
difficulty understanding the shapes the artists gave to their complex felt sensations. This
was because the exhibition title “Any Point ‘P’ in the Domain of Sensations” itself was broad
and open-ended, due to its abstractness, and offered no hints for grasping the essential
character of the “shapes” featured.

Yet, the exhibition’s aim lay in that difficulty in grasping. Instead of having viewers move
toward an end result prepared in advance, we wanted them to examine the complexity of
the sensory perceptions unhurriedly, without rushing to a conclusion, and reflect on the
output of their own sensitivity. We wanted them to trace back the stream of someone’s
output, trying to imagine the shapes of that person’s sensibility.

When dealing with things we do not understand, we sometimes want to stick them in
whatever easy-to-understand category is close at hand, out of a desire to fill in that blank
of uncertainty in our mind as quickly as possible. To remain absorbed in contemplating that
ambiguous, unresolved puzzle without resorting to some simple understanding is like imag-
ining a light shining in a place we cannot see or the texture of something we cannot reach.
One must actively approach what is not understood and thoroughly examine the possi-
bilities. We hope the exhibition “Any Point ‘P" in the Domain of Sensations” offered small
pointers on how to patiently ponder things that are hard to see.

TAKAUCHI Yoko

Completed her coursework in the Graduate School of Humanities at Kwansei Gakuin University before
obtaining a PhD in Philosophy. Takauchi has worked with people with disabilities including at facilities for
children with severe physical and mental disabilities and as a domestic caregiver, while also working as
blind artist MITSUSHIMA Takayuki’s work production assistant since 2012. Since 2020, she has served as
the manager for Atelier MITSUSHIMA where she is responsible for planning exhibitions and workshops.
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IMAMURA Ryosuke

1982 Born in Kyoto, Japan.
2007 Completed the Master Course for Sculpture in Fine Art Division at Kyoto City University of Arts, Japan
Currently Lives and works in Kyoto.

Employing various media including installation, video, painting, and text, IMAMURA Ryosuke examines small
events in everyday life and expresses them in forms that act on the viewer's memory and senses. He first
encountered MITSUSHIMA Takayuki through “The Kyoto Archive of Art by People with Disabilities” project (Kyoto
Culture and Art Promotion Organization for People with Disabilities) he has been involved in since 2018.

Selected Solo exhibitions
2021 Skew Lines and Dappled Light, See Saw gallery + hibit, Aichi, Japan
Long and Distant, in a Blink, SAl GALLERY, Osaka, Japan
2020 Some Things, FINCH ARTS, Kyoto, Japan
2018 At the Place That Is Not There, eN arts, Kyoto, Japan
Site & Art O1 Ryosuke Imamura “Will the Snow Pile Up or Melt?,” Art Lab Aichi, Aichi, Japan
2017 Between Gardenia and Jasmine, ARTSPACE NIJI, Kyoto, Japan
2016 Falling Things, ARTSPACE NUJI, Kyoto, Japan
2014 A Winter Day, MA2 Gallery, Tokyo, Japan
2011 Looking Over the Day, SHISEIDO GALLERY, Tokyo, Japan

Selected Group exhibitions

2023 Platform || Pause - rest+restore, BankART KAIKO, Kanagawa, Japan
IMAMURA Ryosuke x MITSUSHIMA Takayuki: “Kankaku no Hate” - Beyond the Extremity of the Senses,
Atelier MITSUSHIMA Sawa-Tadori, Kyoto, Japan
SEIAN ARTS ATTENTION 16 Error of Reality, Seian University of Art and Design, Shiga, Japan
‘AJl / DOKORO" Kanagawa Kenmin Hall Gallery 2023 Special Exhibition, Kanagawa Kenmin Hall Gallery,
Kanagawa, Japan

