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Philip Samartzis
Associate Professor, RMIT School of Art

The Sounds of Weather is a cross-cultural art and re-
search project comprising students and researchers

from Musashino Art University inTokyo and the School

of Art at RMIT investigating the experience and behav-
iour of weather through sound, video and performance.
The project has included site visits to the Sumida River,
Tokyo Bay, Saitama Underground Discharge Facility

and the Kiewa Hydroelectric Scheme in the Australian
Alpine Region. Exhibitions and performances have oc-
curred at various venues inTokyo and Melbourne including
SuperDeluxe, West Space Gallery, RMIT Project Space/
Spare Room and Konnd Hachimang( Shrine. Notable
sound and performance artists including Haco, JOU, Saté
Minoru, ToshiyaTsunoda and Kudd Taketeru made addi-
tional contributions to the project.

Weather is a universal phenomenon that shapes our
perception of ourselves, and the places that we inhabit.
The opaqueness of winter, the luminosity of spring, the
humidity of summer, and the briskness of autumn indel-
ibly shape our emotions. Our physical interaction with
the weather is equally complex. We dress for particular

conditions, we control the temperature of the spaces

that we inhabit, and we obsess over weather forecasts.
Weather is so common and change so often gradual that
it can sometimes be taken for granted unless an unusual
weather event occurs to excite our attention. Regardless
of what the weather forecast may hold, it will forever exert
a powerful influence on the conditions that we experience
within the natural and constructed world.

The works presented in this catalogue provide a broad
survey of how artists have attempted to capture the influ-
ence of weather within a diverse set of locations that span
the metropolitan areas of Melbourne and Tokyo, and the
rugged terrain of the Australian Alps.The intention of the
projectis to investigate the spaces, conditions, technolo-
gies, and language used to harness weather in order to
activate awareness of how it shapes daily life.The artists
who have contributed towardsThe Sounds of Weather
have provided a divergent set of responses as variable and
dynamic as any meteorological event influencing the site
in which you inhabit at this very moment.
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Christophe Charles

Professor, Musashino Art University

“Music is perpetual, and only hearing is intermittent” (1).
This statement by Henry David Thoreau, like the ready-
mades of Marcel Duchamp, shows that we can consider
anything as art if we pay attention to it. When we pay
attention to sound, it becomes music. When we focus on
sound and therefore experience listening to music, we also
hear the environment: our own breathing, the other listen-
ers’ breathing and the sounds from outside. What we hear
is related to what we see or feel or taste; our perception of
the environment as a whole is a combination of sensations
we feel: warm or cold, sleepy or excited, we dream and we
imagine. It is always a complex experience. Even when the
music is over, we remember it, and it still influences what
we feel and how we think about the world.

In 1975, John Cage, admirer of Thoreau, had written
“Lecture on the Weather” on the occasion of the bicenten-
nial of the U.S.A. (1976). Like “Roaratorio” (1979), it is one
of the rare compositions where Cage uses recordings of
environmental sounds: wind, rain, and thunder. Marjorie
Perloff comments: « Lecture on the Weather is (...) a
systematic, constraint-based “verbivocovisual” (Joyce's
term) performance (...), essentially a mimetic text, one
that simulates “weather,” as we know it in the “real”
world. It wants, at least for the time span of its perform-
ance, to enact weather, the atmosphere in which we live.
As such, Cage’s Lecture on the Weather presents itself as
an opening to the natural world » (2). That particular work
also expresses Cage’s critical ideas about the institu-
tions of American government: « not only aspiration but
intelligence (as in the work of Buckminster Fuller) and
conscience (as in the thought of Thoreau) are missing in
our leadership (...) Our political structures no longer fit the
circumstances of our lives » (3). In this work, Cage wanted
to « give another opportunity for us, whether of one nation
or another, to examine again, as Thoreau continually did,
ourselves, both as individuals and as members of society,
and the world in which we live » (4).

The above ideas summarize what was on my mind when
Philip Samartzis and | decided to start in 2011 the collabo-
rative project “Sounds of Weather” between our univer-
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sities, RMIT (Royal Melbourne Institute of Technology)
and MAU (Musashino Art University, Tokyo). We are each
musicians and composers who are using both recorded
sounds and “live” sounds in our compositions, and there-
fore concerned with our surroundings: how they sound,
how they look and how we can perceive them with and
without the use of technology. Our musical works develop
in space as well as in time, and are very often linked to the
perception of changes in the world, which surrounds us.
And like Cage, we wonder how it is possible to act with
intelligence and conscience toward our environment, and
try to make artworks that are an invitation to such intel-
ligence and conscience.

In a filmed interview by Frank Scheffer, Cage states that
« the purpose of music is to bring about an enjoyment of
the life we're living and that life now, more than any other
time in history, involves mind. (...) The whole creation is
like a single mind. And that mind needs to come to terms
with itself, so that it is not split against itself, and so that
there can be the enjoyment of being alive with all the other
people on the same planet » (5). More than any other time
in history, we have to think about what is "“to split against
oneself” and what is “to come to terms with oneself”, we
have to understand how we are related to everybody else
and to everything else, and this is one of the purposes of
the “Sounds of Weather” project.

One of the most striking sound pieces, which Philip
Samartzis brought with him in Fall 2011 during his visit as
a guest professor at MAU, was the recording of Aurora
Australis made audible. We could listen during 20 minutes
to what had happened during several months in the sky
above the Antarctica—the solar winds (ions continuously
flowing outward from the Sun) trapped by the Earth’s mag-
netic field. Collisions between these ions and atmospheric
atoms and molecules release energy in the form of auroras
appearing in large circles in the sky around the poles, and
it is possible to record these movements of atoms over
time and transform this information data into sound. Being
able to witness the energy and the grace of the movements
of auroras through a surround sound system was an amaz-
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ing experience. It brought to our ears and body not only the
sensation of timbre (it sounded like complex wind turbu-
lences) but also the sensation of space—we could enjoy
areal experience of the aurora, even if the time scale had
been resized to fit human perception.

Auroras have been observed on other planets, Saturn

and Jupiter, which are subject to solar winds. By exten-
sion, we can now virtually turn into sound (or light or any
other media) data exuding from any physical phenomena
in the universe, and listen to it or watch it over time as a
sound or a light composition. This data is not the expres-
sion of human ego or self, dictated by one’s feelings and
emotions. However, transforming this abstract data into
sensible phenomena like sound or light, and rescaling it to
fit human perception, enables us to sense phenomena not
only in the form of numbers, but in any other media percep-
tible by our senses. Listening and watching these phe-
nomena can trigger deep emotions. The task of artists is
to transform this information into a form and scale, which
is enjoyable and could help us understand that we are not
split against the rest of creation or against ourselves.

These were some of the subjects of the conversations

we had during our fieldwork sessions with Simon Perry,
Dominic Redfern, Philip Samartzis, Kristen Sharp, and the
students: Kodaka Sari, Komaki Kanna, Miyamoto Kazuyuki,
Shimazaki Ry(suke, Takemoto Takuya, Tsurukai Y Gko, Ujita
Eri, Yahiro Minami, Shimizu Yumi, which triggered and in-
spired our works, which are of course not only audible, but
use all kinds of media. This book documents the “Sounds
of Weather” project, with texts, artists’ statements and
photos, while other documents: sounds, movies and other
photos are accessible from the related website:
http://bogongsound.com.au/

Notes:

(1) Henry-David Thoreau, “Journal”, Vol. 9, p. 244-245, quoted by
John Cage in “Empty Words”, Marion Boyars, 1980, p. 3: « Music, he
said, is continuous; only listening is intermittent ».
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M) AvY—-FA4TG4v K- vyo— v —FJ] Vol9 p.244 -
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kR, 1980 £. p.3: “Music, he said, is continuous; only listening
is intermittent.” & Y 5| /]

(2) http://marjorieperloff.com/stein-duchamp-picasso/goldsmith-
weather/

@) & (4) vayv -r—v IzvIFq-7—X) IUFv - RA
Y—X%tH, AV Ry, 19804, p4-5

(B) I73vY -y Tz—Nc&dYaY - H—UOHEAIVARED
— “How to get out of the cage”. 45'25"- 47'02", 2 —0O 7 —
DVD. 2012 4,
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(2) http://marjorieperloff.com/stein-duchamp-picasso/goldsmith-
weather/ Accessed 10 December 2012

(3) & (4) John Cage, “"Empty Words”, Marion Boyars LTD, London,
1980, p. 4-5.

(5) John Cage, in Frank Scheffer’s film “How to get out of the
cage”, EuroArts DVD, 2012, 45'25""~47'02".
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Experiences of Weather: Luminosity,
Temperature, Precipitation and Wind

Kristen Sharp
Studio Coordinator, RMIT School of Art

‘Climate is recorded, weather experienced’ (Ingold and
Kurtilla, 2000:187).

While daily encounters with weather emerge through sub-
jective and sensory experience, it is common for scientific
approaches to dominate interpretations of meteorological
events through quantifiable and empirical interpretations
—temperature, precipitation, wind, biomass, solar activ-
ity and sea levels. Climate conditions measured through
statistical data, comparison and averages contrast with
everyday psycho-social experiences:

Monthly averages reflect a misty world that is a little

rainy and cloudy every day. That is very different from
the weather of our actual world, where some days are
very sunny and dry. (Medvigy qtd. in Kelly, 2011).

What emerges between abstract numerical data and sen-
sory encounters is a perceptual gap. Weather conditions
are understood through the body: how it feels to be hot,
cold, saturated by the rain, dusty or burned by the wind.
These experiences invite a range of haptic and emotional
responses, such as the oppression of a drizzly day, the en-
ergy of spring or the sublime dominance of storms (Ingold,
2005).

