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[Sounds of the City]

Autumn Jumbo Draw Lottery

Toy dog

Toy drum

Sound of a fish-shaped wooden drum from temple
Shutters 2
Supermarket music

Surusuru-uruuru .

Lady at abacus shop

Chimes

Harmonica

Pachinko parlor

Pipipiii

Dog from a pet shop

Radio

Phone ringtone

Shouts from festival

Bending machine

Outdoor unit

First ippon-jime handclap

Japanese instrument heard in shopping mall
Music from shrine

Chime from town workshop

Applause

Furin

Coins thrown into offertory box

Korean tourists

Dog on walk *
Kids playing in park ]
Bending machine

Bonsai shop

Cats

Airplanes and helicopters

Construction site

Wind blowing, suusuu

Announces at Station =

[Raining] L
Zaa

Saaa

Zaasaa
Zaazaa
Saasaasaasaa
Zaazuu
Shitoshitoshi

ing rain, or the sound of construction
icho

Rain, Pichon

Rain, Potsu

[River]

Bashan

Ferry
Bokobokoboko
NETSEL
Chachapun
Unyon

[Constructions]
Gachagacha
Weendodo
Ween

Woon
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Waan
Kaan
#Kashan o
Gachagacha =
Kjghaan
Gugugukashkoon
—
Tatataaween
Dararankakeen
o7
Dontsukutsu.li
Tonton {
* Beaa =
Kwaa -
Dododo

[Bicycles]
Karakara . - = \

Geeko T
Geeko and ‘mamaa” l b
Kirikiri
Tojitojiotoji
Brakes

[Cars] L
Uaaa
Car growling
Noisy car
Engine sound
Car horn
Teketeketeke
Truck
Motorcycle Fl
Motorcycle, car and footsteps
Motorcycle, brrrr
Motorcycle stops and starts again
Bus
Car backing up
Announce of bakery truck
Music of bakery truck
Pipii |
Hyuu I
Buubuu, kids y l
Boon
ubububuu .
iubububububu ?
uun
Bruun, car horn
Buruburuun
Bururuu
Bururun
Faraway truck
Ambulance
Truck turning
Police officer whistling
Alarm
Highway
Motorcycle on highway
Left turn
Car launching
Fire engine

[Signals]

Cuckoo

Cuckoo and beep
Touryanse

Pippoo

Announce in female voice
Birds

Main street

Bumps on the street
Consumer vehicle stops



rNovoDEES Truck stops

NADEEE Bus stops
HER Whistle and car
BEREROT7FIVA Announce of recycling pick-up truck
NADFES Bus launching
BERE Car and footsteps
71}/ 2— Cuckoooo . =
Fav Kyun = -
T T Tettee
By < Pipi pipi
TAVR=> Finpoon
ROFE Bird's chirping
E=PN;] For blind people
P
[ADFE-FELE] [People’s voices and talking] -
HREFEEHOT7FIVA Announce on Nakamise shopping street
(A% ALIAL 2 lyaiyaiya- (oh no no no)
WeoLeW\EE—BH Irasshaimase (welcome), male voice
IEFUDHLWY Ebichili ga ii (I prefer shrimp with chili sauce)
HLL— Qishi- (delicious!)
Zhg <im0 Kore sugoku nai (isn't this great?) 2
A#EShATEBA Ningyoyaki kuren damon (because | got ningyoyaki cake)
(£ 30 haai (yes)
HoBPHHLY meccha kawaii (so cute)
HoEPHHVVWALITE mechs kawaiindakedo (it's way too cute)
HEATAE voices of foreign tourists
BZIE50N coughing
ShEtELE— ima yakemasita- (it's fried right now)
ESV Laughing
ANEDOSHE Voice of male rickshaw puller -
SAZDLIE Unkono shippo (tail of poop)
SAZESAT Unko yo unko (poop oh poop) i
BIFEA Voice of middle-aged woman r i
ZZTHOITAD Kokode mattennno (Are we waiting here)
BICLESDRBIIC Kaerini siyouka, kaerini (let's do it on our way back, on our way back)
FOF FKOVF. I Maiko Maiko mou ichimai{Maiko, Maiko, give me another one)
TIvI Sneeze
TINT Kebabs
ARV THF £5H Skytree totte ageyoka (shall | photograph Skytree)
AN VREERE T HRAE Tourist speaking Spanish
EOE&K Soudayo (you are right)
CTRHO>TADTHE Sokode mattenno zutto (are you w. tire, for how long) e
DEHTEHKEIL /=P | Sokkara mitemo kando ‘hitayaro-ﬂ“ﬁsn't itimpressive from that ai 00) =
—Z5%>Th Nee souyattene (yeah | think so too) =
S S Hato Bus -
<R
HEm=H#
FEOPABELOTLD get sweet potato yokan)
HREEFE BT
SorryYes
2
EOAT s freez’

BICLESDIRY ' iyouka kaeri (let's do it on our way back, our way back)

=an -
= urity guard

AEDFEEDFE Children’s voices from a park

FHOKNE Children’s giggling

FRAT—AV Hand-kneaded ramen

BYPESTENELE Arigatou gozaimashita (Thank you very much)
ZobiEL Kocchi dayo (come this way)

ZHEEDE Joseigasa ga jama (those female umbrellas are annoying)
EJAV Laughs

BRXTHT— Tabetemite- (eat this)

ANEDZEERER Rickshaw puller introducing the tourist sites in English
Bolds 0 Drunk

BEOFER Cheering at sumo wrestler

BRELAHLEENEE Otanosimi kudasaimase (please enjoy)

ZEMFER Nidozuke dayo (you put it twice)

H\F Applaud

HWTALITER Aruiten dakedone (I am walking, in fact)

BREZA Bonsai shop



EPIRI [ HFPFTTE—FS | At Kaminoarimon: Omiyage desu doozoo (souvenirs available) 05
B H—bIkiE] At Kaminarimon: Ah, hahaha
BRI 2B DIEIHNNNATZU K je At Kaminarimon: Acchino houga iimitaiyo(l think the other place is better)
BRI HhRIf=d>BTESD ] At Kaminarimon: Anata acchide kattano (you bought it at the other shop)
BRI HENVR—] - At Kaminarimon: Amaine- (it's sweet)
BT [HWET &) At Kaminarimon: Arimasuyo (yes we have them)
EPIRT [ HNARATNDIDE At Kaminarimon: Are nante iukana (what is the name of that thing)
BRIV TP—d Il ] At Kaminarimon: Itteya- ahaha (why didn’t you tell me that, hahaha)
T[S L WEEESF—] At Kaminarimon: Irasshaimase douzo- (welcome, please come in)
BRI D54 At Kaminarimon: Ufufu
BRI A=2. ~~ICLTESIDIF?] At Kaminarimon: Eeee, XXXX nishitemorauwake (what, do you really want to be xxxx?)
PRI HVLZESPR] At f@minarimon: Oishisou yane (That looks delicious)
BRI [ H—WVFARI—AICEOTREK] At Kaminarimon: Ooi, lce cream ni natteruyo (Hey it's ice cream now)
B\PIAT [ ARGEE ] At Kaminarimon: Ningyoyaki
HEF=FEOETEI7ZD Anata socchide kattano (you bought that there)
HBHDHBD Aruaruaru (true true true)
Hhia— Arene- (Oh, that one)
WEoLeLVER Irasshaimase (welcome)
SEWNVBA 3 Umaimon (something delicious) }
Hla—t)—Ng Onaarii (here he comes)
ZoBICEELD Kocchini kiyoru (he’s coming this way) -
ZIFET Sobayade (at soba shop)
ZIEBTREST Sobayade meshi kutte (ate at soba shop and then)
ZAEEIIEHHT— Sontokiha omae- (if that happens, you-+-)
ThEEE Sontokiwo (on the occasion)
Fhdh— Dakarane- (as | said)
Sradliyiyg Cherittsu .
53:9:‘:[{’\9&33(— Chotto jaasa- (wait, what if--)
BRI — Nanananaa
HALLPARST BRI Minna shabetteiru aidanine (while you guys were talking)
H—18 Mou ichimai (one more shot)
EDPofBHFREVELLID Yokattara shasin torimashouka (do you want me to take picture of you)
HHAL— Wakannaine- (not sure about that)
RLTHLLLY o Yasukute oishi (cheap and delicious)
FEODA Imo yokan (sweet potato yokan)
FAYN Forigner
BIICLEK Kaerini shiyo (let's do that on our way back)
ROEE Tsugino densha (next train)
BLEPVEEAD— Mesiagari masenkaa (try this one out)
PLTHREL Sukoshidemo hayaku (sooner the better)
Laughs
%—«r; Makkurgfdauyo (it's black)
X ESE— Ningyoya - (have some ningyoyaki cakes)
ANEHTREVELLSD ; = Ricksham't—hashin torimashouka (should | take a photograph of you)
BIEEZIVKATEEL Tsuu ha muko ikundayo (experts would choose that placi
= BHAHEL - Ashita mo hayaku (early tomorrow too)
Z5h Souka (right)
FLHLBEL hai moshimoshi (yes, hello)
=0 Hooi
AV Laughs
[EnE] [Sounds from the past]
FelF e BT — Takeyasaodake- -
Fo7ea Hattaiko
PEVS Sweet potato peddler
2RESA Gold fish peddler
SEESA Tofu peddler
MEHEE Natto beans and miso beans peddler
[BE] [Footsteps]
[eatit Tottoko ‘
EEl Trolley
chachacha Chachacha
konnkonnkonn Konnkonnkonn
su-su Su-su
Hay Kako
HYy Kasa
DY vHYYhYY Kasakkasakkasa
A Kasan
HYhy> Kasankasan

BLrHLr Gashagasha



06 EvIE Katakata

1 HhEy Kata L
\ hayh&y Katakkata -
\. h&> Katan
»EP Kacha
HFvAF+¥ Gachagacha
\ DIRIHY Katsukatsukatsu
\ HYHYHYH Kakkakkakka
: Av3a Kakko
3 \ Hyaw Kakkosha
\\ vk Katto
e R e 2 Kyuu
V%l Kuchun
JyFay Kucchun
avnaiha Kotsu iroiro
208D, Kotsukotsu
Zoay3ay Kokkokko
Z2ToZ> Goggoggo
ZD2ZDZD Kotsukotsukotsu
L 7 Kotsuza
ZHR->ZDD Kottsukkottsu _-‘
E coaby Kotokkotokkoto *
Y Sakku = ) 0
EoEo>HY Zazzazza L
Lyolro Shassha ;
.g*(ﬂol)*(vol)«" Jajjajja =
Lrilel Jarijari =
%y Shura b’ 8 .
Taka i .
fereteteele Tatatatatata
2YRYRYE Tattattatta ) L - - -
DEDED IR Tatsutotsuta e r
KINZIN Tabataba
BINBINEINR Tabatabatabat:
FehTehTh Tantantan = '
~ ~d Chi y e
HE Chal e
o Ch, .
Ch
Ch
on -
Tsuki
Kkokkokk M -
Tesutasu
N TIFIT Tettettette
. TITVTY Tententen
epeh Tokatoka
enedr Togatoga
EhEMENEDT Tokatokatokatokatate
RABZRZ Tosutosutosu
EoKEK Tokkutokku
EoEDEDE Doddoddoddo
[Selaelaplaslaets Tottottottottotto
MR Tototo
seld Tobatoba
£3EB Torotoro
INET Pataa
[F9/ey /el 9/=) Patattapatatta
INBINBINFINF Patapatapachipachi
v Bushi
ey Buhi
REYRZYNZY Petappetappeta
by Petu
= Mishi
wa Carrier
iE Sandals
wH Many
Hvh Katto
hor Katsun
avy Kotsu

BFEIVY Footstep kotsun
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Y Za

AR Tobo
REEZ Footstep and cough
[=R] [Insects]
JINN Kuwapepe
777t Brown cicada
F1— Kiii
Fa2)b Kyuru
FaFa Kyurukyuru
IREIIvI I Kumazemi cicada shashasha
977N Kuwapurun
aA4O0F Cricket
YI— Shee
arr Shoen
FFOITIN Chichikukupurun 2
FFF Chichichi
VIY IR — Tsukutsukuboshii
Th—Tun— Tiitii
T4—0 Diiro
T1E Dihi
<2754 Clear-toned cicada g;
Z4) Puri
T Purun
132135 Horohoro
IVIVER Robust cicada / ey
W= Rii .\
Wi Ririri
L4 Mosquito
L Cicada
EE Asakusa
SR Bell ringing cricket . .
(AT T33] [Town factories and workshops]
714—2<%<% Ween kurukuru
Hovroa— Gashanshuu
DIeADTEDTE Katankatakata
HIHIIv> Karakashan
RS v>hd—> Dushankakiin
BN H— Toranntorannkashaan
R — N> Biidodon
TLA ' Press
ARE Cutter
T Paper factory
[Birds]
Eeee
Duck
Crow
Keeii
. Kyee . £
Eo— Kyuu
Far— Kyoee
INF— Kuhaa
Fraf Chui
FILF— Chirukii
FILFILFo— Chiruchirukyu-
TA1— Tiii
ANOLE Pigeon singing
NDPNSFLF Pigeon flapping
[E=ar— Piiee
[Zar= Piee
Eax— Pyuee
(=] Piyo
V&oU& Piyoppiyo
VUKV &K Piyopiyopiyo
% Sparrow

% Pigeon
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[Time]

Chime

Hanetaiko drum

School chime

Time bell

Yuyake koyake (Song of Twilight)
Waratte litomo

[Train]

Announce

Pinpon

Stand behind the yellow line
Mamonaku (approaching)
Tobu Line

Gatan goton
Dagadagagatagata
Chirpings of birds, faked
Door is closing

Please don't rush in

Door siren alarm
Background of do re mi fa train

Train squeaking on elevateg railroad

Watch your steps
Train, announce, watch your steps
Railroad crossing .