2022 basement #01 “Goko-no Surikire,” The Museum of Kyoto, Kyoto, Japan

2021 “Sore-ha Manazashi-ka,” Atelier MITSUSHIMA Sawa-Tadori, Kyoto, Japan

2019 CELEBRATION ‘YJapanese - Polish Contemporary Art Exhibition,” Kyoto Art Center, Kyoto, Japan/ Poznan,
Poland /Szczecin, Poland
Exploring - What We Have in Common Leads Us into Discovering Artistic Gemstones, Enokojima Art
Culture and Creative Center, Osaka, Japan

2018 Visions of Exchange Mercedes-Benz Art Scope Award 2009-2017, Daimler Contemporary Berlin, Berlin, Germany
Tatsuno Art Project, Manggha Museum, Krakow, Poland

2016 Open Theater 2016, Kanagawa Arts Theater, Yokohama, Japan

2014 Art Scope 2012-2014 — Remains of Their Journeys, Hara Museum of Contemporary Art, Tokyo, Japan

2011 YOKOHAMA TRIENNALE 2011: OUR MAGIC HOUR, Yokohama Museum of Art, Yokohama, Japan

Selected Awards

2020 Kyoto City Artistic Newcomer Award

2012 KOBE Rokko Meets Art Award, Grand Prize
2011 The Fifth Shiseido Art Egg Prize

Scholarship
2016-2017  Fellowship under the Pola Art Foundation Overseas Study Program; Stay in Warsaw
2011 Voyager + AIT Scholarship Program

Artis in Residence
2015 Camden Arts Centre, London, UK
2013 Artscope 2012-2014, Berlin, Germany

Collection
Hyogo Prefectural Museum of Art, Hyogo, Japan
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MITSUSHIMA Takayuki

1954  Born in Kyoto, Japan.

1976 Graduated Kyoto Prefectural School for the Blind. Admitted to the Department of Philosophy, Faculty of
Letters at Otani University.

Currently Lives and works in Kyoto.

Lost his eyesight at the age of ten. In 1982, opened an acupuncture clinic and, in 1992, began modelling clay.
Has since used unique methods to explore new expressive techniques for communicating his own physical
sensations, while practicing acupuncture for a living. In 1995, began producing “touchable paintings” using tape
and cutting sheets. In 2012, began exhibiting “tactile collages” that assemble diverse materials (compositions of
different textures that viewers can touch to trace the world Mitsushima feels)". In 2019, embarked on “nail series”
works featuring rows of nails pounded into wood panels, and exhibited “town walking” art works?2. In 2020,
opened studio “Atelier MITSUSHIMA” as a base for exploring new approaches to barriers.

Selected Solo Exhibitions

2023 Art Lab 2021 Phase Il: MITSUSHIMA Takayuki Exhibition, Nagano Prefectural Museum of Art, Nagano, Japan

2022 GOING OVER—Touching the Texture of the City, Tokyo Shibuya Koen-dori Gallery, Tokyo, Japan

2021 Art Lab 2021 Phase I: MITSUSHIMA Takayuki Exhibition, Nagano Prefectural Museum of Art, Nagano, Japan

2019 MITSUSHIMA Takayuki Solo Exhibition “Opening the Door,” Gallery K, Tokyo, Japan

2014 MITSUSHIMA Takayuki Exhibition “Things That Exist in Order to Be Touched,” Gallery Haneusagi, Kyoto,
Japan

2010 MITSUSHIMA Takayuki, “Tracing the World of Daily Life through Sound and Touch,” Sendai Media Talk,
Miyagi, Japan

Selected Group Exhibitions

2024 MOT Collection: Walking, Traveling, Moving—From the Great Kanto Earthquake to the Present Eye to Eye,
Museum of Contemporary Art Tokyo, Tokyo, Japan
Special Exhibition: A Moment of the Gaze, Atelier MITSUSHIMA Sawa-Tadori, Kyoto, Japan

2023 IMAMURA Ryosuke x MITSUSHIMA Takayuki: “Kankaku no Hate” - Beyond the Extremity of the Senses,
Atelier MITSUSHIMA Sawa-Tadori, Kyoto, Japan
Special Exhibition: Beside the Gaze, Atelier MITSUSHIMA Sawa-Tadori, Kyoto, Japan