Encounters with weather are not isolated perceptions;
rather, auditory, visual and tactile modes are combined
and experienced simultaneously. The shrieking sound of
machinery at work in subterranean water-storage spaces
is not just an insulated auditory experience; it coexists
with the musty smell of stagnant, potentially toxic, water
and the feel of a silty floor under protective rubber gum-
boots. Eyes are not just instruments of sight, they are
haptic portals through which we experience environmental
conditions: grit and wind on a dry dusty day, or the glare of
sunlight reflecting off the water.

Dialogues between the senses can also create strange

and disorientating encounters with the environment: sit-
ting in an air-conditioned hotel listening to the sound of
machinery cooling the air while staring out at heatwaves
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and sweaty bodies on streets. These sensorial interactions
identify specific conditions of weather in space and time,
creating a sense of place. The combination of intercon-
nected perceptions experienced in and through the body is
what forms our understanding of climatic conditions. It is
through the sensory experience that we orient our bodies
and mind in the world and in space. These perceptions are
cultured, encoding human/nature relationships. In con-
temporary life responses to weather are often controlled
through artificial cooling, heating and lighting. Does this
de-sensitise the body or create more complex relation-
ships to place and space?

The changing relationships between human bio-rhythms
and climate ecosystems are also indicative of new mete-
orological patterns. Over the past thirty years everyday
weather has undergone significant change, increasingly
becoming more variable and erratic with less in-between
or moderate periods (Medvigy and Beaulieu, 2012). While
these extremes are more deeply felt around equatorial
countries, their effects are distributed around the globe.
Extreme weather events in one localised space set off a
chain of reactions extending across the world disrupting
agricultural patterns, the sustainability of eco-systems
and creating significant social, political and economic
impact. (1) Rising ocean temperature and levels, increas-
ing desertification, loss of biodiversity, polluted air, con-
taminated water, degraded soil and changes to earth’s
ozone layer contribute to this increasing variability. Such
changes are linked to human activities and relationships
with the environment (IPCC website).

At atime dominated by discussions and debates regard-
ing climate change and human impacts on the natural
environment, art has stimulated cultural and aesthetic
dialogue about climate and ecology. Artists explore the
human-cultural responses to the scientific, political and
economic dimensions of climate discourse. Artists move
the emphasis away from quantitative measures towards
perceptions of weather conditions, accounting for embod-
ied and phenomenological encounters.
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Art and environment

Over the past decade there has been an increased rec-
ognition and exploration of environmental themes in

art, examining not only the relationship between art and
ecology, but also the role of art and the artist in relation to
socio-political conditions of environmental issues, such
as climate change. (2) These are not new themes and can
be traced back to early representations of nature and
landscape in art, such as Romanticism in the 18" Century
and earlier in the work of Albrecht Durer and Leonardo Da
Vinci. Since the 1960s there has been a distinct emphasis
on ecology and politics from artists associated with Arte
Povera, Land Art and Activist Art. This has included an in-
terest in embodied practices in relationship to the spaces
of the environment, such as the work of Hamish Fulton,
Richard Long and Allan Kaprow. Kaprow’s Meteorology
(1972), a happening in Dusseldorf Germany, involved par-
ticipants walking in the rain towards a bay under a tarpau-
lin and returning the water gathered into the bay. The work
re-orientates participants towards process-driven art and
encounters with everyday situations.

A more recent example of artists experimenting with
weather effects is Olafur Elliason’s The Weather Project
(Tate Modern, 2003). Elliason installed a series of monof-
requency lamps at one end of the Tate’s Turbine Hall to
create a surreal interior environment. The work focuses on
phenomenological processes and perceptual encounters,
using the luminance of light to create an artificial weather
environment, drawing attention to the relationship be-
tween audience and space.

Similarly, Cloud Forest (Yamaguchi Center for Arts and
Media, 2010) by Fujiko Nakaya and Shiro Takatani com-
bines fog, sunlight and sound in an indoor art installation.
(3) The work focuses on the relationship between artificial
and natural environments operating between indoor/out-
door spaces. Real-time elements, light, air and rain enter
the indoor gallery, influencing the machine-generated fog.
The space is activated through these interactions and

the work is designed to respond and adapt to the chang-
ing interior and exterior environments. The work includes
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a soundscape (influenced by David Tudor) using direc-
tive speakers, responding to the movement of audiences
through the installation and reflecting different surfaces.
The work deliberately re-imagines familiar space through
the senses: touch, sight and sound.

Sounds of Weather is another such example of artists re-
flecting and exploring encounters with weather and place
in a range of built and natural contexts. By concentrating
on acoustic and visual phenomena over different times
and spaces, Sounds of Weather interrogates the variation
and effects of the environment and develops an under-
standing of how weather events shape specific contexts
and human experience.

Sounds of Weather

Sounds of Weather responds to the effects of weather on
the built and natural environment in the creation of sound,
video, photographic and performance art. The works are
generated through investigation of specific meteorologi-
cal and environmental conditions in Japan and Australia:
Sumida River, Tokyo; Tokyo Bay; Metropolitan Area Outer
Underground Discharge Channel, Saitama; Melbourne,
Australia; and, Bogong High Plains in the Australian
Alps. Each of these places has a unique history, as well
as cultural and industrial roles, in relation to the weather
and material environments. While many of these sites are
publicly accessible in everyday urban life they are often
invisible or not consciously considered.

The project highlights climatic conditions as a dominant
feature in the perception of place. Three such examples
provide insight into the weather experienced during the
project. The boating fieldwork on Tokyo Bay offered differ-
ent perspectives of a city normally viewed from street level
or through car and train windows. Even for local artists,
being out on the water offered an opportunity to explore
the city in a new way. This perception was framed by the
distinct bodily encounters produced through the weather.
The light, cloud and smog conditions created an impercep-
tible division between water and sky. Grime, grit and river
water was felt on the skin, and the smell of diesel and salt
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was thick. The soundscape of the boat was interrupted by
the noise of planes taking off and landing from Haneda air-
port. Simon Perry and Kristen Sharp represented these ex-
periences in a series of photographs. These images move
beyond documentation of sites and fieldwork to focus on
the materiality of weather effects over time, and the con-
trast between human activity and the natural environment.
The photographs re-imagine spaces and encounters with
climate and environment.

The gigantic and surreal scale of the Saitama underground
water discharge channel (shutoken gaikaku hésuiro), a
huge underground mega complex designed to prevent
overflow and flooding during heavy rains and typhoons by
storing water (Metropolitan Area website),(4) offered a
surreal experience of invisible yet critical urban infrastruc-
ture. Fieldwork was conducted in the large concrete surge
tank, 24.5m x 177m x 78m with 59 pillars, which is designed
to hold and then pump water back into the Edogawa river
system. This was a space hidden underground, and the

air quality and moist conditions were not conducive for
the human body. This was another space, another world.
Overwhelming and built to withstand and contain forces
of nature to protect the city, the scale and function of this
underground world was designed to make you aware of
natural forces, water, flooding and rain. Recent events of
3.11inTdhoku and Fukushima heightened the awareness
of the dangers of stagnant, pooling water in the region. The
artists were highly aware of touching the walls, breath-
ing the air and making contact with the puddles on the
floor. The acoustics of the space amplified the noise from
machinery being used to clean the residue from the bot-
tom of the tank. This was superimposed with the noise and
clutter of artistic fieldwork: cameras clicking, percussion
instruments activating the space and voices. The tanks
were transformed from functional storage tanks into a gi-
ant performance venue, a site of play and experimentation.
After spending hours underground it was a strange relief
to surface into the sunny air, after climbing 100 steps.
Such experiences were reflected in artworks such as The
Weather Man.This live multi-media performance activates
the spaces between chaos and control. By mimicking
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the conventional communication methods of a television
weatherman and juxtaposing these with subjective en-
counters of catastrophic weather, based on the sensorial
images and sounds, this work evokes the unspeakable
effects and sense of unpredictability of extreme weather
events. While not created as a direct analogy of the events
of 3.11, this work creates a space to encounter, express
and re-consider human/nature relationships.

Unlike the urban sites of the Tokyo fieldwork, the Bogong
High Plains, in the Alpine National Park, Australia pre-
sented a different kind of encounter with weather and
environment. The water was clear, unlike Melbourne where
tap water tastes of chlorine; alpine water is pristine and
cold.The fieldwork offered an opportunity to explore the
infrastructure related to the water system: the Kiewa
Hydroelectric Scheme—designed to produce emission-
free new renewable electricity per year, providing a strong
alternative to fossil fuel generated power in Australia
(AGL website). The region is also a significant site of
scientific research into changing temperatures and global
climate change based onTundra environments and fauna.
The environment itself was altered radically after the
2003 Eastern Victoria Alpine bushfires and the burnt trees
still surround areas such as Rocky Valley Dam.These are
constant reminders about the transforming processes of
nature. Different artists working in the project responded
to the soundscapes of this area, dams, rivers, lakes and
substations, capturing the electro-acoustic topography.
Many of these works, such as the collaborations between
Haco and Philip Samartzis, create a culturally blended
sonic response to this unique remote region.

The artworks produced through these encounters inevi-
tability evoke and communicate some of these bodily and
material experiences of weather. The works created for
this project are not seeking to establish a direct transla-
tion of place. Rather each artist is taking their own expe-
rience and interpretation of these sites and translating
them through art, cultural and environmental discourses,
and material and social dimensions. Places defy closed
interpretations or representations because they are con-
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stantly being reformed through such social, material and
symbolic processes and practices. This does not deny the
specificity of place, but acknowledges that place is formed
in relation to a range of forces rather than just a fixed
area.This is of course very literal in the case of weather.
Weather events in one part of the world are inevitably con-
nected to other spaces and effects.

