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The Triangle

The Triangle is a space newly created for the reopening of the Kyoto City KYOCERA Museum of Art. It aims to nurture
emerging artists, especially those associated with Kyoto, and to provide opportunities for museum visitors to experience
contemporary art. In order to connect the artist, museum, and viewer in a triangle and deepen those connections, the space

hosts an eponymous series of special exhibitions and presents new artistic expression from Kyoto.
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Deep Listener

When exploring record shops and so on in search of unknown sounds,
there are these reviews that the shop staff write. A friend of mine once
remarked, “It’s that time from reading the review and buying until
actually listening that I hear the best sound inside my head.” I completely
agreed, having often felt the same way, but on the way home on the train,
I wondered if the story itself could be one part of a piece of music, though
I then also thought that it was no longer sound. Nonetheless, I root my
practice in such things. As peripheral and aimless as they may seem, they
especially offer the scoop to sense hidden attractions. Ultimately, the
spark that occurs through sound takes place inside the listener. When
talking about music, musicians should transform into mere performers,
and the eloquent commentary should always be left to the listeners.
Thinking of this as I read books by those who are evidently composers,
I have come to realize that everyone is an equally advanced listener, and
that, if we zoom out and get a wider perspective, those who are evidently
filmmakers and visual artists are also equally advanced viewers. It seems
obvious, but I like being convinced by doing things anew.

I'll add another episode.

When I lived in the countryside, I had so little to do during the long

summer holidays that I would get into trying out different ways to listen

to music. I would sit in a kneeling position on the floor and listen to a
whole album, and would list and index the sounds in the tracks and all
the other sounds I could hear around me. We used to dry out our futons
on the roof on sunny days and doing this was my one of my household
chores, but I once wondered what it would be like to sleep up there

and this became something I particularly liked doing, lying down on a
futon that was drying in the sun and with music playing in my room,
the volume really cranked up, and then soaking up the mix of the sound
leaking from my room and the sounds of the landscape (birds, cars, the
noises and voices from our neighbors, etc.). During this time when the
various sounds exquisitely intermingled with the environment, it felt like
I would melt away and vanish.

What I was listening to then was a Warp Records compilation called
Artificial Intelligence, and up on the roof with these sounds created in a
faraway foreign land, I pondered the meaning of Al. And what joined
me (you) with the sound spatially ripped asunder at such times was, as

always, the speaker.

Araki Masamitsu
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Instruction Works

Move the speakers around like you are redecorating the room.

Tell the smart speaker the sound you want it to play. For example: “Hey Google, I want
to listen to zombie sounds.” “Hey Google, play me the sound of space.” Make a list of the
sounds you want to hear and ask the speaker several times.

Prepare several pots. There can be multiple performers.

Prepare microphones for each pot or performer, and then do the following:

Rub the pot

Put the microphone in the pot

Put the microphone in the pot along with something else (rice, paper, metal, etc.)

Stir the microphone in the pot

Break the pot
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Monumentality 2020-21

Kunieda Katsura

Associate Curator, Kyoto City KYOCERA Museum of Art

“I find it interesting to ponder the ways I can set up a
place for hearing sound,” Araki Masamitsu once said in
a 2015 interview.' And indeed, since then until the
present, Araki has continued to seek out not so much the
acts of making sounds as the creation of environments
for hearing them. In addition to the stage works,
performances, and installations he had done on his own,
he is also involved in the ARCHIVES PAY project to
turn a sound archive into an artwork from the
perspectives of recording and collecting, and has
engaged in many collaborations with other artists as a
sound designer, though across all of these activities that

aforementioned attitude has remained consistent.

SWEET MEMORIES

This exhibition comprised nine works, centering on the
new SWEET MEMORIES series and including scores
of Araki’s performances and a stained glass work he

designed himself. Though nominally installed in The

Triangle underground space, the exhibition also spread
out into the stairwell that leads down to the main
basement venue and over the whole of the above-ground
Northwest Entrance.