2022 Shapes, Sensing, Mosaic, Atelier MITSUSHIMA Sawa-Tadori, Kyoto, Japan
Special Exhibition Adventures in Viewing: Wavering senses, The Museum of Art, Ehime, Japan
Special Exhibition: The Gazing Bodly, Atelier MITSUSHIMA Sawa-Tadori, Kyoto, Japan

2021 Special Exhibition: | Wonder if That Is a Gaze, Atelier MITSUSHIMA Sawa-Tadori, Kyoto, Japan

2020 MITSUSHIMA Takayuki “SideA” and “SideB,” Atelier MITSUSHIMA Sawa-Tadori, Kyoto, Japan

2019 FY2019 Collection Exhibition Ill rethinking about the “ordinary life,” Hyogo Prefectural Museum of Art,
Hyogo, Japan
MOT Satellite 2019: Wandering, Mapping, Museum of Contemporary Art Tokyo, Tokyo, Japan?

2018 “Touchable Art Exhibition 2018—Starting with the Hands NISHIMURA Yohei X MITSUSHIMA Takayuki,”
Gallery Plaza Nagano, Nagano, Japan

2012  MITSUSHIMA Takayuki Exhibition, Gallery K, Tokyo, Japan'

2003 KALEIDOSCOPE Six Individual Expressions, Setagaya Art Museum, Tokyo, Japan

1998  Art Now ‘98 Overflowing power of expression : aspect of ‘outsider art,” Hyogo Prefectural Museum of Art,
Hyogo, Japan

Selected Awards
1998 98 Art Paralympics Nagano” Sculpture Category: Grand Prize, Painting Category: Silver Prize

Collections

Hyogo Prefectural Museum of Art, Hyogo, Japan
Museum of Contemporary Art Tokyo, Tokyo, Japan
Nagano Prefectural Museum of Art, Nagano, Japan
The Museum of Art, Ehime, Ehime, Japan
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IETERE L7, BRI ERLVREDERNTE S,

Notes

Information for each artwork is given in the following order:
Number, Artist, Title, Date, Materials, Dimensions (height
x width x depth, cm) or Duration for videos, and Credits.
The information for each artwork is based on data pro-
vided by the artists.

I-1
SHBGE(TURT R bET /)

20254/ NAET /NI RDIL $. Oy T BEEE
28U RSA b RRY RS A b E—%— YL /AR LED.

A R BFEEE. R, 20t P4 AR
YEERER

IMAMURA Ryosuke, Prepared Toy Piano

2025 / Toy piano, bucket, bowl, pan, cup, clock, floor

lamp, table lamp, spotlight, motor, solenoid, LED
lamp, rock, branch, electrical circuit, copper wire,
and others / Dimensions variable

Collection of the Artist

1/M-1

SHEE AEEZ (BEDT—TIL)
20244 /U ZMATAT /T4 X144 X T4cm
YER &

IMAMURA Ryosuke, MITSUSHIMA Takayuki
Tactile Table

2024 / Mixed media / 74x144x74 cm
Collection of the Artists

1/M-2

7—o 3y TR G

20244 /MR 204530

HE: [TrvUT—4-] SNEE. AEEZ [FRNT—
F42ZK] L PACK. CINEHAER. FRIBEXR) [FZAN] (REEED.
BEEZ/RE RPE NLEE &RE  BRFEX.
LR, By TER—

HE  RREAE AN EBYF v —

Document Video “Tactile Table Workshop”
2024 / Video / 20 min. 30 sec.