Sounds of Weather explored a range of actual situations
and spaces of weather, but how those effects are under-
stood is mediated through cultural understanding. The
relationship to the material, sensory and social environ-
ment is re-configured through local experiences and global
relationships. The title of one of the exhibition outcomes
in the project, Borrowed Landscapes, is adapted from the
Japanese term Shakkei (f&5) (5) or ‘borrowed scenery’.
Shakkei interconnects distant vistas and garden objects
into a cohesive view. These relationships link the specifici-
ty of the garden into a larger contextual space. In a similar
way, the diversity of the Sounds of Weather project—across
different spaces, cultures and times—allows for a variety
of voices and perceptions of weather to emerge and be
experienced. The artists in this project actively engage in
connecting these elements through collaborative conver-
sations.

Notes:

AGL Hydro, http://aglbogonghydro.com.au/, Accessed 10 June
2012.

(1) The World Meteorological Organisation, an agency of the
United Nations, recognises the unbounded nature of meteorol-
ogy: “As weather, climate and the water cycle know no national
boundaries, international cooperation at a global scale is essen-
tial.” (WMO website).

(2) A number of notable exhibitions include Radical Nature: Art
and Architecture for a Changing Planet 1969 — 2009 (London, 2009),
Earth: Art of a Changing World (Royal Academy), Weather Report:
Art and Climate Change (Boulder Museum of Contemporary Art,
Colorado, 2007), Burning Ice: Art and Climate Change (Natural
History Museum, London 2006), Heat: Art and Climate Change
(RMIT Gallery Melbourne, 2008) and Sensing Nature (Mori Art
Museum, Tokyo 2011). Another notable project is David Buckland’s
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Cape Farewell Project started in 2001, which emphasises cultural
responses to climate change.

(3) For a view of the installation go to: http://www.youtube.com/
user/YCAMArchives

(4) | first encountered this subterranean space through the photo-
graphs of Hideaki Uchiyama (2001).

(5) Shakkei is a central practice in Japanese landscape design
that brings foreground elements into relationship with background
space and distant views, such as surrounding mountainscapes.

References

AGL Hydro, http://aglbogonghydro.com.au/, Accessed 10 June
2012.

Ingold, Tim and Kurtilla, Terhi (2000), ‘Perceiving the Environment in
Finnish Laplad’, Body & Society, 6: 3-4, pp. 183 — 96.

Ingold, Tim (2005), ‘The eye of the storm: visual perception and the
weather’, Visual Studies, 20:2, pp. 97-104

IPCC (Intergovernmental Panel on Climate Change) (2007),
Climate Change 2007: Working Group 1: The Physical Science Basis,
http://www.ipcc.ch/publications_and_data/ar4/wg1/en/faq-2-1.html.
Accessed 27 December 2012.

Kelly, Morgan (2011), ‘Erratic, extreme day-to-day weather

puts climate change in new light'. News at Princeton, Current
Stories, November 15. http://www.princeton.edu/main/news/
archive/S32/13/25102/index.xm|?section=topstories. Accessed 27
December 2012.

Medvigy, David and Beaulieu, Claudie (2012), ‘Trends in Daily Solar
Radiation and Precipitation Coefficients of Variation since 1984’,
Journal of Climate, 25: 4, pp. 1330 — 1339.

Metropolitan Area Outer Underground Discharge Channel, http://
www.ktr.mlit.go.jp/edogawa/project/gaikaku, Accessed 10 June
2012,

World Meteorological Organisation, http://www.wmo.int/pages/
index_en.html. Accessed 10 June 2012.




24—=IVEFI—J9DFFxa
Project1

A, RRE
Sumida River, Tokyo

2011.11.1

ZEIN, BRI FNZLTHRIE, R
F, 4 20FEGZFANEF>TD, BEL,
BRIOWLLZASKEEHRERFTEICTA TS,

12 1950 FH AR, B OE T D IRIRIC
FU, FANDOLRENE < Ho 1, 1980 £,
HERTORNIDEEER S, #RAEIIE
BEKY 2T LORET L1,

FBEJINE, BIREMET LRRBICHKkES NS,
COJIZBLARBRLEIZTRIIA D AT
Tz,

Tokyo has four major river systems:
Tamagawa, Tsurumigawa, Arakawa and
Tonegawa. Generally they collect water
from the mountains in the West and drain
into Tokyo Bay.

Flooding of these river systems was
particularly common in the 1950s due to
rapid urban postwar expansion. From
the 1980s a program was designed to
prevent the flooding of Tokyo through the
design of underground river and drain-
age systems.

The Sumida River (Sumidagawa) flows
through Tokyo draining out to Tokyo Bay.
The river was created after the artificial
diversion of Arakawa during the Meiji
period.

S
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FEFKE. HE
Underground Water Storage,
Saitama

2011.11.2 [/ 11.4

BECHSEHENBBKEOHTIE KR
PERROLECHKESC LI ICEESN
LI EER TH D (http//www.ktr.miit.go.jp/
edogawa/project/gaikaku) . — DBIEY TR
IR OBEXE D i TOERTOIHEOHE
ERNT HHICEKET SN,

BELLTERY NT—V DA TEHT
50 A—RFILOFFEZ2Y Y OEITHERE L
ThY, HATIRRFREOTVO=F7 )V
g7z bO—D2THD, T4—ILRK
T—JIEIFNKRIZKERRE. HEHTES
245 x 177 x 78 A — M LD BI KD HFIZ &
STHEBENEEXRGI VI —h - H—=D
B DEBTIONE,

TheTokyo Metropolitan Area Outer
Underground Discharge Channel
(Shutoken Gaikaku Hosuiro) in Saitama,
is an undergound storage facility de-
signed to prevent overflow and flooding
during heavy rains and typhoons (http://
www.ktr.mlit.go.jp/edogawa/project/
gaikaku).The structure is designed to
mitigate the effects of increasing ur-
banisation on agricultural land in the
Edogawa flood basin.

The system consists of a series of
network pipes and storage tanks 50 m
underground, and is one of the largest
engineering projects of its type in the
world. Fieldwork was conducted in the
large concrete surge tank, which is 24.5
m x 177 m x 78 m with 59 pillars and is
designed to hold and then pump water
back into the Edogawa river system.

s
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HREE., BE
Tokyo Bay, Tokyo

2011.11.5

BRIZ, BREFKOERE L TEELREKE
ERELTVS, 180 &FRICfThNE, R
V—RELDRPNEE. T0RIFLBRS
DHTH =, EIZIFKERALDALER
THER A ETHEBEN TS Y, EX BE
R, XBHECEEZEBICEINATOEZD
THd,

HROMF LT FRE)IEFR (1603~1867) 12
FY—BOEEERTMN, TANKLYEEIC
R35DIE. BABRDELH. IFNEREE
B L EEERIC Ao BN D, BEBEOR
BLEREOBROBOKHTSH S,
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CHISERTERIO LM ZEHITI T, FE
OBEMREFLEEEEND, FFITHKFEKIC
BLEAIY AT LOERIE, EFMFE
ERTHEEOEKRISHIE LD THO 1=,

Tokyo plays a significant role in Japan
and Euro-American contact: it is the site
of Commodore Perry’s early dialogues in
the 1850s as well as subsequent negotia-
tions. It largely consists of a series of
artificial islands and land reclamation,
some of which date from the Edo period.
It is surrounded by industrial, recreation-
al, transport and residential spaces.

The topography of Tokyo has undergone
a series of significant interventions
starting during the Edo Tokugawa period
(1603-1867), but more significantly during
the Meiji period, when Edo was renamed
Tokyo and became the Imperial Capital
City of Japan, and more recently during
the post war expansion and rebuilding.
These include land reclamation around
Tokyo Bay and the redirection and deep-
ening of river channels.The changes to
the river system were partly in response
to the alleviation of flooding, military in-
terests and also an expanding urbanism.

SENEED

Tokyo
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RIVTWLT IS U #

RIY - NATL—=V R EYN)T. A—RFUT
Bogong Alpine Village
Bogong High Plains, Victoria, Australia

2012.2.19 - 26

RIVTWDTILSA URIE, ALRILYD
325 F mdbE., 7L/ A4 VEIRAEA 800
A—hFILOEFIZAEL. YUV Ea—
TA—ETH—WXY )=V DEIZHD,
DFIE 1930 FEREBEIS, F—RFSUTT
DOTRRSNALIE_MORESEEFLF
IUKNRBHEOHIZHBSI N, A%
LIk, 4 DDREFTE ZNIZFHHET 5 X L.
$hiE. BT, HKE - XE - BEOLHOL
VRIRKBED XY hD— WD AT
SEBBTHEOICELELTEL.