Making up the core of the exhibition, SWEET
MEMORIES—Episode 1-60 (pp. 7-9) is a sound and
video system featuring four speakers set up together back
to back with a four-screen 4K monitor. The monitor-
speakers unit plays audio and video from a total of sixty
“episodes,” the whole installation revolving slowly so
as to face different viewers at different times. In each
episode, a video of a speaker plays on the monitor
and from the speakers behind comes the stringed-
instrument-like sustained sounds improvised by Araki
using audio software at the location of the shoot. On
the monitor, the speaker is shown floating in rough
waters, left in grass, placed on the coastline and sprayed
by sea water in the strong wind, or burning in the dark
of the night, the sound played also cracking, warping,
or breaking off depending on those conditions, and all
recorded matter-of-factly alongside the natural sounds at
the shoot.

Sitting in one of the camping chairs that surrounds
the revolving monitor-speakers unit, the viewer inevitably

finds it hard to watch and listen at the same time,
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resulting in a constant gap in their perception of the
sound and video. When the viewer sees the monitor
from the front, they strain to hear the sound that comes
from behind, and when they see the bank of speakers
from the front, they must supplement this aural input
with the video they imagine is then showing on the
monitor behind the speakers. Sat in the chair, the sound
or video gradually comes closer, passes in front, and
then grows distant—an experience akin to the physical
sensation of gazing absently from a train window at the
landscape going by, as if ushering a strange discrepancy
into the perception that should be in sync with the
body. The resonance and reverberation significantly
varies depending on the positional relationship between
the wall and the revolving speakers, meaning the work
evokes a strong physicality even though unaccompanied
by the actual physical movement of the viewer.

This work worked in tandem with a speaker at
the above-ground Northwest Entrance and a horn
loudspeaker set up on the roof, each of which played
excerpts from the sounds in the work. Not only lending
continuity with the exhibits in the venue below ground,
playing outside where the sounds of the environment
were also audible—from the noise around the art

museum to the passing cars, the wind, and the rain—

recreated circumstances that imitated the conditions
under which the work was filmed. Somewhat curiously,
this continuous sound became a trigger to fully hear
the sounds usually heard only imperceptibly. This is
surely Araki’s aim of encouraging the viewer to prick
up their ears, of enhancing their aural sensitivity by
listening properly to a certain sound. Joining the inside
and outside spaces while harnessing the architectural
features of The Triangle, which connects the museum’s
underground and above-ground levels, the entire
building functioned through that interaction as a giant

playback device.

Monumentality

In the stairwell connecting the ground floor with the
basement was a pile of empty cardboard boxes that

had contained the Meyer Sound speakers used in

SWEET MEMORIES—Episode 1-60. Titled SWEET
MEMORIES— Cardboard Box (Meyer) (p. 12), this work
seems like a humorous homage to 7ardiology (1968—69),
a large tower of cardboard boxes collapsing under

its own weight that Nomura Hitoshi exhibited as an
artwork in 1969 at the Kyoto Municipal Museum of Art
(the predecessor of the Kyoto City KYOCERA Museum

of Art). Nomura cast doubt on the monumental eternity
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of sculpture; intriguingly, Araki was attempting in this
exhibition to approach the theme of monumentality
through sound as data without material form.

The initial plan for the exhibition actually centered
on the idea of “chamber music of an absent humankind.”
The planning for the exhibition took place right in
the middle of the global spread of the coronavirus and
we spent our days imagining and pondering the post-
pandemic world. The museum introduced an advance
reservation system to limit admissions and asked visitors
to sterilize their hands and undergo a temperature check
upon arrival. Would we be able to open the exhibition?
Even if we can, would we be able to keep it open until
the scheduled end? Beset by these questions during the
preparations, we had to keep in mind possibilities for a
new format for the exhibition in case we could not keep
it open. Not being able as easily as before to spend time
together with someone in the same space was a state of
solitude but was also connected to a science-fictional
idea presupposing a post-pandemic future whereby we
continue to replay in our minds the unchanged memories
of meeting others even after people became absent,
building a monument eternally evincing those memories.