° SENRBED/HICHIELIEA /YMOEFT—4—8 [T7 IV B EU1ERK]
e List of onomatopoeic sounds created for the exhibition (names of the data files) L

!
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Foreword 11

The Open Square Project aims to bring together imaginative
artists and a space that stimulates their creativity in hopes
of creating new possibilities. For this project, the entire
space of Asahi Art Square is made available: the main room
with a 6 m high ceiling and approximately 260 mz floor, the
backstage area that is normally closed-off, and the lounge
space on the 5th floor. Artists selected from the public are
asked to create works that utilize all of these spaces.

For our second exhibition for the project, we presented
“The hurly-burly chorus — Urban symphony in Sumida and
Asakusa” by Atsushi Fukunaga, who lives and works in
Berlin. He has been using onomatopoeic expressions to
translate various sounds that people or things emit into
words like a dog barking, “bow-wow,” or eyes spinning
around going “guru-guru.” Onomatopoeias can also
include one’ s feelings or the state of things. He has been
dynamically transforming onomatopoeias into a diverse
range of works including flat pieces and sculptures with a
certain sensibility.

For the occasion, Fukunaga collected the sounds of
Asakusa and Sumida, the areas of the city surrounding
Asahi Art Square, both of which are known as
quintessential representations of old downtown Tokyo.
The sounds were then translated and recorded into
onomatopoeias with the help of 80 participants. The
onomatopoeias are then symphonically played in the
darkened venue of Asahi Art Square. The rich layers of
sounds including those of birds, bugs, wind, waves, popular
tourist sites, the busy Tokyo streets, and that of life in old
downtown surrounded the visitors, evoking their memories
and stimulating their imaginations. By doing so the project
brought about the expansive soundscape of the city that
we often fail to notice.

This volume documents the exhibition, set in the dark

with a variety of texts from Mr. Fukunaga, a poet, a city
worker, a linguist and a curator, providing rich viewpoints
for the exhibition. The Japanese onomatopoeic expressions
developed our way of communication in such unique way.
From this volume, we hope that you are able to gain a
glimpse of Fukunaga' s practice and the potential he offers.

This exhibition was made possible with your generous
cooperation. Please accept our sincere thanks.

Asahi Art Square
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Like a sound, a word is formed within my body.
Ryota Yamada

THIOYIVR-R5—T

b $EE S

Soundscape of the Old Downtown District
Kazuo Watanabe

JOAM—Y [BREE]
#EARR+AHES

Cross Talk [Language and Sound|
Atsushi Fukunaga + Keitetsu Murai

ZZANENEHE — A/ TN DFHU L ATREMEHRL
/NEFIESA

Recovering the Inner Voice —

Creating a New Possibility for Onomatopoeias
Masahiro Ono
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AHIV

Indigestible Words of Flesh
Emma Ota

BV, FOWHARDS

TIAlE

From the Darkness of the Echoing Cityscape
Yuu Takehisa

[BE% | Exhibition]

')A/ BEANb
List of works / Related events

[ZO+XA | Process]
BE»S [ ERZEETS)
1R

“Creating linguistic expression” from our daily life
Atsushi Fukunaga

[7—F1AN | Artist]

{ERREEE /3B E (R
Biography / Past works

[f#F | Brochure]
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Atsushi Fukunaga: Sumida and Asakusa “Gaya-Gaya” Symphony | Eri Kawamura
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DSEDRTEDISLERHFEETNS | ILHTK (HA)

(NJ=N)——FR) ZARBRL TLER. A BNEICRNDF /TN
ZERTDEICHEOTVD, EWVDIFRDBBRLA TR v ILTHDHE
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& WTIEA/IMDEF TH oz, ElEW A WERAESZHAN T
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RO T ORI/ WO DBRREEDYDEFDET/ Y —IIURE>TE
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FAEOIhEAIHOE A [REEDIN [EEVSHFI],
FE DA /I DOBREERIE . BEROHERDICHODICISREE IR LA
IR BBOA /IR OIEEICKDFNEL /I, 55iE. FO 73k
BEHA/TIDBBENPT VWXEI Y IV TH D, FOFTH/IINDE
75T MREFWVDERDEDIES DD, B—IC. F/TINISEFCBEELH
EIEHLAPY X2 E5ABIEDHDEAD. o BHRDHEERLE TIE
RERBR_17> A%F /IMDEHEIEADHEEHY DD, —FH T
SHBRINETBTBRATDA /MG, ZOBERERKALICBIG T D8
BMLETHENETEBZRTHELNLL,
IEBBWLRA /TIDPEREINZFEFHA CIDROB T SN DBERE
l&. ZZTHERESEDRIENRIDTVNDDEERETDEETHB. B
N=A /TINE, EXELTENEZ TR DD HRDR A ZERS
%, GIZIEF /TIROBIEEL TR VFRFERD[DH—A WX—
A BOPOIA], [T—DRIEWDRA NV ERDFOFICENDZDA/
TIANE XERDDZEHT T2 APENDEELZREL TLDIEDPDD D,
VERVZDF /TN ZREUCZITER /L. BIEPEND TS 0%
[®H—A BE—A OPOLA]DEZZRZICLTIRDZIENTER
Lo 7T2aTHRSTEDPEDLRV, MHDENDEEX., HIAISHERPRD
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WOV TINBIEEDIER THIRDS . Tha2 R DHRISMAERED
ODHMEDEAESHISTEDTH o7z, IMCEDTZDKERIE. BN/=A
IRMZEDFEZITRBDIETELIHBREEEZRIBDTHo/. £
2LVDZED,
ZIZEEORBICREBAANDE. HBIEISFREZHPEIATL
%. ZREFRLBBFICHBT IO, ZOVTHENSABOOZEL THRE
ENEHEDTHBEWNDAR, ZORATORMIE. EA-ZEOEED
BEFMICLEEVWDSBRTBERDSBEL TOVEhEFERTEEOTL
72 BEC A TLKBDIFECETHEABDE. AEDOHFHEWD T E—%
BLESE. ZOADFEIFDHVWERED., HEVEICLIZZ EDRNTES
DF/IINFERED . AE—D—IFWKDHBATEADED ., FARIER
B, ABHICBEINAZTORAEDUDEEI>TLE. EEORARIE
BDBDZEDV ED>TIELY,
ThEHZDEMICLITSHIEL . REFEIA /YIICEZE5Y ZET.
REICHMBIIEIT B, BOLLELWVEOA /YIRZDEDVEDREE
P FNODERICHDIVTINEBBEEZDEEAELIZEYERET
&I 0%. BEDBANEZEEIBIBT 5. HELTEHBENED, 5
WOV EDD. TEPHRED. BHBEL BHEERR. ALDHL &
[EH7E. MDBR2. BRNTRIA2H5WIEDBRENERBT . K
KNS B ED>TIEDESDLLANED DM A= DEHICEZAEN
%, RICBELEEBHRDOEZEROBRIETEOEEFELZELED,
ZDEDBARKITBI OB >I=ESD.
ZFLTEHICREBZOHBICEEFTYDIFDE. HO—EBEZLITHN
%, BUEABTHBERICELON=A /T IMITHEBZZRD. LR
<BRBEDELTEIFANSNDZLDICH D, HERZEEBICHEZE S/
)T FICESTYZYIALEYLEDS., EDREICEZ®IER TS
SBIC. HIEDEMRD A/ TMNTTETWIDDESIBRERER D, £

15

TEN4EFEND | Like a sound, a word is formed within my body.

=

PEEDHFTENLIR

X | Ryota Yamada

IN]:: 50
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Like a sound, aword is formed within my body.
Ryota Yamada Poet

After | experienced “The hurly-burly chorus” exhibition,

| became more aware of onomatopoeic words that appear in
various text pieces that | now read. | am especially curious
about how the onomatopoeias are used in the genre of Japanese
poems, which | am particularly fond of. Several texts that
discuss the usage of onomatopoeias in poems often mention
that it was only in the modern era that poets started to use
onomatopoeias. Well-known modern Japanese poets such as
Kenji Miyazawa, Chuya Nakahara, Sakutaro Hagiwara, and
Shinpei Kusano were all skillful inventors of onomatopoeias.

Of course, contemporary poets inherit the culture of
onomatopoeias too. What follows are a few examples: “Uneune
and uneune /days of awkward encounters | was at the bottom /
shaking and rolling.” (“Chichikowashi” by Tetsuo Kaneko); “That
is the fallen piece of the shattered dream / monamuna weee,
monamuna weee. " (*, And | Got Lost” by Buringuru); ‘It has been,
zarazarazawa / oh now it is, zorozawa, and goes hitahita, then
zarazowa! Zawazorozorozawazawazorozawazoro. (“A Cogwheel
vs. Hinoemua” by Ryunosuke Hikita).

These poets excessively use repetitions of analogous
sounds, making these onomatopoeic words almost
incomprehensible in meaning; they also mix existing
onomatopoeic words to create new ones. Poems are literally a
category in which unconventional onomatopoeias can spring
up relatively easily. What can onomatopoeias add to poems?
First, onomatopoeias can add dynamism and rhythmic
familiarity to poems. Secondly, onomatopoeias can describe
the meaning more specifically when words cannot. Finally,
some onomatopoeia allows multiple readings, inviting readers
to engage in a more imaginative, interactive way of reading.

What fascinates me the most when reading poems with
non-conventional onomatopoeias is that they sometimes make
me experience the creation of brand-new language. Good
onomatopoeias can transform the worldview of its recipient.
For example, Chuya Nakahara’ s well-known onomtopoeia,
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“yuaan yuyoon yuyayuyon”that appeared in “Circus”, which is
considered to be one of the best onomatopoeic poems in Japan.
Reading the poem, we can guess that the onomatopoeia is
depicting a flying trapeze swaying back and forth. Once readers
receive such unforgettable onomatopoeia, they can no longer
see the swaying trapeze in real life without the sound of “yuaan
yuyoon yuyayuyon” going off in their heads. Even if it is not a
trapeze, but something else swaying like the earth or a house,
sometimes, the sound of “yuaan yuyoon yuyayuyon”may appear
in their heads.

“The hurly-burly chorus”is a sound installation consisting of
tremendous amounts of onomatopoeias (only the
onomatopoeias- not the mimetic words, which are considered
to be a variation of onomatopoeia in the Japanese language).
The artist recorded the sounds of the streets of Sumida and
Asakusa, converted them into onomatopoeias, and then
re-recorded the onomatopoeias, which were played through
dozens of speakers placed throughout Asahi Art Square. Even
though the installation was simple in structure, when | submerge
myself into the various layers of sound, it stimulated in me a
gradual change of perception. For me, the experience echoed a
similar feeling that of reading a great new poem with amazing
onomatopoeias.

Let me describe the installation in more detail. Stepping
into a nearly pitch-black venue, | could immediately hear strange
sounds coming from multiple directions. Common to all the
sounds were that they were emitted through human mouths.

It was different from what | expected it would be from the
previous information, which mentioned that the show was
supposed to consist of the sound of the streets of Sumida
and Asakusa. All the sounds were, as | found out right away,
human voices- sounds that came through the filter of human
bodies. For a while, | pondered nonchalantly about how this
person had a nice tone of voice; about how that was an unusual
onomatopoeia, which | never heard of; about how many
speakers were there... At first, the sense of incongruity given
by man-made sounds was too strong, making it difficult to
associate them with the cityscape.