FITKAKEFEEZ. OVF—FEBELV
FRETKDPEHNICHEENE TY T4LD
B DIZES 1800 A — ML DIBFAMN SIAE
%, RYTAIIIZBEYRI L, FE—N
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—UANEFELSFIVRRISR>THEL, &
BRI L—JIIOEEAZRTHDFT I
ISRAAGHTIC, IWOBTAFIIRERL
#EIEN B,

COA—RALZYT - TILFTRIE, =Xk
ST THIBENDFBLIKD 80% EE L
D=2 1% OEBETEEL TS, KES
AEILABICIEESNTE Y., ARFICELY
V- MOKNREBHEZEZESD., FBICEMR
BEELBEOEHTH D,
KARBIFBERRET L — ORHEAIRER
HBBETHI LS TS, KERALEL
BROBMOEEEN LT, MEKIRLS
AELTHEBERICBDELEIERESED
EHIZEIEEN D,

KDFETORNDNEFRALEA VTS DE
Hixa—Ey, Ry 7 EBRr. 4 L. KEE
EBKIThY, ThONBERBEICERET
2HYDNIE, SEISERT—T 4 X MOH
RIBELABFRREEEATNDILDTH D,
KEBE - WELFERT2LHICTERLZID
BREBEBBOBRRE. $BVICERELD
EXTHY. TR —EEOHFEAIELRS
EEMYBCREDHFTEERT 2008
TNBEEERBELTNDIDOTH 5,

TJ4—ILRD—=HF, AIV - -HYIUERAL
Fry—- -tV A—THEESNIT,

FA4)Y T HI=T (4R

BE R :

FAL - AVT=ILRETFY - ULFS T4
SURSYISURTREBENET S RT1&
VY IT 4 #6 (3-4). 2000 £, 183~196 H.,

TEYR - AFU42&IA—T4KRK=)a—:
M984 FURXRDBFEBEBORKROHR . TJ.
Climatel, 25. 2012, 1330~1339 &,

Bogong Alpine Village is 325 kilometres
North-East of Melbourne situated at

an altitude of 800 meters in the Alpine
National Park between Mount Beauty
and Falls Creek.The village was estab-
lished in the late 1930s to service the
Kiewa hydroelectric scheme, the first of
its kind, and the second largest overall in
mainland Australia. Since its inception
it has evolved to comprise four power
stations and attendant infrastructure
including dams, rail sidings, substations
and networks of tunnels and aqueducts
for the generation, transmission and
distribution of electricity. The scheme
begins at an altitude of 1800 meters at
Rocky Valley and Pretty Valley reservoirs
where snowmelt is periodically released
into an interlinked series of power sta-
tions and dams distributed along the
Kiewa Valley starting with McKay Creek
and followed by Bogong and Clover, con-
cluding with the West Kiewa power sta-
tion at the foot of the mountains before
its eventual release into the Kiewa River,
a major tributary of the Murray River.

The Australian Alps produces 80%

of Australia’s fresh water supply yet
only comprises 1% of its landmass.
While the bulk of it is designated as a
national park, the Australian Alps are
also the site of quite complex industrial
and commercial enterprises including
alpine resorts and hydroelectric power
schemes. Hydroelectricity is posited

as a sustainable source of renewable
energy. Through massive earthworks
and complex technical infrastructure,
pressurized water is mobilized to gener-
ate the electricity required to power the
everyday spaces that we inhabit. The
range of infrastructure used to exploit
the gravitational force of falling or flow-

ing water including turbines, pumps, sub
stations, dams and aqueducts and the
manner in which they inhabit the natural
environment provides a rich source for
investigation for a wide range of artists.
The relationship between the natural
and constructed environment used to
collect and exploit this water supply is
quite complex and variegated, providing
a compelling subject for consideration
given the current discourse surrounding
sustainable methods of energy produc-
tion. The fieldwork took place at the
Bogong Centre for Sound Culture.

Philip Samartzis

Reference

Tim Ingold and Terhi Kurtilla: Perceiving the
Environment in Finnish Lapland, Body & Society
6 (3-4), 2000, p. 183 —96.

Medvigy, David & Claudie Beaulieu: Trends

in Daily Solar Radiation and Precipitation
Coefficients of Variation since 1984, 2012, J.
Climate, 25, p. 1330 — 1339.
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Clover Dam
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Clover Dam
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SuperDeluxe
2011.11.12

smE
JYVAKNT - T¥ILIL

TA4)YT - HI—T4R
Rz -LyrkIT7—V

YAEY - R —
GYRTY - v—7
BER—fT

BGET

FEHERE

AFHIE

HEFHR

142 En i

SR L

R
Haco

EREE -m/s

Participants
Christophe Charles
Philip Samartzis
Dominic Redfern
Simon Perry
Kristen Sharp
Miyamoto Kazuyuki
TsurukaiYko
Ujita Eri
MatsuiTadashi
Tajima Chiho
YamanaTomoyo
Shimazaki Ry(suke

Special Guests
Haco
Saté Minoru -m/s

Jovzy FOBMIE. BEHRL
LBEMRANDRBREBOEEL
FARBIETHD, 714—ILKD

— VDB EMBEERD DI,

BETOHERMEEAL. Y3
DRV ROaAVRY Yy
EHET 5, [SEMRORREE
REFRDDHIZ. IEFROEF
BYRARY MLERTYIIUR
YOV RORY TEERT 5,

2011 % 11 B 12 BI2, ERA—
N=TFT SV RATHRIDA RV b
ERMEL, ARV VIS AN E
L T Haco &1ERBEZE (m/s) I3
HELTW = =, 18:00 i
2200 ¥ T, A—=N—=FTIJVYI X
DILVFFYoRIL-HIUEY
ATLEFERLEAVRAZL—
yav, Fx=5 - LYy brIT7—
V. HAEY - R —IZk DM
eSO LB Haco. EBEE (-m
/s TANVYT - HI—F 4 X,
JUVARRT - vy, BEBEHE
WMRFEIZKDTATNRT+—<
VRAETOT,

Saitama

Kanagawa

Superdeluxe
A—=NR—=TFYYI R

Konnod Hachimang
Shrine
SE/\E=E

The aim of the project is to
interrogate the effects of cli-
mate change by concentrating
on the propagation of acousti-
cal phenomena over time and
space to promote a deeper
understanding of how weather
events shape specific envi-
ronments. These recordings
are translated into surround
sound compositions to afford
immersive and tactile experi-
ences of the field work.

During the SuperDeluxe event,
held on November 12, 2011,
the artists and students have
presented their field research
through sound installations,
screenings of video works
(Dominic Redfern and Simon
Perry), and a series of live per-
formances (Philip Samartzis,
Kristen Sharp, Dominic
Redfern, Christophe Charles,
students of Musashino Art
University, and special guests:
Haco and Saté Minoru -m/s).

1,2 “The Weatherman”: Shimazaki Ry(suke,

Simon Perry, Dominic Redfern,
Christophe Charles
3 “Antarctica”: Philip Samartzis

4 “Song": MatsuiTadashi, Tajima Chiho,

TsurukaiY ko, YamanaTomoyo

Documentation of Artworks
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5 “Song”: MatsuiTadashi, Tajima Chiho,
TsurukaiY ko, YamanaTomoyo

“The Crystal Set”: Miyamoto Kazuyuki
“Trombone”: Miyamoto Kazuyuki

“The Crystal Set”: Ujita Eri

“The Crystal Set”: Haco

10 “Leaves”: Dominic Redfern

11 “Thermal Acoustics”: Saté Minoru

© 0 N o

Event Timetable:
18:00 Dominic Redfern: “Tract”

ARYE - AL LTF—TN: 18:40 MatsuiTadashi, Tajima Chiho, TsurukaiY tiko,
1800 R==¥ - Ly RI7—> :THiE) YamanaTomoyo: “Song”

1840 HSTR. BEEF. RHFE. LEHE TV Y] 18:50 Shimazaki Ryasuke: “Drone”

1850 BEEH :Tko—) 19:00 Philip Samartzis: “Antarctica”

19:00 74 Vv 7 -H¥3x—FT4 X [EH 19:10  Christophe Charles: “WateryTerrain”

19:10 Y RBNT - ¥vLib : TR XV | 19:25  Simon Perry, Dominic Redfern, Shimazaki RyGsuke,
1926 4 EY - RY— FIZ57 - LYy RT7—U, Christophe Charles: “The Weatherman” [p. 65 — 66]
BISEE. VUM T - Vv [HIHF—< ) 19:50 Miyamoto Kazuyuki: “Trombone” [p. 69 - 70]

1950 EA&—f7:TbAVAR—V] 20:10 Dominic Redfern, Haco, Philip Samartzis:
20:10 Haco. R2=¥ - Ly RFT7—2, “Leaves” [p. 64 — 65]
TANVYT - HI—F4 R TE(E] 20:45 Kristen Sharp, Haco, Dominic Redfern,
2045 VAT Y v —T Haco. RE=V - Ly RTF7—2, Ujita Eri,YamanaTomoyo, Miyamoto Kazuyuki:
FREKE. EF—17. WA : [The Crystal SetJ “The Crystal Set” [p. 66 —67]
21:05 Rz2=% - Ly RT7— @ [EE) 21:05 Dominic Redfern: “Refugia”
21:20 {EBESE @ T8VEE) 21:20 Satd Minoru: “Thermal Acoustics:

2150 74V T - Hx—F14 R :[A—n7F] 21:50 Philip Samartzis: “Aurora” [p. 07 — 08]
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DIARAR—ZX
West Space

2012.02.29

20MENMB1I2BOERRRA—NR—=TIv7Y
ATOA Ny ~ERERIC, 201242 A 29
B® A LRI West Space DA XV kT
X, BBEHISBEERAOKREFSOKE
ERNELET. BETOHRIRMEEAL.
YISOV RYIUROaVRY Y 3V EHIE
L. XTA—TVRELTHERLE, ARY
YLFRMELT YUYU— - RTVVICHE
LTWEEW= 4FryrRILODFI VY
RAFLEETFTIOV T A—%RFERL. K
=LY bRTT7F—v HAEY - R —
DRBESOER, T4V v T - HI—F4
AL GVRART v VO— - RTY
V. REBHEMRPEEICKD A TRXTH—
IVARETOI=,

Similar to the events held in Tokyo
SuperDeluxe on November 12, 2011, the
event of Melbourne West Space of
February 29, 2012, examined the impact of
climate change on the environment
through sound information. The perform-
ers used recorded environmental sound
as material for producing compositions
of surround sound, as well as live sounds
(trombone, voices, electronics) and
presented several live performances
using a video projector and a 4-channel
sound system.