On the wall by the exhibition gallery entrance was
displayed SWEET MEMORIES—Episode 0 (p. 11), a

photograph of a hand holding a seventeenth-century
print that Araki found online. The print not only shows
a performance of chamber music—that is, instrumental
music played by a small ensemble—but also carries a
double meaning in that the music is literally played in
a chamber. On the other hand, the stained glass work
Chamber Music (p. 16) displayed on the ground floor
part of the exhibition added a further layer of glass
to the architectural structure of The Triangle, which
is surrounded by glass on three sides, attempting to
blur the boundary between interior and exterior, while
also likening The Triangle with its high ceiling to the
architecture of a church that amplifies various sounds.
Exhibited at the stairs leading to the Northwest
Entrance and on the ground floor, Instruction Works (pp.
13-15) is an electric LED signboard displaying scores of
Araki’s performances.” A score usually refers to the
written representation of a musical composition, but here
functions as a set of instructions by which the piece
transmutes into works of art acts that, like sound, lack
material form—arguably yet another extension of Araki’s
exploration of monumentality. Like the playback device,
the performances that take place according to the score
can be re-performed any number of times, suggesting

the potential for individuals to replay things no matter
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where they are, even when the social circumstances
make direct contact with one another is incredibly
difficult. “Move the speakers around like you are
redecorating the room,” says one of the instructions,
referring to what emerges from the real experience
ushered in by a completely different way of looking at
the world due to changing the environment where you

hear something (that is, moving the speakers)—and

perhaps another way of plainly describing Araki’s practice.

Conclusion

Sound fades away, never visible to the eye. Through
recording and playback devices that function as
machines for resisting that providence and re-
summoning a sound that fades away, we are able to
rehear the sound over and over again. The exhibition
title, Zombies and Me, analogized zombies to replaying
sound as recorded data, yet paradoxically also makes
us newly cognizant of the fact that unrecorded sound
fades away (that is, dies). A zombie is neither living nor
completely dead. Possessing this ambivalence of absence
and presence that is the state of being “undead,” it
becomes possible to call something back, transcending
time and space—even if humankind were absent in the

future. This sound thus revived as a zombie fluctuates

each time it is heard according to the variegated
environment in which the listener is placed, and, above
all, it is in the imperfection of that monumentality where
we can find the creativity and appeal of the act that

Araki seeks out of listening to sound in a certain place.

1 Araki Masamitsu and Matsuda Masataka, “Encountering the Sounds of the World,”
in Uno Kuniichi, ed., Deleuze, Perception, Image—Generating a Moving Image Ecology,
Tokyo: Serika Shobo, 2015, p. 284.

2 This work is also inspired by Kosugi Takehisa, Takehisa Kosugi Instruction Works, eds.
Okamoto Takako and Kawasaki Koji, Kyoto: engine books, 2017.
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Related Events

Performance: Zombie Soundtrack

January 10,2021 1p.m.,2 p.m,, 3 p.m., 4 p.m., 5 p.m. (20 min. each)

Kyoto City KYOCERA Museum of Art Lecture Room and streamed live online
Available on the Kyoto City KYOCERA Museum of Art YouTube channel:
https://www.youtube.com/watch?v=fKWa8jBleqM
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List of Works

The Triangle

O SWEET MEMORIES—Episode 0

2020 | C-type print
37.8%x28.7 cm

)

[

SWEET MEMORIES—Episode 1-60

2020 | 4K video, audio | 68 min. (loop)
Camera: Matsumi Takuya

Sound Recording and Engineering: Koda Toru
Constructor: Aoki Kazumasa (Miracle Factory)
System Construction: Kobayashi Muku

Video Engineering: Wakihara Daisuke
Assistant: Fukuoka So

Sound Assistant: Hayashi Mina

@ SWEET MEMORIES— Cardboard Box (Meyer)

2020 | Cardboard box
63 % 85% 261 cm

@ SWEET MEMORIES—Banner #2

2020 | Tarpaulin
240 % 160 cm

® Instruction Works

2020 | Electric LED signboard
Dimensions variable

® SWEET MEMORIES—Episode 1-60 (excerpt)
2020 | 4K video, audio
20 min. (loop)