However, staying in the space for a while and being



exposed to the onomatopoeias for a considerable amount of
time, my perception started to sharpen. Even though there
were a lot, | could distinguish one onomatopoeia from another;
and hearing onomatopoeias made me postulate the event that
caused that particular sound: pedestrian signals flickering;
construction work beginning; bugs humming; a bird flying in the
sky; people walking... | found myself in a lively shopping street.
| heard the rain start to fall. Every sound | heard in the venue
stimulated my imagination. | was in the middle of a chain of
fragmental events that appeared and disappeared, which was
mesmerizing. Presuming that if the artist had just played the
real sounds of the street in this manner, | would have never had
an experience like that.

After staying in the venue longer, another change in
perception occurred. In the beginning, the space filled with
onomatopoeias felt unnatural and almost disturbing, but
gradually the space became to feel organic and familiar.
Wandering around the venue or taking a rest on the sofa and
being absorbed in the soundscape, | began to fantasize about
a world full of onomatopoeias. | felt as if | metamorphosed into
something that had completely different perceptive organs.

Apparently, my experience in Asahi Art Square challenged
my bodily perception in a very strong way, but to be honest,
the best thing happened not while | was in the venue but when
| got out of it.

Once | stepped out of the venue- from the environment filled
only with onomatopoeic sounds into the world flooded with real
sounds and noises like the sound of cars, the wind blowing, the
pedestrians walking, the river flowing; children’ s cheerful voices
from afar- so many sounds came pouring into my ears at once. |
then realized the world was filled with innumerable sounds. In a
fresh light, | realized how fruitful it was to listen carefully to each
sound that everything in this world emitted, but was it only the
consequence of having been to the exhibition? Everyone knows
that typical sound art can provide such changes in perception,
but“The hurly-burly chorus”went beyond that and brought me
something very unique.

The world is flooded with sounds and | am constantly
exposed to them. To my surprise, my mind automatically
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translates these sounds into onomatopoeias one by one. Itis
exactly the opposite of the process | had in the venue, trying to
figure out what the onomatopoeia would be in real life. As | hear
a sound, from within my body, a new onomatopoeia, a resonance
that is a word unformed, wells up. It was something very surpris-
ing, which | had never experienced before.

Since | had this vivid experience through “The hurly-burly
chorus”, even now | sometimes translate the sounds of the
street into onomatopoeias without thinking. As “yuaan yuyoon
yuyayuyon”once changed my perception of the swaying
movement, “The hurly-burly chorus”has changed how | hear
sounds in the streets completely.

RyotaYamada | Poet

Born in 1982. His collections of poems are published in “Giant Field” (Sicho-sha). His recent
works include: “ATOMLOG” series (Gendaishi Techo Special Issue “Conversation in the
Beginning”), “John Cage Quiz" (Eureka, October 2012), “My Town" (Bungakukai, June 2011).

He is a member of the verbal art unit “TOLTA”, whom have been working on a “TOLTABATON"
(2011-2013), which is a project to create “books that fly when opened”. They published “TOLTA5"
in April 2013.
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Soundscape of the Old Downtown District
Kazuo Watanabe AsahiArt Square Operational committee

| was born in the Terashima (now called Higashi-mukojima) area
of Sumida City in Tokyo. My family and | had lived there until we
decided to move to a bigger apartment complex in Chiba when

| was in elementary school. | begun to hope to work at one of 23
ward offices of Tokyo. Now, it's been 30 years since | started to

work for the city office of Sumida, my hometown.

These days, maybe because | am getting older, the faces of
the people | once knew or scenes from my childhood keep
coming back to mind without causes. The strange thing is that
these memories are not necessarily memorable ones, but are
small pieces of everyday life that | had as a child. Sometimes
these memories bring about sounds and smells with them:
remembering the time when my friends and | were playing on the
roadside, | can hear the banging of the metal plates being beaten
by a foot press machine; recalling a soap factory, the smell of the
ingredients fill my nose... These warm memories also bring the
forgotten cityscape to my mind’ s eye. Those sounds and smells
of my childhood seem to be indexed and stored somewhere in
the shelves inside me.

In the darkened room of Asahi Art Square, | was exposed to
the flooding sounds being poured out by the speakers. They
reminded me of the everyday sounds in the old downtown
where | had once lived.

The memories came back to me:in the morning, | would
hear radio calisthenics and the trumpet of a street tofu vendor;
in the afternoon, there would be the sounds of the metal press
machines and the sounds of workers from the glass factory and
tatami shops; then the siren would announce that it was time for
the plant workers’ lunch break; in the evening, grocers would be
trying to attract their customers with their lively sales talk; the
children, after returning from school, would be running around
in the parks and vacant lots, and if it was summer, they would
take a rest on an outdoor bench listening to the sound of a furin
wind bell hanging under the eave of a house nearby; festival
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music that everyone from old downtown loved would be playing;
the cheers from the festival floats; the light pom-pom sound of a
steamboat running through the Sumida River... | can keep going
on forever. Life back then was filled with so many sounds.

Sumida City was called “the birthplace of modern industry” in
Japan. In the northern area, there were machinery factories to
press, gild, and mold metals, and in the southern part, there
were many glass factories and fashion-related industries such
as leather and textile. It still is one of the largest industrial
areas in Tokyo. On the other side of the Sumida River, there were
big wholesale districts like Asakusa and Higashi-Nihonbashi
for leather and textile products. This combination created the
thriving community for manufacturers in Sumida.As the big
plants attracted smaller factories and shops, more people were
brought to the area and its shopping streets, making the area
commercially self-contained.

However, the gradual shift towards out-sourcing
production caused Sumida’ s industries to shrink and people’
s lives to have changed. Once people lived and worked in close
proximity, but now they have to travel long distances to and from
work. The sounds and smells of the old town seem to be
diminishing. In Sumida, what I ve been hearing these days are
just irritating noises, such as car engine and horns blaring.

Mr. Fukunaga said that for his previous works, he presented
words and manmade sounds that mimicked the natural sounds
of everyday life. By doing so, he offered unique perceptive
experiences. In this exhibition, we didn’ t find any words; instead,
we heard onomatopoeic voices of people, who loosely translated
the various sounds that the artist recorded on the streets or

the sounds he remembered from the past. The installation was
constructed only with the onomatopoeias that playfully
expressed everyday sounds.

The oral sounds that | heard there were chains of
onomatopoeias created freely by the subjective minds of the
numerous speakers. Even though they lacked the sense of
reality, | didn’ t find them particularly out of context. The sounds
had a powerful effect on me: | could, just by hearing them,



visualize the faces | knew and the cityscape that once
surrounded me here. | am sure it evoked in the minds of other
visitors various memories of their own. Because | have lived in
the area once, listening to the installation yielded significant
effect on me. It also made me realize that the area was still filled
with rich sounds.

In the darkness of Asahi Art Square, | felt as if | were in a cocoon.
A 40-minute stay was like listening to long forgotten fairy tale
from my childhood told in onomatopoeias.

Kazuo Watanabe | Asahi Art Square Operational committee

Born in 1958 in Sumida, Tokyo. After graduating from Waseda University, he entered the Sumida
Ward Office. Up until now he has worked as the program and financial manager for the Ward
Offices’ Programming Division as well as the Director of Sumida Industry and Sightseeing
Center for Small Enterprises. From 2010 through 2013, he was the manager of Sumida Citizen
Activity Department’s Cultural Promotion Division. He was also a committee member of Asahi
Art Square.
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Atsushi Fukunaga: Today's guest is artist
Keitetsu Murai. As the technical advisor,

he helped me construct the exhibition.
Keitetsu Murai: Hello. | took notes for this talk
earlier today, but it's too dark here to see what
| wrote ... (Laughs)

Fukunaga: Right. (Laughs) Let’s talk casually.
Maybe we can take breaks in between to go
through the exhibition.

Variations of Onomatopoeic Expression

Murai: Let’s begin with the question of what the
onomatopoeias are? There are onomatopoeias
in Japanese that represent the state of objects,
which do not produce sounds in reality, such as
“‘@5®5 (yurayura=swinging),”
“NFNX7Z (perapera=thin and fragile),”

‘FZ+7 (kirakira=glittering)”. There are also
imitations of animal cries such as “=+>/
Z—+>(nyannyan=meow meow)” or ‘77>
(wanwan=bow-wow)." | looked up the
dictionary's definition, and | am now aware
that there are different categories of
onomatopoeia, but in general we just call all of
them onomatopoeia, and the distinctions are
still rather vague for me. What kind of
onomatopoeias do people use in Germany,
which is where you are currently living?
Fukunaga: Actually, there aren’t that many
onomatopoeic expressions in Germany. There
are a few like “knack”, which represents the
sound of something being snapped off.

Muira: That's like the Japanese onomatopoeia
“JNFv (baki)"... or rather “/NFv (paki)” or
“REY (poki)”.

Fukunaga: The interesting thing is that they
don’t distinguish the sounds depending on the
situation. While the Japanese language has
different variations of onomatopoeias for single
actions or phenomenon, in German all the
snapping sounds are expressed as “knack.”
Murai: First there was a phenomenon of
something being snapped, then they made the
onomatopoeia for it.

Fukunaga: Exactly. What is intriguing is that the
onomatopoeia is also a verb. “Snap” in German
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is “cnacken.” All the onomatopoeias such as
“7—>(buun)” or “ZK—>/(boon)”, which
appear in Japanese manga are expressed as
verbs in their German editions. They just don't
have such expressions.

Murai: It would be funny to use their
expressions in Japanese manga.

Fukunaga: Instead of the onomatopoeia,
there's “Throw!” written in the background.
Murai: Or if the ball is thrown far, it goes
“thhhhroooowwww.” You should try that some
time.

Fukunaga: | will. It's like a retranslation of
onomatopoeic expression. Anyways, living

in Germany, | realize how rich the Japanese
onomatopoeic expressions are. For example
there are several different onomatopoeias even
for the movements of a sliding door whether the
door is being closed by a man or a woman. That
makes the sound different. If the door is shut
violently, the sound would be expressed:

‘K> E+!(don, bisha!)”

Murai: If you include the sound of the door
sliding before being shut, it would be “ZA—.
ES+! (shhhh, pisha!)” If the person closes the
door politely, the second half would be more
gentle "3k (koto),” rather than the harsh
sounding “ EZ/¥ (pisha).”

Fukunaga: In Japanese, the onomatopoeias
“Hv (ga)" and “HAHY (gaga)” and “HAHY
(gagaga)” express different things.

Murai: “#v (ga)” would be the sound of
something approaching or being crushed,

but “Z— (gaaa)” sounds like something
passing by in front, and “gah” sounds like
something is quaking. Just by extending or
repeating the sound of “ga’, we can express
so many things. Is there not anything similar
in other languages? The one you mentioned,
“cnack”, is used strictly as “cnack.” We do
have the structure of the sounds, but we
transform them flexibly. Maybe that is
somehow related to the rich variations of
onomatopoeias and mimetic words

Japanese has.
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Japanese Brain

Murai: There is a book called “Japanese Brain”
by Tadanobu Tsunoda. He mentions that he was
very surprised to find out that Japanese people
use the right and left ears independently to
hear different sounds.

Fukunaga: He also says that language affects
people’s use of their brains’ right and left
hemispheres.

Murai: According to Tsunoda's theory, Japanese
people process the verbal sounds in the left
hemisphere and music in the right hemisphere.
They process a cricket's chirping “3I030
(korokoro)” in their left hemisphere, which is the
side for verbal sounds, or spoken language, but
when he did research in neighboring countries
such as Korea and China, people process the
chirping in their left hemisphere, the musical
side. The sound of rain is processed in
Japanese people’s left hemisphere as well.

On the other hand, Japanese people have
numerous onomatopoeias for rain, such as
“Bf—H— (zaazaa)” or “L&LE (shitoshito).” For
me, Korean language sounds very articulate,
therefore | thought the language system would
be similar to that of Japanese, but according to
Tsunoda, they process the cricket's chirping

in the musical brain, which is the same for
Europeans and Americans- they process the
non-verbal sounds in their right hemisphere.
Fukunaga: They process the non-verbal sounds
as music and noise.

Murai: Right. The incoherent sound goes to

the right hemisphere. Meanwhile verbal
sounds- sounds that contain meaning or
messages to be delivered- go to the left
hemisphere. Japanese people send many kinds
of sounds to the left hemisphere and accept
them as a form of language.