Melbourne
LRI

Project Space
TaVIHhAR—R

West Space
A JIARAR—Z

00 N o o

“The Weatherman': Simon Perry,
Shimazaki RyGsuke, Dominic Redfern,
Christophe Charles

“The Crystal Set”: Shimazaki Rytsuke
“The Weatherman': Shimazaki Ry(suke
“The Crystal Set”: Ujita Eri

“The Weatherman': Shimazaki Ry(suke

Documentation of Artworks
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Participants
Christophe Charles
Philip Samartzis
Dominic Redfern
Simon Perry
Kristen Sharp
Miyamoto Kazuyuki

TsurukaiY ko
Ujita Eri
Shimazaki Ryasuke

Special Guest
Lizzie Pogson
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Project Space
2012.3.1 - 41
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MBorrowed Landscapes] BOERR B IE.
BAREF—ZAISUTTOITA—ILRD—Y
DEIZHE>ERRISIELCT, 459V kY
DY RER RNTA—IVAPBREGA U RA
L—yavEfERLE, SEEBOELLR
REBRL, BALBEECTERELEREOR
RIZEFT D, [ERLE FEORELS
FRORBEMAELIFEOEREREL LD,
Javzy I, J4—ILRT—=UFBLT
BEL, BABRE~OXBOREIZHIET S
O DEMROEFE O 1= DEAM N =Rk A
e L 7=,

B4 MLD TER], BARMAOSWEL T,
BLORBOPERORHEHEAERT LI L
Thd, BLIh2EFE fEYB] Z&h
5 Ml LLvbhTWd, ChdDBERFRIE
FYKELXREEOARNTRED, ELE
SORMBRYVITHD, ERTOTT Vb
F2EEBLT, BR2EHLEOBROFT
DEEFRGEHEE, B, BROXE, Thidz
DAL AL OHRLLEEERRT D LNT
x5,

Borrowed Landscapes

Artists in "Borrowed Landscapes" have
created surround-sound compositions,
performances and video installations in
response to a variety of specific mete-
orological events encountered during
fieldwork in Japan and Australia. By
concentrating on acoustic and visual
phenomena over different times and
spaces this project interrogates the
variation and effects of climate change
and develops an understanding of how
weather events shape specific environ-
ments and bodily experience.The project
creates an open framework for a range
of artists to respond to the effects of

weather on the built and natural environ-
ment through fieldwork.

The title, "Borrowed Landscapes", is
adapted from the Japanese term 'shakkei’
or ‘borrowed scenery’, which intercon-
nects distant vistas and garden objects
into a cohesive view. These relationships
link the specificity of the garden into

a larger contextual space. In a similar
way, the diversity of the "Borrowed
Landscapes" project — across different
spaces and times — allows for a variety
of voices and perceptions of weather to
emerge and to be experienced.

°
Melbourne
ARV
West Space
N YIRARAR—ZR

Project Space
TOVIIRAR—R

/
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Christophe Charles: “Clover Power Plant”
TsurukaiYko: “Dance”

Christophe Charles: “Bogong
Soundscapes”

Philip Samartzis with Haco:

Electronics and Voice
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DAEd)
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DARYEN IR - AT - JTH—)
SHRETA
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— RRE—OO—ZB— (FYV k)

Exhibited Works

[1] Philip Samartzis (Electronics) with Haco
(Voice)

[2] Christophe Charles: “Clover Power
Plant” (field recording played gradually
16 to 8 times slower) [p. 61 —62]

[38] TsurukaiY(ko: “Dance” (Video on
Plasma Screen) [p. 72]

[4] Christophe Charles: “Bogong
Soundscapes” - “HCDC" (Headphones
Pieces) [p. 61 -62]

[5] Eri Ujita: Documentation of the “Sounds
of Weather” Event at SuperDeluxe, Tokyo,
2011

[6] Dominic Redfern: “Drip” (Video on
Plasma Screen) [p. 64 - 65]

[7] Miyamoto Kazuyuki: “River” (Video
Projection on Ceiling) [p. 69 — 70]

[8] Shimazaki Rydsuke: “Sounds of
Weather” (Sound Projection from
Ceiling) [p. 72]

[9] Kristen Sharp & Simon Perry (Posters
and Coasters) [p. 67]

6 Kristen Sharp & Simon
Perry: Posters and
Coasters

7 Christophe Charles:
“Clover Power Plant”

8 Shimazaki Rytsuke:
“Sounds of Weather”
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Artwork 4| Exhibition
£F/\BE. ER

Konn6 Hachimangi Shrine,
Tokyo

2012.10.30 - 11.3

BATEHERELY., WISEEEICHHCHE
ictatEEREL, BS3ERO—8EL
THEEDEVSEMEMBRA UV, —H A—
AMZY)TORERKE. BRICE->2TH =
bEnd (XK &, K& - KEELTEG
TR, BOEEDEFEELICHIE
HREELLTRATWZ, 7OV b
[Sounds of Weather] ® BHIE. BFHH
SBEERNDRBEEBOXEERAND L
THd, 7AVI Y bREBEORKLEDSE
X, COLSBMEEOES LERYELS

FTELHFELLTO TRKI IEETFHE,

ZIHBEIATELECRATELLD:
T—RIZERBREZFAT - N TF—T VX
Zfrot=,

From ancient times Japanese people
have appreciated nature through a sense
of divinity that has shaped complex ways
of perceiving and living with the natural
environment. The indigenous people

of Australia understand their environ-
ment as a physical reality underscored
by a deep spiritual dimension, which
informs a significant component of their
dreamtime mythology. The “Sounds of
Weather” project investigates ways in
which weather events and conditions

1
2

Takemoto Takuya
Dominic Redfern: “Leaves”

Saitama

Kanagawa

Superdeluxe
A—=R=TIFYJR

Konnd Hachimanga
Shrine
SE/\BE
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transform urban and natural environ-
ments. We listen to and look at the
weather as a presence that surrounds
and immerses us, one that deeply im-
pacts our daily lives. This concluding
event presented artworks generated
from different iterations of the project
that spans the metropolises of Tokyo and
Melbourne, and the rugged terrain of the
Australian Alps and the Kimberley.

I

s Participants
T4y 7 -H¥<—F4Z Philip Samartzis
JUARNT - TxLL Christophe Charles
RE=/JLYyRIT7—V Dominic Redfern
GYVRTFY - ov—7 Kristen Sharp
YAEY - R — Simon Perry
BA—1T Miyamoto Kazuyuki
NEDE Kodaka Sari
INBEER Komaki Kanna
EIkHE Shimizu Yumi
HAHRD Takemoto Takuya

N\BEE Yahiro Minami
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Kristen Sharp & Simon Perry: Photography [p. 67]
Shimizu Yumi: “Sushi Border” [p. 70]

Yahiro Minami: “Segment” [p. 71 - 72]

Miyamoto Kazuyuki: “Heap of Time” [p. 69 — 70]
Komaki Kanna: “Abendland - Morgenland” [p. 68 — 69]
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Kodaka Sari:
“Shadows
Viewing" [p.67-68]
Philip Samartzis

& Christophe
Charles: Kununurra
& Bogong
Soundscapes

[p. 61-64]
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Artwork 4| Live Performance

2012.11.3

snE Participants
T4V T - HI—FT4 X Philip Samartzis
JYAKRT - vILL Christophe Charles
NS E Kodaka Sari
NGRS Komaki Kanna
HAHED Takemoto Takuya
EREE Hiramoto Mizuki
R E Special Guests
JOU Jou

AHEEDH TsunodaToshiya
THEE Kudo Taketeru

1,2 Takemoto Takuya, Hiramoto Mizuki:
“The Possibility of Dialogue: Wishes” [p. 71]
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JOU + Philip Samartzis + Christophe Charles
KudodTaketeru

Komaki Kanna & Kodaka Sari:

“Morgenland - Abendland” [p. 68 — 69]

JOU + Philip Samartzis + Christophe Charles
TsunodaToshiya
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Sounds of Weather

Australia-Japan Art Project

Students

2011 Sounds of Weather -Tokyo SuperDeluxe Event Flyer
Designed by Christophe Charles

:00 -117:00

at Konnoh Hachimangu Shrine, Shibuya
-

2012 Sounds of Weather -Tokyo Konnd Hachimang( Exhibition Flyer
Designed by Kodaka Sari

®RMIT

o
PROJECT SPACE/SPARE ROOM UNIVERSITY.

Borrowed Landscapes

CHRISTOPHE CHARLES [FRIPN]  KRISTEN SHARP

KAZUYUKI MIYAMOTO [JPN] TAKASUKE SHIMAZAKI [JPN]
SIMON PERRY YUKO TSURUKAI [JPN]
DOMINIC REDFERN ERI UJITA [JPN]

PHILIP SAMARTZIS

FRIDAY 2 MARCH TO THURSDAY 29 MARCH 2012
OPENING THURSDAY 1 MARCH 5-7PM
FLOOR TALK THURSDAY 15 MARCH 1-1.30PM

- — 0 — I —t
2011 Sounds of Weather -Tokyo SuperDeluxe Event 2011
Designed by Kristen Sharp and Simon Perry

2011 £, SuperDeluxe f1 XY bDTSANVY—THFA V1 JYRX T -
Yy, A=—RE=FHFAV 1 JYRTY - v —TEeHAEY -
~R1)—,

20124, EREENEETCORELDISAVY—THA Y INEDE,

SuperDeluxe event flyer designed by Christophe Charles,
coasters designed by Kristen Sharp and Simon Perry.
2012, Konnd Hachimang( exhibition flyer designed by
Kodaka Sari.
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Christophe Charles YOUF-E—R
Professor of Musashino Art University Sound Pieces

About the sound works presented in Melbourne in
March 2012.