@ Chamber Music

2020 | Glass, brass, lead wire
71% 48 cm
Stained Glass: Nishitomi Natsuki

8 SWEET MEMORIES—Banner #1

2020 | Tarpaulin
260 % 360 cm

© SWEET MEMORIES—Sound Effect

2020 | Audio
20 min. (loop)

In cooperation with: Kano Shunsuke, Sogo Yohei, Maetani Kai
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Araki Masamitsu

1981 Born in Yamagata Prefecture, Japan
2005 Graduated from the Department of Visual and Performing Arts at Kyoto University of Art and Design
(today, Kyoto University of the Arts) 2015
Currently resides in Kyoto Prefecture 2016
2016

Selected Solo Exhibitions

2012
2012
2016
2016
2018

Mystified Jukebox, Nishi-Sugamo Arts Factory, Tokyo

Transit Tune: The Man Who Went to the Coast of Fukushima to Fish, Nishi-Sugamo Arts Factory, Tokyo
Mystified Archives, Kyoto Art Center Free Space, Kyoto

Acoustic Device—Five movements for the noise, Tokyo Wonder Site Hongo, Tokyo
RECOLLECTION 36°x139° Jurakuso—DBirth of a Day, Urawa Fureai-kan, Saitama

Selected Group Exhibitions

2015
2015
2017
2018
2018
2019
2019
2020
2020

Before Night Falls, ARTZONE, Kyoto

ALL NIGHT HAPS “DEMO,” HAPS, Kyoto

Symphony LDK, Kyoto City University of Arts Art Gallery @KCUA, Kyoto

Exhibition: Otowagawa River Landscape, Otowagawa River Sand Control Dam, Kyoto

The Instrument Builders Project— Circulating Echo, Kyoto Art Center, Kyoto

Windshield Time— Contemporary Art in Toyota, Former Aichi Bank, Aichi

City Voice, Land Song, Former Toyota Higashi High School, Aichi

ISDRSI, Toyooka City Museum of Art, Hyogo, and other locations

Exhibition: Otowagawa River Landscape 2020, Otowagawa River Sand Control Dam, Kyoto

Theater Works & Performances

2011
2014
2016
2018

2018
2018
2020

@Here and There—Voices Calling from City N, atelier GEKKEN, Kyoto

Public Address—sound field 2, ST Spot Yokohama, Kanagawa

Big Echo of Man and Woman, Kyoto Art Center Free Space, Kyoto

The Pond Is Listening (from Reservoir Sound Collection), Marugame Genichiro-Inokuma Museum of
Contemporary Art, Kagawa

Room to Amplify, Aichi Prefectural Art Theater Mini Theater, Aichi

Going to the Sea with Uncle, Kyoto Art Center Auditorium, Kyoto

Loud Archives 2020, SCOOL, Tokyo

Curating & Sound Design

Showing 02 Photograph “Yamabiko no Scene,” directed by Kano Shunsuke, Kyoto Art Theater Shunju-za, Kyoto
Showing 03 Film “ Three Women,” directed by Ito Takashi, Kyoto Art Theater Shunjuza, Kyoto

Three Women, directed by Ito Takashi, Aichi Triennale 2016 Film Program, Aichi Prefectural Art Theater
Mini Theater, Aichi
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Araki Masamitsu: Zombies and me

[Exhibition]
Kunieda Katsura (Kyoto City KYOCERA Museum of Art)

[Catalogue]
Edited by: Mizuno Yoshimi (Kyoto City KYOCERA Museum of Art)
Translation: William Andrews (pp. 6, 15, 23-27)

Photography: Matsumi Takuya (p. 4), Miyoshi Fumitaka (pp. 7-18), Maetani Kai (pp. 27,

28)

Designed by: Kikuchi Atsuki

First Edition: March 31, 2021

Published by Kyoto City KYOCERA Museum of Art

124 Okazaki Enshoji-cho, Sakyo-ku, Kyoto 606-8344 Japan

www.kyotocity-kyocera.museum

© Kyoto City KYOCERA Museum of Art 2021