Fukunaga: Perhaps, it is a very Japanese thing
to get together and go out to hear the crickets
chirping in late summer or autumn.

Meanwhile, the descendants of hunter and
gatherers are able to distinguish the animal
cries precisely. They are very cautious of the
sounds emitted by living things nearby.
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Murai: They have to have the ability to
distinguish the sounds that animals make if
they are hunting in the forest. By the way, you
know those birdcalls- the whistles to attract
birds? | saw them at a shop and was surprised
by how many there are. | couldn't tell the
difference between them. | don’t think that
comes from a Japanese agriculture-oriented
tradition. Those were invented by the people
who used to live and hunt in the forest, | think.

How to Make Onomatopoeias

Murai: How did you create your onomatopoeias?
Fukunaga: First, | took a stroll around the city
with a recorder in my hand and recorded the
sounds of the city. Afterwards | went through
the recordings one by one, and then picked the
sounds | liked or the sounds that | thought were
necessary to create the city’s soundscape. |
then asked people to listen to those sounds
and to express the sounds.as onomatopoeias.
Murai: You asked about 80 people to participate
in the recording of the onomatopoeias.
Fukunaga: Yes, | was careful not to suggest
onomatopoeias at first. For example, the most
used onomatopoeias for rain would be “¥'—H#—
(zaaazaa),” “EFvEF ¥ (picha picha),” or ‘L&l
& (shitoshito).” If we told them those onomato-
poeias beforehand, they could only hear that
way. On the contrary, if we asked them to listen
to the sounds of the city on headphones and to
imitate the sound as close as possible without
suggesting existing onomatopoeias, they could
then create various new onomatopoeias. If the
sound cannot be expressed alone, they could
join forces with each other. For example, the
sound of the town’s workshop is composed

of three voices: “>/+>/(gashan),” the sound

of a pressing machine called ketobashi; “E—
(mooow),” the sound of the motor; and “hF+

> (kachan),” the sound of some mechanical
component falling onto the ground.

Murai: Three people making sounds of
ketobashi, the motor and fallen component
came together to create the whole situation.
Fukunaga: Yes.
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Sound from Memory

Fukunaga: For the exhibition, | actually repro-
duced the sounds that could be heard in this
neighborhood about 30-40 years ago. | asked
the locals who have been living here for a long
time to remember the sounds and imitate them:
the sounds they reproduced were peddlers on
the street calling out to people about selling
goldfish, clams and shijimi mussels, natto
beans, roasted sweet potatoes, tofu---.

Murai: Tofu peddlers actually called out,

“Tofu!” instead of blowing trumpets?
Fukunaga: They said that they combined the
two: playing trumpets and calling out, “Toofuuu,
Toofuuu!” in between. Were there such peddlers
on the street before when you were younger?
Murai: Yes, there were. My favorite was Rauya,
the pipe sellers. They didn't call out, but

used whistles instead. In order to clean the
pipes, they needed to carry a steamer on their
car, which ended up creating the steam whistle
that made the sound “E— (peee).” | would hear
the sound gradually approaching from afar.The

sound ‘& (p )" went on for
like ten minutes, and then the peddlers would
very slowly walk passed me.

Fukunaga: | suppose Tokyo was much quieter
back then.

Murai: It was quiet when peddlers such as
Rauya were around. Sorry, | got too nostalgic.
Fukunaga: No problem. | am interestediin the
sound fromthe past. People sometimes use
different onomatopoeias for the same thing
depending on their generations.

Intermedia

Murai: Dick Higgins, a poet and music
composer, named the forms of expression,
which were not painting, theater, poetry, or
music, as “intermedia”, a medium that
transcend categories. The musician Takehisa
Kosugi articulated it further by saying that
“Intermedia represents something that changes
the familiar into the unfamiliar.”

Fukunaga: Which generation was he from?
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Murai: He started in the 60’s and is still actively
producing works. There is this piece by him, in
which he holds a fishing rod at the end of which
a radio transmitter is attached; he moves it
toward the radio placed on the floor. Reacting to
the transmitter, the radio produces the sound,
“Fa1-1/—> (kyueeen),” and the sound changes
constantly according to the movements of the
transmitter. He just keeps repeating that
movement. By the way, as | am here now seeing
your work, | don't think it fits into the category
of sound installation. The timescale is very
theatrical- maybe it is not intermedia either.
After experiencing it, | strongly felt that you -
as an artist - are wandering out of the interme-
dia category and heading towards something
totally different. | would like to see more of your
works exploring unexpected terrains. That's
what | wanted to tell you today.

Fukunaga: At first | tried to make something
very easy to understand, but as the work took
shape, it ended up containing so many
indistinguishable sounds. The result was very
intriguing to me.

Q&A

Questioner 1: What was the intention of the
venue being so dark?

Fukunaga: | wanted to show the whole venue
as a comprehensive piece. Also, visitors tend
to be affected by the visual information when
they hear and imagine something in their
minds. There are sounds that are not easily
recognizable. By making the venue dark,

| wanted the visitors to open up their
imagination and wonder, ‘Is this the sound
of a car or a bike?”

Questioner 2: The sounds in the installation
seemed more like sound imitations - not
onomatopoeias.

Fukunaga: In my first plan, | was going to
make work with pre-existing onomatopoeias
that everyone knows, but while recording the
onomatopoeias, | realized that people hear
the sounds differently and make different
onomatopoeias. For example, hearing the



PHd. EDLHRIHPEENGRER
WEL7z. ZZTHRERBEVONF(
SNEZTOETA ISR MBRO T, BEF
FZH BIISEVFERCELDITHRLY
Fl7.

#HE | EOThETH. BSBOTED
WET K. ARIC1001E<SVES
ERO>TC. ThEHVTEHENTOL,
FTZWFLATY. ROERIE. €O
FhzE=TCo

&% [ 1001EDEE%Z100 ADF THE
RL=SEBEVDELNERNVTT R,
#HH# | ITODSET. ETHICE
T, ZWEYSTURTRS. 5T
LD DIEDIFHTT 13,

Xk | LWOTThR, —ERLTAHEN
ERBVET,

sound of a furin (Japanese wind bell), one
person could recognize the sound as that of a
furin, but others might not. If they can make
their own onomatopoeias, the variation can be
very interesting. Therefore, | decided to employ
onomatopoeias and sound imitations equally.
The pre-systematized onomatopoeias were,
ultimately, imitations too.

Murai: This is not related to the question, but
there were peddlers for furins too. They walked
and carried a wooden structure on their back,
which about 100 furins hung from. It was very
beautiful. You should recreate that with voices
next time.

Fukunaga: It would be fun to imitate 100 furins
with 100 human voices.

Murai: Make it with surround system. The sound
would fade in from this way and fade out the
other way. | would love that.

Fukunaga: Sounds great. | will definitely give
itatry.
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Keitetsu Murai | Sound performer / transmedia artist.

He has been creating structures - mainly electronic - with which people can hear and experience

music being played by random body movements and slight changes in the atmosphere. He also

creates visual works on the theme of the boundaries

between perception and recognition.
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Creating a New Possibility for Onomatopoeias
Masahiro Ono

Professor of Department of Literature, School of Arts and Letters, Meiji University

Arriving at the venue, | was guided into darkness. The
installation was different from what | had expected, which was
a photographic representation of a lively city with various
onomatopoeias pasted alongside photographs. Instead, there

| was, in the darkness. | couldn’t see the words. Oh, | got it, |
thought. The words are going to be projected onto the wall as a
slide projection. Where would that be then? | looked for a screen
or a projector, but there were none. Nothing... (This whole
process took only a few seconds.)

Suddenly, my ears noticed sounds coming from various
spots of the venue. Echoing in the hall were all human voices
veciting onomatopoeias: imitating noises of the street or
shopping centers, bird’ s chirping, car's running, and
announcements from a train station... The place was literally
a melting pot of onomatopoeias. In the pot, innumerable
onomatopoeias were merging into one another, and through
the alloying process, new compounds were created!

In Japanese, onomatope, a loanword from French

onomatopée, stands for both mimetic words and echoic words.
Echoic words are the vocal imitation of outer phenomena as
well as the cries of animals, and mimetic words are the

ZZANEDEE—A/ I OF LW AJEEMESRL | Recovering the Inner Voice — Creating a New Possibility for Onomatopoeias

representations of human emotions or the states of objects
using sounds.

Speaking of onomatopoeias, how do they differ from
real animal cries such as dog’ s bark and cat’ s meow? In
linguistics, that can be explained through the structure of
“segmentation”. When people hear language or dialect that is
foreign to them, they tend to perceive the whole thing as a long
seamless sentence without an end or a start. Meanwhile for the
speaker, each word has a start, an end, and segmentation. By
constructing the sounds, he/she creates a word or a sentence.
That is how human language is. On the other hand, a dog’ s bark
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and a cat’ s meow do not have segments. Cats cannot separate
“‘Me” and “Ow”, nor can a dog separate ‘Bow” and “Wow’. They
cannot make it the other way around like “Ow-me”, or “Wow-bow".
Onomatopoeias are a human invention that breaks down those
continual animal cries and expresses them as “Meow” and “Bow-
wow" . They convert non-segmented sounds into segmented ones.

Humans have the ability to distinguish and convert
unarticulated sounds from the world surrounding them into
articulated ones that they can comprehend. Not limited to the
sounds of the outer world, sometimes, feelings or circumstanc-
es can be expressed through onomatopoeias as well. Japanese
people can easily recognize the onomatopoeias such as “Run-
Run” or “Guzu-guzu”, which represent the feelings of jubilance
and hesitation. “Shiiin” is a tricky one; it stands for total silence.
Some believe that the famed cartoonist Osamu Tezuka invented
“Shiiin”, yet the use of “Shiiin” can be traced back to the Edo pe-
riod, where it was used as “Shin”. Therefore it is more accurate
to say that Tezuka casually reinvented the onomatopoeia rather
than that he created it.

These “Meow”, “Bow-wow”, “Run-run’, “Guzu-guzu’, “Shiiin” are
people’ s inner voices responding to the world surrounding them.
While perceiving the phenomenon of the world, an inner voice was
created to reply, which was onomatopoeia. Then, onomatopoeias
acquired popularity within a linguistically united society and
over time, it became fixed. For English speakers, a dog's bark is
“Bow-wow” while in Japanese it is “Wan-wan”. In each language
the dedicated onomatopoeia establishes a monopoly. Society, in
a way, loses freedom to create new onomatopoeia, but that is an
acceptable process in the evolution of language because it makes
things smooth if everyone understands that an onomatopoeia has
the same meaning as for others. No one would use a 10,000 yen
bill if the value was 30 yen for others because that would be too
much of a loss.

Now, let” s examine the work of Atsushi Fukunaga. First, the
onomatopoeias are emitted as audible voices - not in written
words. When the written language and spoken language are
compared, it is said that the written language is more abstract:
it is more neutral. Therefore, if human voices are employed to



output those sounds, it means that the words are attached with
the expression of the speaker.

One of the meaningful aspects of onomatopoeia is that it is
very specific and palpable for those who hear them. Rather than
saying “he put his head out of the window”, saying “he popped
his head of the window” seems more realistic and true to the
nature of the movement.

Even the above typed words evoke images. It is easy to
acknowledge that when words are spoken, evocation
drastically increases. Like the old Japanese proverb, it is like
giving an iron rod to an ogre (meaning making one that is already
strong stronger). However, even when a popular onomatopoeia
establishes a monopoly in a certain language, when it is written
in words, it becomes a language barrier. German people won't
understand an onomatopoeia written in Japanese. However, if
the onomatopoeia is expressed with a human voice, it acquires
the possibility of directly reaching another’ s mind and of
overcoming any language barrier. The human voice has an effect
that cannot be deciphered in written words. Therefore, from
a linguistic point of view, Mr. Fukunaga’ s attempt is very
intriguing.

Next, it is noted that the people, who are voicing the
onomatopoeias in the exhibition, had first heard the real sound,
and then, using their own imaginations, converted them into
onomatopoeias. They were not necessarily using existing
onomatopoeias; many of them invented their own onomatopoeias
that they thought was closer to what their inner core had heard.
Of course, there were many onomatopoeias that were easily
recognizable. Yet, judging from what | experienced at the venue,
the people seemed to create their own onomatopoeias freely.
Existing onomatopoeias may not be able to express what one’s
mind has perceived. Therefore the participants of the exhibition,
who made their own onomatopoeias freely, were creating an
entirely new language. The process enabled the rediscovery of
their inner voices.