During our stay in February 2012 in Bogong Alpine
Village, | have recorded all kinds of environmental
sounds in, and around the village, using two AKG
SE300B+CK91 microphones and two hydrophones
into a Roland R-44 audio recorder. The recordings
mainly consisted in:

1- placing microphones outside the bungalow where
we were staying, for several hours during morning,
day, evening and night, and recording sounds of birds,
insects, wind and rain,

2- taking the microphones during walks around Lake
Guy to record animal life and water streams,

3- recording sound experiments and performances in
different resonant spaces inside the dam of the lake,
4- recording human activities in Bogong Village (peo-
ple cutting trees and lawn, driving cars and motorcy-
cles, talking and singing, etc),

5- recording the hums of the Clover Dam Power Plant
heard in the air and in the ground,

6- placing hydrophones in the waters of Lake Guy

and its surrounding cascades and streams, the Rocky
Valley Dam, as well as the rivers nearby the Clover
Dam power plant to record underwater activities,

7- placing hydrophones against metal and wood mate-
rial to record the effects of rain and wind on those ma-
terials, near the bungalow and on the Mount McKay.

Using the Bogong recordings, | have presented three
different works in Melbourne (March 2012):

1- At “RMIT Project Space”, a stereo 20-minute
sound composition in the manner of a sound catalog,
mixing underwater and overwater sounds was to

be listened to through headphones, independently
from the environmental sounds of the exhibition
space (street and building sounds, sounds from
other installations). As in most of my works, one of
the main ideas is to preserve the temporality of each
sound, that is, to leave the sounds unedited, without
intending to make them fit into a different temporal-
ity. Nevertheless, the hums of the power plant are
continuous and have to be cut, but as they are heard
over several minutes | assume that their temporality
is not totally lost. Another important idea is to have
different sounds happening simultaneously without
obstructing one another.

2- In the same “RMIT Project Space”, a sound instal-
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lation using mostly bass frequencies originating
from field recordings of the Clover electric power
plant near Bogong. The sound installation specifically
produced for the RMIT Project Space could be expe-
rienced as a space piece, together with the environ-
mental sounds, according to the listener’s position in
the room. Two loudspeakers placed in two opposite
corners of the room would diffuse a set of ultra-low
frequencies close to one another (as in Alvin Lucier’s
“Still and Moving Lines of Silence in Families of
Hyperbolas”), which thus would interfere and pro-
duce audible beats (or spinning ripples of sound) of
varying speed in specific places of the room.The lis-
teners were invited to walk around and feel the beats
while listening to the sound pieces by other artists
together with the sounds of the environment: traffic
and voices from outside, hums of the electric equip-
ment and air conditioning of the building, etc.

3- During the live performance at “West Space”, |
played, transformed and mixed the Bogong record-
ings while listening to their resonance in the space,
and to the environmental sounds happening in real
time. The performance consisted in playing a set of
sounds from the Bogong recordings through speakers
positioned in the four corners of the entrance hall.
The sounds coming from the loudspeakers would
resonate in the space according to the position of the
speakers and of the walls, as well as to the position
of the audience. | would then react to the resonance
and modify gradually the parameters of the computer
program while adding new material and listening

to the way the sounds would mix and react to each
other. A set of basic sounds to be used in the per-
formance had been chosen in advance, and other
sounds were added, according to new ideas that | got
while listening and performing.

Electronically recorded sounds are electronic data.
They keep some of the characteristics of the original
sounds, but are heard differently each time they are
played, because the situation where they are played
is always different, according to the characteristics
of the loudspeakers, of the space where they are
heard, of the air which carries the sound waves, etc.
People’s ability to listen is also always different, ac-
cording to what they focus on, to their mood, to their
position in space, etc. Sounds, which are recorded
from a particular soundscape, are always very com-
plex. Therefore, their interaction with other sounds

is all the more complex. My main interest in doing
sound performances, is to experience in real time the
complexity of the behavior of sounds, which is always
unpredictable and unique, and carries lots of informa-

T—T14AMRT—FAV | Artists Statements 63

249vT c B¥—F42R
RMIT =48RR

BAR~NOER
T4—ILRLa—FT a4 U 7I2I3ttE L BRBEOBEE
CHAERAOMBLEEKICHET 2ENTERGERN
Hod, Eohfz, HLLFERODEEFORELZLI—T
AVTTDHRENSITHIE. YOV RARY FOEES,
BEMNUYEEIN-FRERANIRFT—LLTED
ESECRFMBEDALE VS FICONTE OBELRE
T2, BELLTEAIZLIEL, FHROBRE,. T4
—ILRLI—FTa v TEhbE LEERERELEZALD
BREFANY L T2, TEBERSE £YFEE Y7
VYRR —=F THI TS T4 DESBEREHIE T 4
—LRLI—TAXAFOENERDADERN LR LE
5DTHD, SBIZTTLA—ILRLA=Ta4TIlE ¥
VRF7—h AEFE BFEE FLIU4—0%Av
g, ILYPOZHO—FRE, KYKRVIIRTOHER
NEREL D, MBI, 74 —ILRLO—TavJEZE
NoLLRBEOCERELEHET DB, Flahiz4Y
CTFLOEFROMZE LEFOTENOIVTIAMIE
DESIZBRTH2ONEVNSETH D,

TA—=LRLA=—TAVTEIAIDT) XLEEL.,
ZOBHIKENRREEZD2ENTEET., HASD
A—=LULYXEBERIZ, 47 IET4—LRLO—F+«
A DB IBEOFE CHFLFBICRELLTIEE
AREIC L. FE—ATRENLBONETEHIRT 2F
LAREICT D, T4 —ILRLa—T 1Tk BEFICH
TEBRZOMBLBHE EUWRSEIFERCHELEER

EAEHET., SHITELOLARLIZENTEDOERIE,

BN DY RLI—FT A A MK DBIRICK>TR
EEINTWD, T, HEBRBOZRGC/EKRICH-TL
EFSXAVDORIRPEE., 712 —, iR LEDRER
DAY ST ILOBERICHEEEZTLESR. HELE
BELEESRETNEIVVDELSH?HEESZITAN
TA—LRLI—TAVIORBRIELEDEET. FRD
BEMEITEDRERDELSIM?

tion which we are free to acknowledge. In a way, the
experience of a sound performance is not different
from what we experience everyday everywhere, but
defining a particular time to listen to those sounds
through a particular sound technology, together with
a particular audience, enables a very particular ten-
sion to happen, as the performer(s) and the audience
are in a situation where they are invited to deeply
listen to their environment and witness every trans-
formation of the sound-space, that is, of the weather.

4= kva—T4vY
Field Recording

Philip Samartzis
RMIT School of Art, Associate Professor

Back to Nature

Field recording has a rich and diverse history that
stems from pure documentation of place to recon-
structed social and environmental conditions and
interactions. The act of recording a natural or con-
structed environment raises many questions as to the
significance of the sound event and how as listeners
we perceive sonic events removed from their context.
As listeners we are often guided by the composers
intent and their relationship to the categories that
field recording is organized around. Categories such
as acoustic ecology, bioacoustics, soundscape, and
phonography provide a philosophical underpinning
to the aims and ambitions of the field recordist, yet
field recordings can appear in much broader contexts
including sound art, improvisation, electroacoustic
composition and various strains of folk, rock and
electronica. The question that emerges from the
integration of field recording across various musical
practices is what remains of the original recording
and how do we interpret it within the given context?

Field recording can provide a particular insight into a
location through the prism of the microphone. Similar
to a zoom lens of a camera, the microphone enables
the field recordist to focus on very specific features
of an environment while canceling out other sounds
deemed irrelevant to the task at hand. On one level
field recording can provide a very specific experience
that can extend our knowledge and appreciation of a
location, yet on another level the choices made by the
sound recordist clearly determines the experience.
How then do we interpret a recording when choices
around microphone selection and placement, filters
and compression, combined with environmental
conditions and hazards affect the integrity of the
original sound event? How much of our experience of
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a field recording is unaffected and how much of it is
the imprint of the auteur?

Field recording can be a spontaneous action if the re-
cordist adapts to the conditions of a location quickly.
This can yield surprising results in which fleeting and
ephemeral sounds appear and vanish in front of the
microphone. Prior knowledge of a location, however,
often helps in the documentation of these impromptu
moments as each location is determined by a recur-
ring set of sonic and spatial dynamics that modulate
throughout the day or season. In order to document
these events the recordist usually considers many
questions related to microphone selection, the prox-
imity between microphone and sound event, the type
of acoustics that inform the site, what other sounds
occur in the location, the best time of day to record
the sound, how the sound changes over the course of
the day, etc. Observing these dynamics over a period
of time enables the recordist to produce recordings
that reveal the nuances comprising a location that are
often hidden amongst an omnidirectional din.

The Sounds of Weather investigates several loca-
tions remote from each other but with certain spatial
and environmental characteristics that connect
them. The environmental conditions informing each
location - heat, rain, cold, wind - are central to the
way one navigates and experiences these locali-
ties. So are the works comprising The Sounds of
Weather something to be experienced or something
to be questioned? Of course one can do both but
unlike a musical composition, field recording opens
itself up to interrogation as the captured sounds and
spaces provide a window to the recordist’s personal
preoccupations, memories, and subjective percep-
tions. Equally field recording seems to carry with it
a responsibility to educate and/or raise awareness
both individual and collective of the importance of
our often-overlooked auditory environment. How one
grapples with these complex issues as an artist and
as a listener determines the depth of experience one
has of their aural environment.