ROz EIE
HIMAELRIN S, TURTR-EF7/EWNI%88 A,
EVINMBERICBHERLTWD, TUXRTR-E7/&
IF E7/DRICTLREBREDEMEFEL LV
ATEYLT/AREIR Y, BEEELSB-bD%
W, HIREIHOTCENEETEILTIHIC. 5
AN /AXICESTEZBEEBERENEN., ERIC
Zb T2 ER D, RiF. tHoFRDL T I
RICEIBRIEBALRRWEAIDER-TWD, AE
Ho TIEZLVEVIBENH & LT BEPS
FIERMBEITIEREN /A XEBHTL>DNTK B,
EHSEAVL. LWL, ZOFR TERREDRKE
MEIZLGNTZNTE, TIURTR-E7/DZED/AX
DHYVHEHHEMRFRLIZWER ST,
FNIHBSAEDTOY T bEIEBBRR BT &
WEZ TN EEHTDIETE KB SAEEELTWL
THFDARDEN S LB S EDSERED
ERENS. BREORBOL A TCIDEREEU D
Wz, EXHERLCTHEHMLIZY, K@D D EL DA
RR3ETNICE-TZDBMNRAMINDG, BRE
ICBEDINICMAET /EBLTE. E7 /DB EEDIC
BYMOHR TR D, TNICE-TRHDLES%E
BRLoN3IEbbIL TNILET/ DHZBFAMN S
FRXBVEIXARWVIBATOERE T, 728E&
TEIEERBEINZVDHT S,

In fact, everything in the world is like a prepared
piano, | believe, even life. If one has a will to live
by this concept, one’s environment and various
accompanying elements will become “noise.” This
is both interesting and hard, and emotions of all
kinds, joy, anger, sorrow are stirred up in the pro-
cess. | would like to expand the prepared piano's
capability to produce noise.

| had already been thinking about this, unrelated

to my project with Mitsushima. But an awareness

of space, prompted by our talk of his use of a white

cane when walking and signal sound devices at
pedestrian crossings, led to this work. We are able
to recognize a place by sounds heard from afar or
a light or something moving seen there. When you
make sounds on a toy piano placed in a gallery,
things occur elsewhere in the building in connec-
tion with piano’s sound. On one hand, it can give

you a sense of the scale of the space. On the other,
you can't see or hear what happens in other places

not visible from where the piano is, so it is interest-
ing to try to use your imagination.

Reference: Pamphlet for “IMAMURA Ryosuke x
MITSUSHIMA Takayuki: Kankaku no Hate -
Beyond the Extremity of the Senses” exhibition

1-2

SHEA (FFIciang)
20234 Btk 35 26F

ERE

IMAMURA Ryosuke, The Touch of Poetry

2023 / Video / 3 min. 26 sec.
Collection of the Artist

ERDZEF

[TH. FLTIIRFTRALCVATT SR EXE

SARED. REIZBBFA LIS PEFTROY—ERD

BETZLHRL,

SEDOMETIE. ENFEFEICRDIZoNFICH
Bolehd—RDFERTTART AN, BE)
BEIE, PREDOBICEBORMETHARLL
E)BoTWenftiine, SE. BREDBHE
FARDEEIPEBRDEFIEoT=ESTE,

i}
[SRBEXKEEZ (REDOR T BI/NVILyh

Artist Statement

“But | at least want to read poetry using braille,”
Mitsushima says. Recently, the demand for braille
is apparently decreasing because of screen readers
and audiobooks. This is perhaps highly convenient,
as there is no need to translate text into braille, so
there is no cost of printing it on paper. Now, this
is fine for reading novels, but it never occurred to
me that someone would want to read poetry in
braille. But, come to think of it, | can well under-
stand this. | am not good at reading aloud. Unless
| read silently, the meaning of the words doesn’t
clearly come to mind. It may be something like
this. Poetry is an expressive form requiring one to
also read what is between the words, so the sound
of a machine or other person’s voice intervening

in that experience is distracting. What is it like to
enjoy verse by touching letters with your fingertips
to read it? Someone like me who cannot read text
with my fingers can only strain to imagine.

In this video, using a refreshable braille display,
| input the poem that started my enjoyment of
poetry. | then play it back. | was certain | had read
the poem in a Japanese literature textbook in junior
high school, but after looking it up in the textbook,
it appears that it was in high school.