As | kept listening to the onomatopoeias, some of the
inner voices seemed not to have articulations. Does that mean
that they are not language? But again, those could be primitive
onomatopoeia, the language-to-be. Vocal mimicry was human
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nature’ s primitive attempt to imitate what surrounded them,
and then gradually the sounds formed into human language.

There is an argument that the origins of human language
started as an imitation of the outer world. When humans were
vocally mimicking sound phenomenon, the mimicked sounds -
onomatopoeias - started to stand for the phenomenon, which
gradually got refined into becoming a language. Of course there
is so much more to the creation of human language, but the
experience of being in the exhibition made me feel as if | was
seeing the creation of it.

By the way, the French word onomatopée originally
connoted “the creation of language”. Mr. Fukunaga’s attempt
may be an invitation to a place full of mankind’ s inner voices
and where the creation of human language is in process.

Mr. Fukunaga truly opened up a new horizon for
onomatopoeias.

Masahiro Ono | Professor of Department of Literature, School of Arts and Letters, Meiji University
Born 1958 in Ichinoseki, Iwate. Received BA an MA in Japanese Linguistics from Division of
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School of Arts and Letters, Meiji University. His work is focus on the history of Japanese
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2. “Yes, strange, darkness best, and the darker the worse, till all

dark, then all well”. [11]

1—— A= by YO BEYBZENDD. COERWGEHZ—HICHI D, SEIFLBFZEEZ
PIEDE REOEICEVZRELE/ESD, BT OBERBR LRSS, ZUUVERE
ZIBZ T ZENTES] (Luigi Russolo, “Art of Noise,” 1913). (D BREDH) I, Ly ODH
{ERER [MEREWR | DHICEDPNZED T, BHZEFOHE LB T 28 TH 5.

2 —— T4V YRrIT—=V- 7YY T D{Zang Tumb Tuuum” M & 1912F D 51914 FICHF
TRASNFH. HFOBFZRFRBICLOTRIEL. —OyNEOS 7 Dik4L# T CLE
hiz.

3 —— 7—3-/N)LD{Gadji beri bimba) 5 X DFEERHIERE . 1916 FICFv/\L— T+ T—ILT
RYICHERSNE.

4 —— RRERERAZOBABEEIRICESMAE. [BARADR] (KEREEIE. 19784) , ZOMAD
BERSEERERREIN TS,

5 —— Claude Shannon and Warren Weaver, “The Mathematical Theory of Communica-
tion”, University of Illinois Press, 1949 (YO—R-E-> v/ /Jx—L>-74—/\— [BIEOHKZF
MR HEMMRZR. 5<EFEE, 20094)

6 —— Stuart Hall, “Encoding/Decoding’, in Culture, Media, Language, ed. Stuart Hall et al.
(Hatchinson, 1980), p.131.



7 —— Umberto Eco, “Experiences in Translation”, Trans. Alastair. McEwan. Buffalo: Uni-

versity of Toronto Press, 2001

8 —— Julia Kristeva, “The Subject in Process”, ed. Ffrench and Lack, The Tel Quel Reader,
New York: Routledge, 1998, p.143

9 —— Maurice Merleau-Ponty, “The Phenomenology of Perception”, trans. by Colin Smith,
(New York: Humanities Press, 1962) (EUR- X O=K>F+ [HEDRKRF]|FEEKR. JEB
REFHIRF. 19824F)

10— Jacques Derrida, Acts of Literature (transl. and ed. Derek Attridge, London:
Routledge, 1992) p. 257-8.

11— Samuel Becket, “Play”, in “Collected Shorter Plays of Samuel Beckett”, London:
Faber and Faber, 1984 (¥ 22T/ - Nrvh[ZRE|[LhHbERE4L/ZEIFN. REEL BERE
R, B4t 19914F)
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Indigestible Words of Flesh | Emma Ota curator, art coordinator

A space of incessant chatter. Dozens of voices stretching

across the darkness but not in dialogue but in mournful, comic
soliloquy. It is as if all Beckett' s characters have assembled
atonce, in a play of multiple plays. A twittering, chattering of
numerous monologues, a 70 strong troupe of actors move across
the dark stage, their scripts seemingly imparting no narrative,
they seek not to impart information, not to pursue
communication but merely signal their presence (thrice
removed) in a drama of noise reflecting the Beckettian dream

of words with no meaning other than themselves.

The medium of “Hurly Burly Chorus” perhaps likens it to the
legacy of sound art, positing it in the realm of Russolo’s
“Awakening the City’[1] in terms of reflecting the noise of urban
space or Steve Reich’s “It' s Gonna Rain” in the sequencing of the
human voice to create new loops and rhythms. Yet perhaps
it shares greater affinities with Marinetti' s “Zang Tumb Tuuum”[2]
or Hugo Ball’ s “Gadji beri bimba”[3] in a form of poetry which is
essentially performative, yet the performers as unseen
presences, only to be heard, represent the simultaneous
embodiment and disembodiment of words. This work rather than
being about sound is rather concerned with language and the body.

Up until now Fukunaga’ s work has focused upon the
descriptive possibilities of the written word by endowing
the very visual appearance of text with a reflection of its
meaning, disturbing the separation between signifier and
signified, removing the spoken word and prescribing it to the
visual world. But in this exhibition he takes a reverse step,
relinquishing the visual world which we are so reliant upon,
cutting our senses to the merely aural. What may be
communicated through sound and sound alone? And how
may that sound build our own mental visual image?

Throughout his work he has shown a penchant for
onomatopoeia as a phenomena which breaks the principles of
semiotics, in simultaneously carrying the signified within the
signifier itself. Yet the supposed universal possibilities of
communication which this seems to offer are in fact found to be



highly cultural specific. Japanese, along with Korean, is one of
the languages with the most range of mimetic vocabulary. Yet
what may seem to be an undeniable link between sensory
condition and vocalization, may in fact in another culture seem
purely abstract. Fukunaga has attempted to test these bounds
by his frequent use of Japanese as a visual image within his
exhibitions which have largely taken place in Europe since being
based in Berlin since 2006, questioning to what extent he may
export this highly rich verbal culture to another context.

Why is Japanese so abound with mimetic phrases? This is
a question often asked by learners of Japanese, who are often
overwhelmed by more than 1600 words which are used to
describe not only sounds but also actions and emotions through
their own vocalization. In English and perhaps many Western
European languages onomatopoeia does not feature strongly
in everyday conversation, but is more the realm of children’ s
nursery rhymes for example.

The imitation of the world around us through vocalization is
perhaps seen as childish mimicry. Yet in Japanese it is a heavy
feature of everyday speech, with mimetic phrases often being
conveniently used as verbs. The moraic character of the
Japanese language, with its preference for 4 syllable based
phrases makes the use of gitaigo and giongo most appropriate,
while concepts of “Furyu’[4] tie the Japanese language to the
reflection of the state of nature, and how its rhythms may be
received by the 5 senses. It is even purported in some
(ambivalent) studies[5] that those who speak Japanese as a
first language largely process sounds in the left side of the
brain, the language side, rather than the right, music based side,
perhaps suggesting the extent to which sound is associated
with a linguistic quality in the Japanese language. Myths are
abound but such a presence is not to be explained by cultural
generalizations, still it has been observed that mimetic phrases
in any language, which often reflect a slight lack of linguistic
integration with other symbolic words, may in fact suggest that
such words are fossils of a proto-language, containing perhaps
something of the primordial in them.

Yet even beyond issues of cultural translation and linguis-
tic translation, this work is already filled with a sequence of
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translation challenges. First there is the original sound of the
city — through the decisions of the artist various sounds are
then recorded by sound device — this is then played back — this
is then listened to by the participant — they then process this
sound and imitate it with their own vocals, but the process does
not stop there — this vocalization is then recorded — played back
in the exhibition space and captured by the ears of the audience
to then reconstruct an image in their mind.

The steps of mediation and translation between the raw
source and receptor are many, with plenty of opportunities for
reinterpretation and loss of information in this process. We
have a line which extends Shannon and Weaver’ s model of
communication [6] three fold (or maybe more) and in each
channel yet a further disturbance of noise ensues, yet this is
an internal noise produced in what Stuart Hall refers to as the
discrepancy between sender and receiver, in a seemingly
endless process of eroding, decoding and recoding. (7]

The range of linguistic processes at play is quite a wonder,
but central is the translation of the outer into the inner — the
outside world is imbibed, internalized and then after part
digestion regurgitated again in a highly bodily process. What is
heard by the human ear is then translated through the body,
attempting to put sound into language but in a process which
can ever fully emulate the source. Here the limitations of the
body are fully exposed. It is doomed to failure, as Eco points
out translation is the very art of failure(8]. It is a farcical act of
futility, reflecting the very function of language as it only permits
the articulation of self in relation to what it is not.

Here the self and other become disturbed, there is an intake
of the other into the self, the human body, in an attempt to
posses it, to make it human, to make it one’ s own, in a certain
act of violence, and in this process we may perhaps discover
Kristeva' s chora, “the drives that extract the body from its
homogeneous shell and turn it into a space linked to the outside,
the forces which mark out the chora in process.”[9]

In this mimesis we perhaps reach a state before language,

a primal space in which the body is fragmented, with a split and
decentred subject, challenging the symbolic world order through
the realm of the “semiotic”. The living body is killed by the



signifier, as we enter into language we are separated from
the “Real’, that which can not be symbolized, but here perhaps
in the very use of onomatopoeia we have an assertion of the
body itself. The use of phonemic and rhythmic evocations
simultaneously oppose the symbolic codes which impose the
separation of the self, the subject as a single unity in opposition
to other/object, the subjectivization which is formed through
the reign of the signifier. And perhaps it is here that we may
most discern language as an expression of bodily drives, primary
processes expressed though rhythm, mimesis, sound, the very
working of the body, presenting an undeniable physicality to the
work. The word becomes flesh in its very absence, the sway of
perception in our formulation and communication of the world
makes itself fully felt, we here envisage the corporeity of
language, just as in the phenomological tradition of
Merleau-Ponty [10] and reach a point of intersubjectivity.

“Hurly Burly Chorus” in its dark murmuring setting is then
a transposition of our primeval drives, a grasp upon the world
which is not divulged through division but through an assimila-
tion which makes us in every part of that world. Here we do not
merely interpret the city through the body but we demarcate the
body as city, its splintered parts suspended in the chaos of
jouissance. But what we also have here is the erasure of the body
as it struggles against the rule of the symbolic, simultaneously
revealing to us a universal origin of language with the possibili-
ties of cross border human communication, contrasted with its
revelation of the very limits and hegemony of language, with its
drive to localize and separate which makes difference inevitable
and in the expansion of this difference makes translation impos-
sible. “What must be translated of that which is translatable can
only be the untranslatable.”[11] We can merely grasp at it in the
darkness “Yes, strange, darkness best, and the darker the worse,
till all dark, then all well”. [12]
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1—— “Let us walk together through the great modern capital with the ear more attentive
that the eye, and we will vary pleasure of our sensibilities by distinguishing among
[sounds] ---we will have fun imaging our own orchestration” (Russolo 1913).
“Awakening of the City” was a composition written for ‘sound machines’,
mechanical instruments recreating the noise of urban space

2 — Filippo Tommaso Marinetti “Zang Tumb Tuuum” developed between 1912-1914 and
performed across major cities in Europe and Russia is a poem with “the clamor of
onomatopoeic artillery” using mimetics to reflect the sounds of war

3 —— Hugo Ball “Gadji beri bimba" a pioneering Dadaist poem first performed in 1916 at
the Cabaret Voltaire, in a seemingly nonsensical string of phonetics

4 —— Furyu Ui a sensibility to ever changing nature particularly associated with
Japanese aesthetics

5 —— Professor Tadanobu Tsunoda of Tokyo Medical & Dental University The Japanese
Brain: Uniqueness and Universality, by Tadanobu Tsunoda, translated by Yoshinori
Oiwa, Taishukan Publishing Company, 1985 — the accuracy of this research remains
questionable

6 —— Claude Shannon and Warren Weaver “The Mathematical Theory of
Communication” University of Illinois Press, 1949

7 — Stuart Hall, “Encoding/Decoding” in Culture, Media, Language, ed. Stuart Hall et
al. (Hatchinson, 1980), p.131.

8 —— Umberto Eco “Experiences in Translation” Trans. Alastair. McEwan. Buffalo:
University of. Toronto Press, 2001

9 —— Julia Kristeva, “The Subject in Process”, ed. Ffrench and Lack, The Tel Quel Reader,
New York: Routledge, 1998, p.143

10— Maurice Merleau-Ponty, “The Phenomenology of Perception” trans. by Colin Smith,
(New York: Humanities Press, 1962

11— Jacques Derrida, Acts of Literature (transl. and ed.) Derek Attridge London:
Routledge, 1992) p. 257-8.