Dominic Redfern F- |
RMIT School of Art, Associate Professor Leaves

For the Sounds of Weather event at SuperDeluxe |
created a live video scan of endemic Japanese au-
tumn leaves. These were collected during the various
walks | took during the preceding two weeks in Tokyo.
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| decided upon this strategy as a means of speaking
directly to the Japanese context in that particular
moment, 2011, as leaves were considered one of

the places where radioactivity was concentrated.
Japan of course is a land that is highly attuned to the
seasons and the decaying leaves seemed to speak to
its history, and contemporary moment, with a degree
of poetry and pathos. | scanned the leaves at in-
creasing degrees of magnification with a sometimes
smooth, sometimes abrupt, set of gestures that were
somewhere between a scientific examination and an
artist’s hand. This piece was subsequently scored by
Haco and Phil Samartzis and exhibited as an installa-
tion for the Tokyo exhibition.

For our Borrowed Landscapes exhibition in
Melbourne | used a single image, shot at a fountain

in Akihabara. Before | was told to leave by security
guards | was able to shoot a series of images of
trickling drops, which were drawing the calcium from
the basalt fountain. The image | used for the exhibi-
tion functioned both as an image of that site and of
waters geologically transformative role but also as an
abstract chiaroscuro play of black and white.

Simon Perry
RMIT School of Art, Senior Lecturer

The idea of a weather report was interesting as it
provided a popular format that was internationally
recognizable and allowed participants to play with
the conventions of addressing an audience and
delivering a message. In this way it was reminiscent
of the didactic intentions of epic theatre. The per-
formance was designed to gradually build to a point
of sensory overload and juxtaposed binary themes of
science and mythology, nature and culture, control
and chaos, and tragedy and comedy. The concept of a
catastrophic weather event, although not explicit, was
used as an analogy for the recentTsunami and its
devastating effects on the people of Japan and the
city of Fukushima.

The narrative arc of the performance took the form

of what starts out as a conventional day in the life

of a young TV news reporter. As the performance
progresses, the predictable every day patterns he is
used to reporting on, shift into a world of unpredicta-
bility, fragmentation, and destruction. His attempts at
maintaining control and adhering to the rules of news
reportage gradually breakdown as events unfold: his

-2y
The Weather Man
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behavior becomes increasingly unpredictable, and his
language moves from the objective and scientific to
the subjective and mythological.

Behind this live performance, a montage of images
relating to mapping, deluge, flooding, and the break-
down of communications, was projected on the wall.
These images were seen in conjunction with an
improvised video delivery and sound composition and
a series of props manipulated by performers located
amongst the audience, creating an overall effect of
control giving way to chaos and a shift away from a
collective experience towards one of isolation.

For me, the success of the work is in some ways an
after-effect. Like a water table beneath the surface,
unseen, silent, and with a weight of emotion and
meaning that is both indescribable and unspeakable.

Participants:

Simon Perry (performance), Dominic Redfern
(performance, video), Christophe Charles (sound),
Shimazaki Ryasuke (performance, voice).

Kristen Sharp
Studio Coordinator, RMIT School of Art

The Crystal Set

The Crystal Set is a collaborative work involving
voice, sound and live performance. Originally record-
ed in the Underground Water Channel in Saitama, the
work features the voices of Haco and Ujita Eri and
sound recordings by Christophe Charles and Philip
Samartzis (accompanied by performers Tsurukai
Yako, Shimazaki Rytisuke at West Space, and Yamana
Tomoyo at SuperDeluxe). Kristen Sharp composed
the work in collaboration with the artists.

The work is based on the predominance of onomato-
poeia (words that represent sounds) in Japanese
language. In this work, artists responded to sounds/
words for weather events in everyday speech, includ-
ing different types of rain and water effects. Each
artist brings their own interpretation to the work,
based on local colloquialisms.The original record-
ing was created as a response to the surreal scale
and juxtaposition of the human voice with the colos-
sal space of the SaitamaWater Storage tanks.The
recording explored spatial and acoustic relationships
through the rhythm of onomatopoeia.

JYREAntyh
The Crystal Set
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Simon Perry & Kristen Sharp

The large pool of photos are more than just docu-
ments of sites and fieldwork, they are responses to
encounters and experiences of weather, environment
and cultural topographies.

A series of themes has emerged through these
images: the effects of weather over time on mate-
rial forms, the materiality of spaces (Sumida River,
Tokyo Bay, Saitama Underground and Bogong Alpine
Region) and the contrast between human activity and
the natural environment. They are all typologies of
water — how it is controlled, how forces impact on it,
how it is part of everyday life and how societies work
with it. The spaces under investigation are extraor-
dinary — by their scale and how they are encountered
and shaped by the weather. For example, a foggy day
onTokyo Bay where the sky meets the land in a hazy,
liminal form of connection.

The photos themselves are moments in time, cap-
tured spaces.The images appear to echo the eyes

of the tourist — where everything is new, strange or
exotic, and the desire to record, to collect and to pre-
serve experience emerge. What distinguishes these
images from straight documentary or typical tourist
snapshots is a desire to seek out unconventional
approaches —to make the familiar strange or being
drawn to the messiness of sites. In this process,
there is always tension in reducing a space to an aes-
thetic form and obfuscating the meaning behind it.

Kodaka Sari

Light is usually recognized as “brightness”.

Light certainly exists, but we are able to see it only
when something is lit up, and thus it becomes a filter
to a way of seeing.

The camera obscura is an optical device that is the
origin of contemporary moving and still images (film
and photography). It reflects an object onto a screen
through a lens using projected light. This figure-
object is not fixed like it would be on a photograph,
instead it is pure “light”. The clarity of the image is
dependent on the brightness of the available light on
the object and the brightness of the light projecting
on the screen. Just as we would not notice the light

Photography

Shadows Viewing
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of a fluorescent lamp in a bright room with a lot of
sunlight, the image of the figure will disappear when
too much light hits the screen. In the work | have ex-
hibited at the Konné Hachimang Shrine, a series of
lenses hang in front of a screen. As a camera obscura
it is structurally inconvenient because the image can
hardly be seen on the shdji paper (the screen). When
itis cloudy the light on the object (the garden) is not
strong enough, and when it is sunny, depending on
the position of the sun, then it is often too bright.

On the other hand, it became a work that changes
dramatically under the influence of the weather.
Everything transforms from moment to moment
depending on the weather and the position of the sun.
When we are looking through a filter, we witness the
form of light. This echoes the activity of people trying
to adapt or to resist light and weather effects.

Komaki Kanna

Nowadays, most of us don’t need to worry about the
weather; when it is dark we turn the light on, when
we are cold or hot we turn the air conditioning on.

In such a situation it seems to me that reading the
weather becomes one of the rare opportunities to
open our senses, such as looking at the darkening
color of the sky, listening to the voice of the birds, or
smelling and feeling the moisture of the atmosphere
with our skin. The relationship to nature in Eastern
and Western cultures seems very different. The West
tries to control nature, whereas the East thinks of
nature as an entity that is worthy of respect and fear,
and something coexists with humanity. The same can
be said about the physical relations between human
beings. The West tends to orientate its antenna to-
ward the outer, whereas in the East our antennas are
directed towards the inner, for introspection.

In my work “Abendland - Morgenland”, | am using the
multi-faceted motif of the umbrella to depict a differ-
ent mobility in the West and the East, and to explore
relationships with the weather. When it is raining or
snowing, people open an umbrella and walk a little
faster. The umbrella looks like a parabolic antenna
over their head. On a rainy day, people will get of their
house carrying an umbrella, protecting themselves
from the cold rain with a small antenna overhead, to
pursue their way

Many umbrellas have sixteen bones —a form that is

Abendland -
Morgenland
—BOELHDE
Land of Night -
Land of Morning
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reminiscent of the sixteen directions of a compass.
Also, it looks like a vertical silhouette when closed
and a conical silhouette when open.The shape of
the shadows cast by umbrellas changed according
to their rotational motion, which suggests a gradual
transformation of time and space, with the regularity
of a sundial. Despite their miniature aspect, they can
be imagined on a macroscopic scale.

It is said that the umbrella is 4,000 years old. While
seemingly common, umbrellas have been loved as
luxury goods. In Europe for instance, it was common
to nominate in a will and testament who would be the
recipient of one's special umbrella. Even today when
cheap plastic umbrella are popular, luxury umbrellas
have gained in popularity. The umbrella is sometimes
used as an accessory in Japanese traditional dance
(Nihon buyd).There are also local dance festivals
where an “Umbrella Dance” (“Kasa odori”) is per-
formed as a traditional art. There is also a particular
word in Japanese “aigokasa” (“sharing an um-
brella”), referring to men and women who walk close
under the same umbrella are said to have a harmoni-
ous relation. Thus, the umbrella becomes a symbol of
peace and protects people from evil influence.

Miyamoto Kazuyuki

In Japan and Australia | made recordings of sound-
scapes where | played trombone with the idea of listen-
ing consciously to the flow of environmental sounds,
which we usually listen unconsciously in daily life.

| paid particularly attention to how I listen and per-
ceive sound during the recording process. In order to
feel and hear strongly small sounds, for example the
ones occurring in places where humans are too big to
enter, | was very careful to place the audio recorder
where people could not interfere with it and to avoid
making too much movement near the recorder. My
intention for the work was to recreate the sound envi-
ronment that small organisms such as insects would
be listening to.

During the performances, | would combine recorded
environmental sounds as an accompaniment for the
melodic part played by the trombone. This melodic

Heap of Time
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part consists of the environmental sounds that are
visible to the human eye. In the recording, | impro-
vised my playing in response to the scales and range
| experienced when listening to the environmental
sounds. | believe that | was able to present a kind

of site-specific environmental music by expressing
concretely environmental sounds we are not used to
listening to and abstracting environmental sounds
that we are used to.