Reference: Pamphlet for IMAMURA Ryosuke x
MITSUSHIMA Takayuki: Kankaku no Hate -
Beyond the Extremity of the Senses” exhibition

Video Production: Tokyo Shibuya Koen-dori Gallery

g ! HEIDT AAERAFOEREEITBOTNE5LL,
Editing: SAKANAKA Takafumi .

[(EDTF—TI) 7—ovav7]
REVE—2 XFEIL (Gr#)
FLF FREY GEREFAZFHR). SNEK
(HRER). BHERE CEBEZBIET V28N,
BREF (PrIIHOLEYR—Yv— KBEZHIE
722V HBEZ (HERER). I HTH RR
WEALREBIFX v —)
KE0FIE, BAREE

IR$%H : 2024 %58 27 AR
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[ORBEEXAEREZ (REORT) BI/\V7Lvyh

Artist Statement

For many years, | have been fascinated by the pre-
pared piano as an instrument and technique, and
as a concept. A prepared piano is one in which
rubber or metal foreign objects are placed on or
between a piano’s strings to add noise or change
the sound quality. When a particular melody is
played on the piano, a wide variety of sounds will
be heard, depending on the noise prepared in the
piano, and a potential for infinite variation is born.

BEFERRTILEBELN LB MISHEET IR DA
MEBRVDTHBEIEE VDA, 721FE NG IE
ENTLWIEFIERFTHRALVEVSDIF EX
THHBD Iz, 1212, ELNTHZEBMNCH DD
SIBRED L . EIE. BHLIEFTRHATHELEX
BOEERDLoMNYIBICASTIARL, ZNRETW
BDEAID HEWSIEEEEEDMICHZHDD
FEBITNIEV T BORBICIE, BB EOTE
ENLTRHKDTIREHBRDIEAS, XFEBEICIEE
TRNEL SR, CARRRE TXEEKEDHTL
3012550 IETXF ROV EICIE AT ERRY
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HEEZ

(SoMicBEFT — FREBBDOFELY)
2023-2024 4 /8T, 7O UIIRE RV R KR ZDMI R MNTAT /YA XA E
YERER
%h RS S HEAM TERR$IERHAH 7RI ITAHOLE

MITSUSHIMA Takayuki, Sayakani irotenji — From the Poems of Nakahara Chuya

2023-2024 / Nails, acrylic paint, glue, wood pieces, other mixed media. / Dimensions variable

Collection of the Artist
Cooperation: TAKAO mokuzai Co. / Production Support: Atelier MITSUSHIMA
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M-2
KEEZ (BLMBICEHFEINT)

20244 /4], $8. ALIR. AYTAV T —h
0SB&1R,15.5 X 182 X 6cm

YERER

e PRUZAHDLE

MITSUSHIMA Takayuki

At the Mercy of Colors and Textures

2024 / Nails, pins, rubber pad, decorative adhesive
sheets, OSB plywood / 15.5x182x6 cm

Collection of the Artist

Production Support: Atelier MITSUSHIMA

M-3

KEEZ (ENhF-2FZRVHET)

20244 /3T, $E. AT A FOUILEE RV R,
NV Fy 7. OSBAR,16 X160 X 6cm

ERTE

wIEHA : 7RUTADLE

MITSUSHIMA Takayuki, Restoring the Broken Whole
2024 / Nails, pins, staples, acrylic paint, glue, chip

board, OSB plywood / 16x160x6 cm
Collection of the Artist

Production Support: Atelier MITSUSHIMA

M-4

HBEEZ (REWTREBICET)

20245 /8], 7O VIARE RV R RV Fy T
INAVEERRM 45 X B0 X 8cm

1ERE

FER D 7T A DOLE

MITSUSHIMA Takayuki

Walking Fast to Preserve Memory

2024 / Nails, acrylic paint, glue, chip board,

laminated pine board / 45x60x8 cm
Collection of the Artist

Production Support: Atelier MITSUSHIMA
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M-5
HEEZ (EMBETEEDEEMIRZ D)
20245 /2—RNB&H, EEE, vy TE.
NYTFAvT—b KR /95X255X10cm
ERER