12— Samuel Beckett “Play” in “Collected Shorter Plays of Samuel Beckett” London:
Faber and Faber, 1984
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From the Darkness of the Echoing Cityscape
Yuu Takehisa curator, Contemporary Art Center, Art Tower Mito

Atsushi Fukunaga’'s “The hurly-burly chorus” overturned the
previous conceptions that | had for the artist. Fukunaga’ s major
works are installations in which onomatopoeias are visualized

by being sculpted into three-dimensional forms. These sculptures
are of Japanese katakana characters, such as ‘Eav1—>
(hewweeen)”, imitating the sound of an airplane taking off, or

‘R (boki)” and “/NF/\F (bakibaki)”, the sound of a pencil being
broken. Yet this production method seems to contain a prominent
conflict from its conception. To understand the work, viewers are
required to have the ability to read them- in other words, they
have to know the Japanese language and its katakana characters.
Yet, perhaps the artist would not accept my view. My concern is
probably too obvious since the artist must have been aware of
this when he was producing the work. Assuming that having an
understanding of Japanese is not fundamental, however, viewers
would still have to have a remarkably rich imagination in order to
imagine the “sounds” of an unfamiliar language and to

appreciate the “visualization” of those sounds as an artwork (if
one is Japanese it’ d be easier to understand my point by imag-
ining a language that is not based on Roman alphabets such as
Arabic or Hangul, which we do not learn at school). In short, these
works contain the conflict that a letter, a key component of the
work itself, prevents viewers from appreciating/understanding
the very artwork.

A new attempt made in “The hurly-burly chorus” seems to
present a solution to this issue. In contrary to his usual method,
he created an echoing sound installation in a darkened, spacious
hall, almost depriving visitors of the sense of sight. In prepara-
tion for the exhibition, Fukunaga, with the help of local residents,
conducted field recordings at more than ten spots around the
Sumida and Asakusa areas of Tokyo, and held a workshop in
which the participants vocally imitated the recorded sounds of
everyday busy streets. He then arranged the speakers so that
the voices came from all angles in the echoing exhibition hall
and successfully composed a polyphonic soundscape. Standing



in the installation, visitors could hear train announcements and
people’ s chatter, but they did not necessarily have to understand
the meanings to appreciate the sound cityscape embodied by the
installation. Played through multi-way speakers placed at various
positions and heights throughout the hall, waves of composited
sounds were pre-programmed to create fade-ins/outs, modula-
tions and correspondences, evoking within visitors a sense of
being physically embraced by the sounds from all sides. Also,
sporadically placed around the venue were sensors that initiated
sounds as they recognized human movements. Therefore the
sensors, a device that translates the visitors’ presence into
sounds, made a delicate relationship between the work and the
visitors’ bodies. Within the noisy dimness, visitors sharpen their
perceptions as if to seek something reliable; and by listening,
they visualize the cityscape in their minds. A notable point of the
work is that the sounds are not the field recordings of the street
but are onomatopoeias imitating them. In other words, the
installation took at least three, very distinct steps of conversion:
the field recordings by the artist, the workshop to convert them
into onomatopoeias and sounds, and the exhibition where the
audiences give an image to the sounds. More simply put, it was
a three-step transformation from sounds to words to images.
Writing this text made me realize that these three steps are not
necessarily new to Fukunaga although “The hurly-burly chorus”
must have been a challenge for him. They are in fact common to
his previous work involving onomatopoeias. The largest difference
is that while his previous work had the artist himself the
executor of all three steps, “The hurly-burly chorus” invited
others to participate in the process.

With “The hurly-burly chorus”, Fukunaga acquired a method
of site-specific production that reflects the characteristics of a
particular region, and a manner to invite the locals to participate
in the process of producing a work. This method applicable to
various countries and regions enabled him to overcome language
barriers; it must be a welcoming accomplishment for the artist
who is interested in art projects that take place around the world.
Yet, a question immediately arises: if he was going to adopt this
method to create a new body of work in a different region, to what
extent can the site-specificity be brought up through the usage of
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sounds and onomatopoeic words? Or if the site-specificity is
not actually the main issue, then how could this practice evolve?
As | pondered over his oeuvre, especially on the development
in his practice from the series of visualizing onomatopoeias and
other works, | compelled myself to ask a fundamental question
about the leitmotif that penetrates the works of the artist Atsushi
Fukunaga. Because “The hurly-burly chorus” has overcome
the conflict of his previous work, and successfully produced a
work that can transcend both cultural and language differences
through the auditory function many people have in common,
| am even more curious about the thoughts behind his practice.
| posed a question to the artist, but the answer probably is some-
thing to be presented in the work one day in the future. Perhaps,
the transformation from sounds to words to images contains a
hint. What is certain is that, a new development introduced with
this installation i.e. the audience is the one who converts words
to images, effectively stimulates visitors’ imagination, and
succeeded in creating an active dialogue between the work and
the audience.

| am looking forward to the answer to my question to be
depicted in Fukunaga's forthcoming work.

Yuu Takehisa | Curator, Contemporary Art Center, Art Tower Mito

Curator at Contemporary Art Center, Art Tower Mito since 2007. Completed the MA in

Creative Curating at Goldsmiths College, University of London. She has been investigating

the publicness of art and also the relationship between art and society, through the various
projects she conducts at her work and independently. Her curated shows include: “Artists

and the Disaster -Documentation in Progress-", Otomo Yoshihide' s “ENSEMBLES 2010:
Resonance”, “REFLECTION - Alternative Worlds through the Video Camera”. She is a Director of
Water and Land — Niigata Art Festival 2012, and a member of MeToo Promotion Office.
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The hurly-burly chorus

Multi-speakers, PC, MP3 players, sensor | Dimensions variable | 2013

The onomatopoeias, which were vocalized by more than 80 participants, were reproduced
from my field recordings conducted on the streets of Sumida and Asakusa. The sounds
included the chirpings of birds and bugs, the wind and waves, the noises of the busy
metropolis, popular tourist sites, and the sounds of people living in old downtown::- With their
own voices, the participants translated these sounds into a new kind of language. Afterwards,

the sounds were played through 40 speakers and music players installed sporadically in the
dark exhibition space. The sounds of onomatopoeias filling the room polyphonically evoked
within the visitors memories of the city now and then. The work presented the new possibility
of onomatopoeias/mimetic words, which have developed uniquely in Japanese language.
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The onomatopoeic landscape

Outer wall of the venue / The staircase wall | Created at workshops for children and adult.
Drawing on vinyl sheet, cut into the shapes of words | Dimensions variable | 2013

The drawings of the city’s landscape as well as those of the onomatopoeias and mimetic

words of the city were made by children and adults that had participated in the workshop

called “Zawameki March,” which were reorganized and exhibited on the outer wall of Asahi

Art Square. The shapes of words and the nuances of strokes varied among drawers, creating

arich variation of the onomatopoeic representations of the city.

The viewers would then translate the drawnonomatopoeias into sounds in their-minds: Mb
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The hurly -burly map

Lounge space | Magazine cutouts, tracing paper, paste,
frame, acrylic board, glass | Size: 31.5x22.5cm | 2013
Based on the fieldwork that | had conducted in the Asakusa
and Sumida areas, the city's characteristics (including the
noise of its hustle and bustle) are presented as collages of
onomatopoeias/mimetic words. The characters used for the
collages are cutouts from magazines. By mixing together
various fonts and then pasting them in layers, the collages
visualize the city’s atmosphere and movements in depth.
The city’s bustling scenes of everyday life, which tends to

be unnoticed, are presented as a soundscape on the map.
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Workshop: Onomatopoeia Reéordi_ng
In the workshop, the participants, using headphones, listened to the sounds of the city

that Fukunaga had recorded on the streets and reproduced them with their own voices as
onomatopoeias. Various sounds of the city were expressed as onomatopoeias in various voices
of people ranging from small children to adults.

December 21 st (Fri), 22 nd (Sat) 2012, and January 6 th (Sun) 2013
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NEEDSRANETERRELET Va2V T,

12A2H[A113:00-16:30 A EFEF. AWBRF | 181388113"

Workshop “Zawameki March: Let’s draw the sound of the city !!”

The workshop was held for elementary school children all the way up to adults.

The participants were first asked to imagine a sound that could be heard in the city,

and then to draw on a vinyl sheet the sound in onomatopoeia form. The drawings were then cut and edited by
Fukunaga and were exhibited as one piece called “The Onomatopoeic Landscape.”

December 2nd (Sun) 13:00-16:30, Instructors: Aiko Okahira and Satoko Kiuchi

January 13th (Sun) 13:00-16:30, Instructor: Atsushi Fukunaga
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Opening Talk
Yuu Takehisa (Curator, Contemporary Art Center, Art Tower Mito) x Atsushi Fukunaga
January 12th (Sat) 19:00-
The artist and guests discussed about today’s Japanese regional art projects,
and the possibility of presenting “The hurly-burly chorus” in such projects.
Cross Talks
Inviting various guests, including other artists and curators,
the artist discussed his exhibition, focusing on the three important components,
which were language, city, and space.
“Language and Sound”,
Keitetsu Murai (sound performer, transmedia artist, and technical advisor for the exhibition)
January 26 th (Sat) 15:00-
“How to scoop the city!” Tatzu Nishi x Atsushi Fukunaga
February 1st (Fri) 19:30-
“Story for a space” Takayoshi Kitagawa (Artist) x Taro Izumi (Artist) x
Hitoshi Nakano (Curator, Kanagawa Prefectural Gallery) x Atsushi Fukunaga
February 2nd (Sat) 15:00-
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Dance Performance: “Dance in the dark 2013: All you hear is the voice”

“Dance in the dark” was performed in the darkness of Fukunaga's sound installation. Besides
the sounds for the exhibition, the audience could only feel the presence of the dancers’ bodies.
In the darkness, the voices and sounds emitted by the dancers and their presence provoked in
the audience the imaginative presences of the invisible bodies. The piece presented the new
possibility of dance performance.

Composition/direction: Ayaka Azechi | Sound installation: Atsushi Fukunaga

Performance: Eiji Saito, Masayuki Kanemori, Aya Terasoma, Ayaka Azechi

February 2nd (Sat) and 3rd (Sun), both from 20:00-
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Participants for
Onomatopoeia

#)I1#E— | Junichi Akagawa
EEHDERERAN | Ayaka Azechi

A F | Yoshiko Ikeshiro
HEFMF | Kazuko Ikeda

BRILTTHE | Genki Isayama

&/Z1H | Tanotaiga
FHFZ | Aya Terasoma
LA E | Shiori Tada
KEZER | Miki Nagata
chJR—7# | Kazuki Nakahara

Recording AEEX | Kimi Ishida FBEKE | Yukari Niihama
1)II38F | Atsuko Ichikawa FERASRAH | Hiroki Nishioka
fREEEAR | Satomi lto EMET | Atsuko Tomita
fRAEAT | Daisuke Ito FEEEF | Satoko Nishijima
SHHIES | Miharu Imai BFHBLZ | Masashi Nomura
ASIRER | Sayalrie FEILFEF | Mariko Hayama
AILKIZE | Tomomi Uchiyama —HMIEF | Mayuko Hitotsuyanagi
/NHRSR | 1zumi Ose Min Jeong Hwa | Min Jeong Hwa
/N8 | Bin Oda f8ME&E | Megumi Fukuda
HRAMF | Junko Kajiki BERFR | Yasushi Fujishiro
FERHESE | Masayuki Kanemori BELEX | Kanta Fujishiro
SHAHERE | Takuji Kawai MK | Kota Fujishiro
B | Nanana Kanmuri 70 -4 | Shige Fujishiro
HAX L | Kazuma Glen Motomura HEBARR | Taro Furukata
A IS | EmiGodo HIEHSE | Mayumi Furukawa
JREFE# | Michihiro Sakata Courtault Benjamin | Courtault Benjamin
IRE#T | Hiroko Sakata ARE=FET | Mihoko Honma
IRE— | Tetsuichi Sakata HEE#E | Jun Masuda
IREZEF | Tamako Sakata BREEM | Kaori Matsuo
IRASE | Ayumi Sakamoto MAERTF | Kayoko Matsuda
FEMZRE | Yoshihiko Shikada HAMIES | Masanori Matsuda
&KX F | Nagako Shimizu FAFSEF | Tsuyako Matsuda
T#x | Susumu Shimonishi =WBFN4 | Kazuki Mishima
FETIZEAE | Miki Shoji JKEAgKA | Tetsuto Mizuguchi
Kim Jiyoung | Kim Jiyoung =SB | Toshihiko Mitsuya
Kim Sylbee | Kim Sylbee FRILAE | Daichi Miyama
#7)I|855 | Takashi Shinkawa @R | Kinuyo Mukaibou
#1ZEL | Nozomi Shinzawa = | Yuji Mori
EHROBLEHLDI—FADEZA | WWADHE | Tsukasa Yamamoto
The Members of Choir Rainbow LUZE#T) | Kenji Yamamoto
Seikyo Hiroshima FHIRARSE | Hirofumi Yugen
EESIR | Eiji Takeda SARE | YuJost
TERRIRT | Maiko Date XY T IUH | Erica Yonezawa
HF#E | EriTano JEA—% | Kazuo Watanabe