WBh MR KRIEERE GHERD 7R ITHDOLE

MITSUSHIMA Takayuki, Replacing the ‘Pharmakon’
of Words at an Art Museum

2024 / Cord stopper, drawing pins, map pins,
decorative adhesive sheets, wood pieces /
95x%25.6x10 cm

Collection of the Artist

Cooperation: TAKENAKA CARPENTRY TOOLS MUSEUM
/ Production Support: Atelier MITSUSHIMA

M-6

HEBEZ (BOEERECDE)

20244 /. 7O VIR E RV R ANZVFY T Ay
TAVTY—b KRR /345 X12X13cm

ERE

%0 MR KT EERE HIER D 7hUTHOLE
MITSUSHIMA Takayuki

A Far Color That Doesn’t Come to Memory
2024 / Nails, acrylic paint, glue, chip board,
decorative adhesive sheets, wood pieces /
34.5x12x13 cm

Collection of the Artist

Cooperation: TAKENAKA CARPENTRY TOOLS MUSEUM
/ Production Support: Atelier MITSUSHIMA

M-7

HEEZ (FTHDBHNEZL)
20234 /R 165357

1EEREL

B G KB B RE  SHBRA
®E: 7rIHOLFE

MITSUSHIMA Takayuki

Outdoor Sculptures Seen by Hand
2023 / Video / 156 min. 35 sec.
Collection of the Artist

Cinematography and Video Production: MITSUSHIMA
Takayuki / Editing: IMAMURA Ryosuke
Planning: Atelier MITSUSHIMA

M-8
KBEBERAFTHIBNEL — 7>V=—-Ha(F

R D) 19914F)
202545 /B 125 22F
ERER

B - B KRB IRE  S1EA

@ 7N IADLE

WA 7rV=—-Ahn-Lra— RREBRAEME
BB RRBEALERBIF v I - [SNEBEX LS
B BREEHCHIIY—F - Tavzsb (RED&AP) E

MITSUSHIMA Takayuki, Outdoor Sculptures Seen by
Hand - Anthony Caro, Tower of Discovery (1991)
2025 / Video / 12 min. 22 sec.

Collection of the Artist

Cinematography and Video Production: MITSUSHIMA
Takayuki / Editing: IMAMURA Ryosuke / Planning: Atelier
MITSUSHIMA / Cooperation: Anthony Caro Centre,
Museum of Contemporary Art Tokyo / Special Support:
Tokyo Shibuya Koen-dori Gallery; “IMAMURA Ryosuke x
MITSUSHIMA Takayuki Research Project on the Senses:
Any Point ‘P’ in the Domain of Sensations”

M-9

HEEZ(FTHIBHNEL — KIC3N3)
20254 /BR{%, 105 247

TERE

B -Gl KB EZ RE  SHEE

8l 7N IADOLE

R REEGEALAEBYF v I — [SHBREXAS
B BREEHCRVY—F - TRV o (REDAP) B

MITSUSHIMA Takayuki, Outdoor Sculptures Seen by
Hand - Touching the Tree

2025 / Video / 10 min. 24 sec.

Collection of the Artist

Cinematography and Video Production: MITSUSHIMA
Takayuki / Editing: IMAMURA Ryosuke / Planning:
Atelier MITSUSHIMA / Special Support: Tokyo Shibuya
Koen-dori Gallery; IMAMURA Ryosuke x MITSUSHIMA
Takayuki Research Project on the Senses: Any Point ‘P’
in the Domain of Sensations”

M-10

HEBZ(FTHIHNEL — EDEXIRFRE)
20254 /BRER 105 217

ERE

BRI XBEZ/RE  SIEE

BE: 7R ITAHDOLE

BRI RREEA BB v — [SHBRIEXKS
B2 BREEOHCRIY—F-TOVIor (BREDEP) B

MITSUSHIMA Takayuki, Outdoor Sculptures Seen by
Hand - Shibuya Dogenzaka area

2025 / Video / 10 min. 21 sec.

Collection of the Artist

Cinematography and Video Production: MITSUSHIMA
Takayuki / Editing: IMAMURA Ryosuke / Planning:
Atelier MITSUSHIMA / Special Support: Tokyo Shibuya
Koen-dori Gallery; “IMAMURA Ryosuke x MITSUSHIMA
Takayuki Research Project on the Senses: Any Point ‘P’
in the Domain of Sensations”

ERDZEIF
[E->TUATTCZEDHIFELEHZ RN

OOLBEVHDERLE
TOMEMR D HIZWH S, MEDEHIIRHDICK T
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TETICHREHRTHRIFIELTLESIZ LN Z >
fekS57z,
LOLSEDRERICHEGALIEHE(FTHZDE
ABZ — 72V =— - HO(FKREDE)19NE) &(F
THBDTFNEL — KRICINB) ICEWTIE. bhd
BROWHDEDOMNSRVWEEELATZWEWVSIFKBEED
BIRDFL AL RRSN/AERICEOTVREBNE
T BoTHESTHEENIBRTERVARDAT
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IDYEDHFHR

HLOFTAREIRE LIZER TIE. RO DOEINEE
FIOYDOFRRTRESICHLTIDYFEHKRTS
MIRERVELTZ, AR, REDOXBN ATV RAK
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FIERRAH-/IETROTTH BBV EERDN
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SHRRFFLICANIZT LD\ THEAEBRDF /2 Mm%
ADEVMMIBRSTITEEL., TN TE3ARZS
ADNELES>TVBHEDHRICASTITLEWS £ RfK
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SHWHEHIHICT S
CDEIBREREA 2D BIFCAFDTDOY %
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ERICLIZVE WS RBEBE D SE27-Dh (ECHW
TEIBICET) T, REBELAZSDOTWNDES
ATEABLCEWTD b DR ETED RICTHTAAES
LT FOREHEEHOTVEET,

WINDHFEDOFRIS—FEAE T BRELIE
WEFBETANS. VAT AICAAMAEFIY Y LT
ERICHSTZERSTVWET,

T’BoT. VAT TRIFEIATISELTVRDD
BoTHbhoRW, FBREAVDAEISICRUELE
WEBSTWEDTT D,

Artist Statement
Digging In, Expanding Out, and Still Unable to See
Ahead

Enjoying what you do not understand

Around when | turned 70, | began losing the
patience needed to solve puzzle-like situations.
More and more, | found myself throwing them
aside, half solved.

Yet, my new works for the exhibition this time,
“Outdoor Sculptures Seen by Hand - Anthony
Caro, Tower of Discovery (1991)" and “Outdoor
Sculptures Seen by Hand - Touching the Tree”
reflect a sense of interest that enables me to want
to enjoy something | don't understand without
understanding it. Appreciating Caro's objects, the
totality of which | am unable to grasp no matter
how | climb and climb, resembles the way | feel
when | complete a work feeling frustrated because,
no matter how | create and create, | can't see the
end of it.

Discovery of how to touch

The work | created filming a tree in Tadasu no
Mori forest became a video of me discovering
ways to touch the surprising character of a tree’s
shape and unexpectedness of its textures. My
original intent in this production was to answer the
question of how the blind MITSUSHIMA perceives
objects and trees. As | took selfies, however, | felt
that | was creating a shape rather than undertak-
ing an appreciation, and this gave me a hint for a
new direction in my viewing experience. This may
be close to the experience of “entering a painting”
that people who can see often talk about.

Giving a form to my method of touching
| created “Walking Fast to Preserve Memory” from
a desire to turn my ‘method of touching’ such a
large sculpture into an artwork. As | touch a large
sculpture, | walk faster and faster, trying to read
and construct the entire shape in my mind. My
hand movements also become faster.