I—oav7 RIrEF| | Mari Adachi X | Kota Fujishiro

[Eh&HEREK KBERE | Aki Ooishi BEXEERS | Yasushi Fujishiro

EBRDPDEE KBZEA | Koji Ooishi AR A | Akito Hosoya

AW KARX | Saki Ooishi FILHZ | Moko Maruyama

BN&E KB | Yuki Ooishi FLIL%EST | Yusuke Maruyama

P o KIAZR | Nao Okawa H=fE—EB | Shuichiro Migitaka

the Workshop* INRFNZE | Kazumi Koizumi Ait—8B | Souichiro Migitaka

Zavitimeld IREATIZSF | Kanako Sakata FEIEZER | Yujiro Migitaka

Zﬂrzl;:}::h:estosund IREAZEF | Tamako Sakata BHhEH | Hana Muranaka

of the city I IR — | Tetsuichi Sakata FREBE | Masami Morishima

BE5HE#F | Tazuko Sadakata
hAtEAE | Ayu Nakamura
hAfE% | Chise Nakamura
i 4h#ER | Yusuke Nakamura
BEEX | Kanta Fujishiro

FREEMTF | Miwako Morishima
FRIEHMIE | Kazumasa Morishima
JEB5EK | Kanta Watanabe

JEBHHMR | Sae Watanabe
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In search of “sound” in old downtown

In September 2012, | traveled from Berlin

to Tokyo's Asakusa and Sumida areas to
conduct fieldwork. Coming out of the Asa-
kusa Station, | heard the buzzing of cicadas,
which brought back memories of the hot
and humid afternoons of late summer in Ja-
pan. By the time | stood on the Azumabashi
Bridge stretching in front of the exhibition
venue, Asahi Art Square, | had already laid
out the soundscape of the city in my mind.
During my 10-day stay in Tokyo, | walked in
search of the city’ s soundscape through
the areas that bordered Sumida River: the
Azumabashi area located in between Asa-
kusa and Sumida; the Kaminari-mon Gate in
Asakusa; the Mukojima area of Sumida; and
further into the Ryogoku and Asakusabashi
areas. | asked the locals about where to go
and then followed their advice. While | was
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walking, | maximized my perceptive antenna
in order to carefully detect faraway or
unrecognizable sounds. | tried to distinguish
the sounds coming from all sides- sounds
that were originally obscured by the buzzing
of cars and the noises from factories like
the chirpings of birds and bugs, the delicate
changes of the wind and waves, and the
everyday sounds and voices of the locals,
which began to stimulate my ears acutely.

| realized that the sounds that | processed
unconsciously were such important parts of
the city's narrative.

When the sound becomes voice -sound

| created more than 1,000 onomatopoeic
materials from the recordings that | took
on the streets with help of about 80 people
of various ages: my friends from Japan and
abroad as well as the locals of the Asakusa
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and Sumida areas. Each one of them lis-
tened to a particular sound of the city on
headphones and then imitated the sound
with his/her own voice. What | witnessed
was the diversity of unique expressions that
exceeded my expectations. Some repeated
their imitations until they got the ideal
sounds/voices while some others created
new onomatopoeias out of impromptu
voice utterances. Sometimes we recorded
multiple voices and put them together to
reproduce the sounds in layers. In this way,
we explored the best way to reproduce the
sounds of the city one by one.

Many of the participants were intrigued

by the uniqueness of their own onomato-
poeic creations as well as by the difference
between their onomatopoeias and the real
sounds. Some people even kept, albeit
unconsciously, imitating the surrounding
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sounds after the recording. Others later told 69
me that their everyday lives were altered

now since they could vividly hear the sounds

that they had not paid serious attention to

before. One of the real pleasures of experi-

encing the piece, “The hurly-burly chorus”

was that it triggered the change of sound

perception among the participants. As the

recording proceeded, | gradually began to

realize the potential of this work.

Structure of the sound sphere

The sound sphere was built within the
main floor of Asahi Art Square in the oval-
shaped, 260m2 room. Seven speakers were
placed on its round wall, and nine smaller
speakers were installed in a diagonal line
along the ceiling. In addition, two speakers
were set up on the upper area at the far

end of the left and right sides of the room.
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Total, there were 18 speakers installed in
the space to create the surround sound
system. Reflecting the nature of the original
sounds, each of the onomatopoeias were
played from designated speakers, so that
the visitors could submerge themselves in

a unique, physical experience. In addition

to the speakers, several MP3 players were
sporadically hung from the ceiling, which
emitted whispering sounds that could only
be heard faintly in certain areas of the room.
In the darkness, the soundscape of Sumida
and Asakusa was symphonically played for
40 minutes, which consisted of noises from
everyday life like the sounds around Azuma-
bashi Bridge, Kaminarimon Gate, Nakamise
Street, the Sumida area, the subway and
subway stations, Kaminarimon Street, the
chirping and buzzing of birds and bugs sing-
ing in unison... The various scenes of the
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city faded in and out from the darkness in
front of the visitors.

Images of the “city = community”

What “The hurley-burley chorus” presented
was the cityscape itself. The main compo-
nents of the work were the sounds of the
city, which were reproduced in the form

of onomatopoeias by various individuals
with their own voices. Through the process
emerged the character of the “city = com-
munity”, both of which were created by the
group of people playing their own roles.
Submerged in the numerous sounds coming
from different directions and layers within
the space, the visitors’ imaginations were
stimulated by the darkness because it shut
out all other perceptions except the “voices”
evoked in visitors regarding the memories
from their pasts. The onomatopoeias of
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sounds that could only be heard at certain
times of day, like the chimes from an
elementary school or the sound of Skytree's
lights being turned on, brought to the
visitors’ minds images of the actual city. In
contrast, the sounds that were reproduced
from the memories of the older generation,
like peddlers on the streets calling out and
the community time signals, stimulated in
visitors" minds the bygone landscape that
once was apart of the area.

The potential of “word-making”

Through my practices, | have attempted to
verbalize and/or visualize various sounds.
For the occasion, | invited others to imitate
the sounds with their own voices, which
took me to a new level of production in
which the rich variations of the language
-the core that united us all- emerged; and
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it was achieved collectively. Looking up the 73
etymology of “onomatopoeia,” | realized
that it originally meant “word-making.” Now
that makes total sense to me after creating
this particular work. The process of voicing
sounds according to one’ s spontaneity and
feeling made it possible to generate a new
language that was not found in existing
onomatopoeias; and | believe that this new
language can be shared universally, even
with the people in other linguistic regions
who do not have the rich onomatopoeic
culture as the Japanese do. | would like to
stir up the people’ s imaginative potential
to create sound/language in other linguistic
regions, and by continuing this process, |
would like to search for new possibilities of
communication that can be shared univer-
sally, over the boundaries of cultures and
nations.
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{ESRBEPE | Biography

BIKER [3<mp-5DL]

1980 RSRLEEMEFN

2004 [RBMIIAFARZ REMAMARHELRIEGHET
2007 NIV - NA 22— EMTREATE

R NI E

SEOBRE. RERAEZRLAAIXF IR EF]ZAL.
ZOBRLMNARBTEMENICABREEDBZHRA TS,

Atsushi Fukunaga

1980 Born in Hiroshima, Japan

2004 M.A., Hiroshima City University, Faculty of Art

2007 Guest student at Kunsthochschule Berlin-Weissensse,
Berlin Germany

Currently lives and works in Berlin, Germany

Fukunaga explores the perception of sound in relation to

language and creates experience-based installations using

onomatopoeic words presented in visual and audio formats.

http:/www.atsushifukunaga.com



[fER | Solo Exhibitions]

2013 - [NU—=/NU—O—FR — EELHORE. BHERE
The hurly-burly chorus — Urban symphony in Sumida and Asakusa
7He-7—hAJ I 7. ®iR /Asahi Art Square, Tokyo
* N7 BINXALTAT (7 EMER [7—MEBPI] EERERWBIER

Japan Media Arts Festival / Art Division / Jury Selections

2006 - [KURUMAGAAGAA AMEZAAZAA KIKIWASAWASA SEMIJIJIJIJIJI
KAZEBYUUBYUU HITOZAWAZAWA |
IEF>Fv35Y—. [55/ YebidenGallery, Hiroshima

2004 - [Schmetterling] Joachim Gallery. ~NJLY 2/ /Berlin

[F% ) —7& | Selected Group Exhibitions]

2012 - [Cosmos] Galerie 5th people project. ~NJL>/Berlin
2011 - [Nippon Nacht vol.2| Theaterhaus Berlin Mitte. ~\JLUZ/Berlin
- [FRZ&REI>F—L 2011 | NAKANOJO BIENNALE 2011)
2 5:HT. 8£/5/Nakanojo -Town, Gunma
- [Durchgang]| 48 Stunden Neukoelln. NJLUZ//Berlin
2010 - [WE ARE THE ISLANDS | Kunstraum Kreuzberg Bethanien. ~NJLUZ//Berlin
- [almost the same, but not quite| 48 Stunden Neukoelln. ~NJLU>//Berlin
2009 - [#HF+Z)—TOTIINHEDREVEEDF+T/\]
City Gallery Project Green Houses and Creatures’ Caravans ]
HEHE]. [RE/Wakakusa-Town, Hiroshima
2008 - [[KB7—h70> 17k 2008 [355KiE ] | Hiroshima Art Project 2008 Brackish Water Areal
HEHX. [R5/ Yoshijima area, Hiroshima
- [Show me the way!] Galerie la-condition-japonaise. ~NJLU>//Berlin
2007 - [though | can't see them, they are there. though | can’t find them, they are there]
Co-Lab.. AX>/\—4%>/Copenhagen
- [20 Eventi Arte Contemporanea in Sabinal. #'£—7/Sabina
- [BsIH7—h7O02 102007 [D7izLDEEHABDEE]
Hiroshima Art Project 2007: Former Naka Waste Incineration Plant Art Project
HEHX. [55 / Yoshijima area, Hiroshima
- [FLAT GLAY] FungSway Gallery. A\>/\—4">//Copenhagen
- [OTO - Geraeusch-] ActAcker Gallery. ~NJLUJ>/Berlin
2005 - [¥7h-A7-£OYY 7—hoOv> > JEE7OI 182005 718 — |
GIFT OF HIROSHIMA - Art Crossing Hiroshima Project 2005. Winter |
Hochschule fuer Bildende Kuenste Braunschweig. 757>2/17 744/ Braunschweig

BEFE . BEMERISEREVIRHESh 2T —KICED< | The biography and past works are based on data provided by the artist.
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BESES | Past works

11 (O B—H— FAY—H— FFTH 74
BIPTTTY AEEaTE Y ERFTHT)
STYIATL /4Xx10m | RF2ZXVRETH
[345%] | 2006
[EEDOHISMIA B LTS REEOXFT
HE. ZOXFEESTHB TRALLEDHZ
KRBz, 4aBREICDEY. BOTIEHEL. HEE
TITAERET . ZO®RTEETATRPL. WL
P ABPRAREDBE TRIDEARR. TO
B FILTBUEZHOKRTZMBILT 2. B
#W<ITAERVIRL. EHZETVKZET. BE
DIFBERBL TS, |

2 | {(/\NEEEL)

DYATEEE NRDA T AN AR THERR
18x20x10cm | 2011
[HYATDBREFETREZHSEBNAY [ R]
RED[HyaAVREET I BARTE/\NEFET] *
EFEND, RIEBEREFEHYIAVERDIC. £
DEMDPE/N\NEERVIAR, EDEZE/\NDIBE
FELTRBAL TV, ZOREDS. K1Y -~
UV TOREDRERTIE. [HyaTREH I THY

1| KURUMAGAAGAA AMEZAAZAA
KIKIWASAWASA SEMIJIJIJIJIJI
KAZEBYUUBYUU HITOZAWAZAWA

Latex rubber / 4x10m | Document Movie
(3min.5sec.) | 2006

In this work, the sounds | heard in the city of
Hiroshima were expressed in onomatopoeias
and mimetic words. The lines of words were
drawn and arranged directly on a glass wall

to form a birds-eye view of the city. During the
period of 4 days, the onomatopoeic map was
drawn and erased over and over. The process
was filmed to show how the act of drawing and
the changes in the natural phenomenon of the
surroundings were happening simultaneously.
By repeating the act of drawing, the passing
of time was expressed, as the onomatopoeias
represented the sounds heard in the area.

2 | Die Taubeuhr / Pigeon Clock

Cuckoo clock, pigeon’s illustration, wood,
oil-based paint | 18x20x10cm | 2011

Cuckoo clocks from Germany (Switzerland),
which tell the time by singing, are known

as “pigeon clocks” in Japan*. | had long
assumed that the birds were pigeons and that
they were singing as pigeons normally do. The
name “pigeon” made me believe that it was

a pigeon, so | made the work by crystallizing
the images of “pigeons” in order to show



BHEE. [/\NEEH] ELTRRUZ. ADR#T
BEI. HLHIERRE BUORAK. SEOXER.
REBEBPEELE] CHBINBIE. ZLTE
EPXLICL S TEDBHICERDELDZEE
xLTW3B]

* — [)\NE§ET ] OERIE. BATIRRRTIHRLE
TNBHYIAT%E. BEOBEDSEIRHEMBICE
AIEVSEDBH B,

3 [(EVR- AV Y- =)

INTA—I VA [13510%]
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BT ANYRRML K AB FIV INAR,
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O7—7 33 75V M. N0,
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TN GRERE. GRE_—)L, ZBEHR.
ZEEE MRS BR—IL K. TSI,

IKEA DL, BERE D AUV/N HHL/v Y.
Sv—IDTYN— . 1A M TR &
2011

the possibilities that a certain sound can be
perceived differently among people, due to
various information they acquired whether
they are from memories, assumptions,
linguistic expressions, experiences, visual
elements or illusions.

* — There are some theories discussing
why the “cuckoo clock” is called a “pigeon
clock” in Japan. One mentions the bad image
that cuckoos have in Japan because they are
thought to bring bad fortune and that their
singing are often heard in times of economic
depression. Therefore people changed the
name to “pigeon,” which are more familiar to
most people in Japan.

3 | Dance in the Dark

Performance (13min.10 sec.)

Collaborative Work with Ayaka Azechi
(Dancer / Choreographer),

Composition and Direction: Ayaka Azechi,
Sound installation: Atsushi Fukunaga
Materials: Desk, chair, plastic bottle, water,
carrot, macaroni, peanut, hot-water bottle,
seed bag, Scotch tape, garbage can, broom,
hair brush, suitcase, hubcap, air-packing,
garbage bag, balloon, pan, pot, cooking
utensils, packing plastic, empty bottle, empty
can, paper bag, cardboard, paper, blanket,
shopping bag of IKEA, bell, slipper, milk pack,

[BAREBEBMICLIENTA—I A%V T
RI—LZ>H—EHREL. Theaterhaus Berlin
Mitte THK. EEIBERET. RARVEHROBHZ
PORETHIEECYEZRIC. HHEIZL >
Y—DBEPREZK LIRS, BEEATOA Y —
DERHRBIC[E ] EEHBOIHNTEZET. &
BEIC[RS]. [ EVVS/ZARITADREREE
REEEE. RABRVFEROBHEERZDBEDEHEE
HESHES]

4 | (OARER)

Sk “Kosmos™. #3. Z8. 77 IUIR. HZ A

YA XAE | 2012

[ RV ORI EE [Kosmos | DIEIEPIFD
YIRETHEINAZIT—T 1. ThblE. XF
ICEO>THEMLIZE. WhODIREET. G0
WRICRABVWEEBHZZRL TS, ThHIE.
NP EBRADENVDSHOTEH CEDT
WIT7NYNRETHD7H. EHEZOLSE
HOTHRE R LEEFZ. TOEEEREHO
RICEXED[FIOZ27VAELTHRTS
Z&iLkB]

zip-fastener, tooth, shoes, band, lighter, and
umbrella | 2011

The performance was held on a dark stage.
Viewers could barely see the dancer and
sound installations on stage. Instead, they
only felt signs of the barely visible dancer’s
movements and the sounds emitted on

stage. Therefore viewers were stimulated to
perceive the physical presence of the dancers,
expressed only by sounds.

4 | Kosmos

“Kosmos” magazine, paste, frame,

acrylic board, and glass

Dimensions variable | 2012

These collage works are composed of
illustrations and letters clipped from the
German science magazine “Kosmos.” To
clarify situations of the illustrations and give
them movements, the letters were collaged
together to create onomatopoeias (imitative
and mimetic words). Despite of cultural and
linguistic differences, these words (expressed
in the universally readable alphabet), enabled
viewers to automatically read and pronounce
the onomatopoeias. Even though the sounds
were unfamiliar to them, the rhythmical
sounds somehow evoked in the viewers the

nuance of the onomatopoeias.
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Asahi Art Square Open Square Project

Atsushi Fukunaga exhibition:

The hurly-burly chorus — Urban symphony in Sumida and Asakusa
January 12[Sat] - February 3[Sun], 2013 Asahi Art Square
Organizer: Asahi Art Square

Sponsor: Asahi Breweries, Ltd.

Support: Sumida city, Taito city

Exhibition

Artist: Atsushi Fukunaga

Technical Advisor: Keitetsu Murai

Technical Cooperation:

Keiji Ohba, Megumi Yamashita (RYU Inc.), Yukio Saegusa
Technical Assistant: Yuki Higuchi

Marketing Design: Toshimasa Kimura

Photographic documentation: Ken Kato

Film documentation: Daisuke Yamashiro [Yamashiro Studio]

Related events

[Opening Talk]

January 12

Yuu Takehisa [Curator, Contemporary Art Center, Art Tower Mito] +
Atsushi Fukunaga

[Workshop]

“Zawameki March: Let's draw the sound of the city !!"

December 2 | Instructors: Aiko Okahira, Satoko Kiuchi

January 13 | Instructor: Atsushi Fukunaga

[Workshop]

Onomatopoeia Recording

December 21,22, January 6 2013

[Cross Talk]

January 26 | “Language and Sound”

Keitetsu Murai [Sound performer, transmedia artist,

and technical advisor for the exhibition] + Atsushi Fukunaga
February 1| “How to Scoop the city!”

Tatzu Nishi [Artist] + Atsushi Fukunaga

February 2 | “A Story for a space”

Takayoshi Kitagawa [Artist] + Taro lzumi[Artist] +

Hitoshi Nakano [Curator, Kanagawa Prefectural Gallery] + Atsushi Fukunaga
[Dance Performance ]

February 2-3 | “Dance in the dark 2013: All you hear is the voice”

Direction: Ayaka Azechi

Performers: Eiji Saito, Masayuki Kanemori, Aya Terasoma, Ayaka Azechi
Sound installation: Atsushi Fukunaga | Marketing Design: Atsuko Ichikawa

Planning

Asahi Art Square

Operational committee:

Takuya Irie [SETENV]

Taneo Kato [Asahi Group Arts Foundation]

Takashi Shinkawa [Art Journalist]

Sasana Nemoto [Asahi Breweries, Ltd.]

Masashi Nomura [Komaba Agora Theater / Seinendan Theatre Company]
Takako Miyaura [Freelance arts producer]

Kako Yamaguchi [NPO alfalfa]

Kazuo Watanabe [Sumida City Office, Cultural Promotion Division]
Office: Taro Sakata, Chie Okada, Sadayuki Higuchi [Arts NPO Link]






86

A=TV-R9IF7-TO1IIb

FHE T =R I7 DRHBO—DI M- BROFHEDHIET . T1UvT-
ABIWIICEBHEDH STV DHNE. B RZERBRPEROT Y1 XHS
6m. FREFERI260mM2 DX 1> 7OF7 DA —ILEE. ZENBHBICHIETES
TSYNGKE. 7O7ERTAT TV I AN—ADFES 4. ZOLET7HE:
F—hAIIFDI=Z—URZEE-BEDN. BOHEFFICEDLT. 20115F
KWARE—RNIZOHARTOYIINTT AR TRIEN AT — T ANPF2L—
B—. FALIER—BDB 7Y 7= AT I 7D I1Z— R EMERIENIER
L. ZhETICBRVEERERORREITOIZE T, FHE- 7—RAI I 7 D% 7=
REERRLET,

[EHBYR—N]

RIF - W B EDRMIRE /B2 YR —H 600,000 /L3RR NIEH
[BERAUK]

ZEREFEAOFEOMEINE/ COHERCLDSEOMBEDEFTEED/

A=A ZANOES LS

FHe-F—bRITT7

THE-7—hRII7E BHRI-EZBOIEEY. €BDOFTIT “TILK—
W DB LIS A—/N—RIA K- D 4-5BICHVET, ZZd. FHEE—IL
MRAKBDOA LT EHOMURELRD T — A=, BEEEEESFRI IO
FRIRICFIOTHREINS. THE- 77— AII7EEZESPHEO. FHFHZ
NPOFEAFZ—KNPO U IHHEEL TVET .

Open Square Project

One feature of Asahi Art Square is the uniqueness of its architecture
and interior design. This includes the well-known Philippe Starck-
designed exterior as well as the design of the distinct spatial structure
and layout of the expansive main floor (approximately 260 m? floor
with a ceiling height of 6m), flat floors that can accommodate a variety
of purposes, and a lounge space that looks down onto the floor. Open
Square Project began in 2011 in order to utilize the potential of Asahi
Art Square’s unique space and architecture.

Artists are selected from the public to display work, which can make
unique use of the Asahi Art Square. Presenting a series of exhibitions,
the project will put forward the creative possibilities of the artists,
making full use of the inspiring space (=Asahi Art Square). It also aims
to help artists’ progress greatly in their practice.

Main support:

Venue and equipment are provided for free /

Capital support: 600,000 yen / Advertising support, etc.

Selection points:

Originality of spatial use /

prospects for great progress after the exhibition / project feasibility

Asahi Art Square

Asahi Art Square is located on the fourth and fifth floors of Super Dry
Hall, which sits on the banks of the Sumida River and Azumabashi

and is crowned with the sculpture Flamme d'Or. This art space is the
headquarters of the arts patronage activities of Asahi Breweries, Ltd.
Its operations are overseen by the Asahi Art Square Operational Com-
mittee — comprised of experts from a variety of genres — while its head
office is run by Arts NPO Link.
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7.4 Deadline for open call (application number: 33)

7.18 First selection meeting

7.25 Interview and final selection.
The selection of Atsushi Fukunaga's proposal
and the comments of the committee were announced.

9.21 — Fukunaga temporary returned from Berlin to Tokyo
N2 for conducting fieldwork (9.21-10.03)

N2 — Atsushi Fukunaga's artist talk and welcome party
NS — Conducting fieldwork in Tokyo

N2 — Testing the venue's sound equipment

N2 — Technical meeting (conducted periodically)

N2 — Meeting with technical advisor Keitetsu Murai
10.3 — Meeting with designer Toshimasa Kimura

11.1 Recording for onomatopoeias started in Germany

11.18  Press release was delivered

12.2 First session of the workshop
“Zawameki March: Let's draw the sound of the city!”
was conducted

12.13  Fukunaga returned to Tokyo to prepare
for the exhibition

12.14  Recordings for onomatopoeias started in Japan

12.18 — Final test of the venue's sound system
— Technical Meeting
— Finalization of the exhibition plan

2013

1.7 Installation of exhibition started

1.12  x Exhibition started
(through February 3rd, total attendance: 728)
— Opening talk (guest: Yuu Takehisa), reception

1.13 Second session of the workshop
“Zawameki March: Let's draw the sound of the city!”
was conducted

1.26 Cross Talk #1, Guest: Keitetsu Murai

2.1 Cross Talk #2, Guest: Tatzu Nishi

2.2 —Cross Talk #3, Guests: Takayoshi Kitagawa, Taro lzumi,
and Hitoshi Nakano
— Dance Performance:
“Dancer in the dark 2013: All you hear is the voice”

2.3 Dance Performance:
“Dancer in the dark 2013: All you hear is the voice”

2.4 De-installation of exhibition

12.23  RFaXURTVIRT

12.23  Document book published
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Asahi Art Square
Open Square Project

Atsushi Fukunaga exhibition:
The hurly-burly chorus —
Urban symphony

in Sumida and Asakusa
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