All of these works, | feel, move a step forward
from Chuya’s poetry collection and shift direction
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from digging into sensations to expanding outward.
| dig in, expand out, and wonder where | am
going next, wanting to fly beyond the dim light.

)4 —F

Researches

CITRRTZ—EBDERIT. SHEXBITEZ Y —FFEDIHRTT,
DY —F(E. 2023 FEICHA CHELEZEER [SRNBEEXAEEZ (BB
DRT)| (FRYTHDLZE Sawa-Tador) IC[EIF THRFY. TDE DTSN T
WET,

ZDEEIG. FEVDERICEERMTZI AL T LOENEIFE T, L
MR EZEILD. BEVDOHBE TORERFIEICH T2 ERDE W ETED O,
HEITZEEBNELTVWET, 20O EEDREDIFIET, /2728
MTHE2EEMNTBIIBRR[ERDDDHNIL. BYVDAZBICEL-THS
WD SEDIETEINRDDETSIRICHIZET,

ZDO—RELT V7 ETOFEEM REDRT—5H2L\E TDHA
FVICANT T BIToTVET, HRERIZIT TIERIBLENEVLWD D%, SEPK
EDOHICESTHEIEAATVWET, TRTDYY—FITOVWTERLTWND
DI TIEHNEBAD ARVIBYBRINSLENINTVDDDIHYET, HHHET
BFRAVETNEENTT, (5F)

The series of documents displayed contains a record of research conducted
by Imamura and Mitsushima. The research was begun in preparation for the
exhibition “IMAMURA Ryosuke x MITSUSHIMA Takayuki: Kankaku no Hate -
Beyond the Extremity of the Senses” (Atelier MITSUSHIMA Sawa-Tadori) held in
Kyoto in 2023, and continued thereafter as well.

This research activity was not necessarily meant to be reflected in the two
artists’ works. Its purpose, rather, was to draw out and share differences in
what we found interesting among everyday sensations we perceived or produc-
tion work, including quite insignificant things. The scale of the activity therefore
varied greatly, and if there were light activities of simply setting off somewhere
spontaneously, there were also planned actions undertaken while having
people around us take part.

In connection with this, we also are corresponding with each other on the
web, “Letter Exchange: Kankaku no Hate (Beyond the Extremity of the Senses)
or else Beginning of the Senses.” In this way, we are applying the power of
words and dialogue to amplify things that cannot be shared/exchanged simply
through experience. We do not touch on all our research in our letters, but
some parts are written in looking back at it. Please read our letter exchange as
well. IMAMURA)

OFEEM RRBORET—H2LE ZTOHRFEVICHEIF T
“Letter Exchange: Kankaku no Hate (Beyond the Extremity of the
Senses) or else Beginning of the Senses.’
https://imamuraryosuke.info/kankakunohate/

=&
SHER KEELZ HEAFR) BHEE aWFEF FRIAOLE)
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Going to See a Stone Garden

EeH : 2022/10/24
SE e S BR

BT REF BERER Wesraval, BRZERT [(FLE50A]

AVRAL =3 DRERBICOVWTHERNTZWEE S
TWeh PR IADLEDTCZILICHERESFTDRE
HE—HEICHITITT S ESHSANREBL N,
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IARES<
Walking the Neighborhood

EREH : 2022/11/14
SME S SH. BH
BT 7 M) ITAHDLFE Sawa-Tadori i3

HESAICEBET N IOMDEERICHCTYT7 %R
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MTBERESHLAVKRAVMNERZTHE, (5F)

[REICEEDHBAN-I—V-%TVT7IL]
TDI—oay7

Workshop: “People with Visual Disability
Encounter Art Materials”

E£HER  2022/12/4
B 7RI H DL FE Sawa-Tadori
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EDHZANRZEANDYIR— %S T D DEREHIE
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T—0 3y T E{Tol, V=TT EICREREFED
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fEoTHERKLEZ, (5H)
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& &TANIVAN— TEBTh. FILFRE

II—=T2 [T DEEDY]
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IIN—T4 [BIRED/N=T1—]
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