“Heap of Time”

This video installation work is created from 762 photos,
which are gradually repeated.The photographs were
organized according to a new time axis, different from
the time and the place where | took them. | recon-
structed a new time axis in the video work to perceive
environmental changes from a new perspective.

The music for this piece is composed from various
sounds which | heard on location. | reorganized
these environmental sounds according to scales and
chords. The flow of sound was then reconstructed in
the composition to correspond to the timing of the
photographs in the video.

During the process of editing, | considered the
phenomena of the natural environment and how
these related to the integration of two media (video
and music) that | had reconstructed. Through this
work | hope that the viewers will feel two extremes:
the friendly side of the natural environment, such as
healing and grace, as well as the terrible strength of
natural disasters.

Shimizu Yumi

| like sushi. | like to take photographs of sushi before
| eat them and use the pictures on my mobile phone
screen saver. Every time | open my phone, | enjoy the
image that | see. | take a new picture when | eat the
next sushi and update the image. By repeating these
actions, | express my dumb love for sushi as food, and
my visual interest for the rawness of the sushi.

They look like toys when they are placed in a line on a
plate. When they are in line, | like their “pop” look and
their youthful beauty, | can also feel their fragility and
therefore | feel admiration for them. With such a fas-
cination | started making this work: “Sushi Border”.

FERR—4—
Sushi Border

0
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TakemotoTakuya

“The possibility of dialogue: Wishes”

The meteorological environment changes constantly
over time. It is not just the weather that transforms.
Even when | sit in my room my breath, my voice, my
activities, friends who visit me, and neighbors whom
I don’t know are influencing everything; everything
changes from moment to moment.

The weather is a natural phenomenon we can ob-
serve it, we are informed about it by forecasts, but at
the same we are part of it. A discussion resembles
weather. The atmosphere is constantly changing
due to one’s participation or non-participation. In
this sense, everyone is an actor, involved in life, and
everyone is the audience. As human activities seri-
ously influence, or are affected by the weather, the
audience will not be able to watch the performance
without having a relationship to the environment in
which it takes place.

During the performance at the Konnd Hachimang(
Shrine, the audiences sat in the form of a ring and
were invited to participate in a discussion. After the
confession of one performer about their desires, |
asked people in the audience about their “desire”

as well. Each person in the audience had a “wish”.
Talking about this “wish” caused changes in the situ-
ation, and invited new responses by other partici-
pants. It was an experimental work exploring how we
can reconsider the relationship between seeing and
being seen, participating and not participating, which
is inherent to such a performance.

Yahiro Minami

Positional relationship is important in any situation.
Sense of distance, standing position. Even a few lines
are vital.

Every time | am looking up at the sky, | question
whether | am making the world, or whether the world
is making me.

While we are constantly seeking freedom, we fear the
uncertainty of our existence and try to define our own
position through segmentation and restriction.

We are swaying between doubt and contradiction.

If heaven had eyes, its appearance would be touching
and lovable.

FEEOTIEEE
#BhHRNCE

The Possibility of
Dialogue: Wishes

ERNENE

An Eye Without Life -
Segment
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However, an impersonal perspective does not exist
once we become conscious of it.
It can only dwell in a body without life.

TsurukaiYako

For the “Sounds of Weather” exhibition, | made a vid-
eo work exploring the drought problems in Australia
and the opposite situation of the abundance of water
in Japan.The work expressed the feelings of water
dancing inside my body. When | visited the Australian
Alps, | could feel the cycle of water, which links the
top of the mountain to the lakes, the rivers, the cities,
and again the rivers to the sea.This cycle has been
carefully protected for many years. The water which
people drink in the Australian Alps comes from the
top of the mountain, it dances happily in their body
and tastes delicious, and that feeling made me feel
well. Usually when it rains I'm at my worst and sick

of everything, and when it is sunny my mood is at

its best, and | feel like | can do anything. The rain in
Australia made me change my feelings about the
weather: a little rain made me walk a little faster, but
it was fun.Thinking about the rhythm of such feelings,
I took part in the “Sounds of Weather” project.

Shimazaki Rydsuke

| recorded the sound of water flowing through Tokyo
and the environmental sound of the Australian water-
side, and reconstituted it.

"R
Dance

YOUE - FI -y H—
Sounds of Weather
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Christophe Charles (born Marseille 1964),
works with found sounds, and makes
compositions using computer programs,
insisting on the autonomy of each sound
and the absence of hierarchical structure.
Graduated from Tsukuba University (Phd.,
1996) and Paris INALCO (Phd., 1997).
Currently Professor at Musashino Art
University (Tokyo), he has released music
on Mille Plateaux, Ritornell, Subrosa,
Code, Cirque, Cross, X-tract, CClI, ICC,
Murmur, etc. Group exhibitions : Tokyo
ICC (“Sound Art™), London V&A (“Radical
Fashion”), Melbourne RMIT (“TheTorus”),
etc. Permanent sound installations at
Osaka Museum of Housing and Living
(from 1999), Narita International Airport
Central Atrium (from 2000). Collaborations
with musicians (Henning Christiansen,
Shiomi Mieko, Chino Shichi, Markus
Popp, Hanno Yoshihiro/hoon, Kako

Y@z6, Shibuya Keiichird, Numb, Boris
Hegenbart, Shibata Sat6ko), visual artists

(Yamaguchi Katsuhiro, Yamamoto Keigo,
Visual Brains, OsakaTakurd, Kai Syng
Tan), and performers (Ishii Mitsutaka,
Kazakura Sho, Osanai Mari, Ishikawa
Fukurow, Salvanilla, Jou, HonagaY 6ko,
et.al.).
http://home.att.ne.jp/grape/charles/
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Philip Samartzis is a Melbourne sound
artist who has performed and exhibited
widely including presentations atThe
Cartier Foundation for Contemporary

Art, Paris (2001); The Andy Warhol
Museum, Pittsburgh (2002); The Mori Arts
Centre, Tokyo (2003); The National Taiwan
Museum of Fine Arts, Taichung (2007);
The National Center for Contemporary
Art, Moscow (2009); The South African
National Museum, Cape Town (2010); The
Art Gallery of South Australia (2012); and
The National Gallery of Victoria (2013). In
2010 Philip was awarded fellowships by
the Australia Council for the Arts, and the
Australian Antarctic Division to docu-
ment the effects of extreme climate and
weather events on the human condition

at Davis Station in Eastern Antarctica,
and Macquarie Island. Outcomes from
this fieldwork have been presented

in the National Archives of Australia

and Australasian Antarctic Expedition
Centenary Exhibition (2011); Polar South:
Art in Antarctica, Muntref Museum, the
National University of Tres de Febrero,
Buenos Aires (2011); and the 11th
International Symposium on Antarctic
Earth Sciences, Edinburgh (2011). In 2010
Philip began a three-year study of indig-
enous settlements in The Kimberley region
of Western Australia throughTURA's
remote regional residency program in
order to document the social and envi-
ronmental conditions effecting remote
communities. Outcomes from his work in
the Kimberley have been presented at the
Totally Huge New Music Festival, State
Theatre Festival, Perth (2011) and the
IASKA Spaced Biennial, Fremantle Art
Centre (2012). Philip lectures in Sound in
the School of Art - RMIT University, where
he teaches Sound Cultures, and Spatial
and Sonic Environments within the fine
art degree. Philip researches in the areas
of sound art, acoustic ecology and spatial
sound practices, and is a chief investigator
on two Australia Research Council funded
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projects, Designing Sound for Health

and Wellbeing (2008/10), and Spatial
Dialogues: Public Art and Climate Change
(2011/13).

b=

RSZ) - LYK=Y
Dominic Redfern

RE2=Z49 - LY RIT7—VIEALRILYEET,
B BEREFTATYVTATAORRATETA
T—hEEHL, BEEELRBROEMHSOD
PTREZEMAL TV, 250\ >EKIZE
FTAOFEMEXLIZHT I2EBHNLBERH,DS
BELNTHEY., ETHEBREELREA{ZON
Hlzkbh T3,

EEIZBY, BOTATYT4T 412 HH
Y#RAE T5ET ZWYEL YRR LSHO
VEYHEROBRESH ITERPRLIND &
S0z, REEHE T 5BROF TEAM
© TER] EVWSUEHNBRBED L VL SBED
T[] OFOER. B, £ L TRABEENIEK
DIEGODEEERLEBOTUN S,

1998 FE LK, BHAPA—XMF Y 7 TERE
ERLEHTTWD, N—XEBREME. TUR
NUEREME (A—2+5U7). Fa5AY
AV - F—hrEVR— (Nvay), T—rET
L (FEE), NIN—=H— - N—=2KRT (R)LY)
D) FIWEBFTFATAR=Z - L—TF (VL)
f—F3—DU&—%4 bk (FER) &L, 2012
FITTIARY AV R - ETVF—L, ALK
LU EBREME. VLA VR (Y R=Z—) A
7Ry 2—1EHEET [Anatomy Lesson]

BIZsmL iz, BE. RMIT KEEMEIH AT
47 - T— hERUERR T, ETFT7—~EA
“LLTWD,

Dominic Redfern is a Melbourne based
video artist who creates video works at the
intersection of site, screen and identity,
which give critical expression to the com-
plexity of screen-mediated experience.
These interests are expressed with a self-
conscious approach to the technology and

culture of video, making it both subject
and medium for his work.

In recent years his work with identity has
increasingly focused on narratives of
place and subsequently upon the dis-
course of natural history. In the process
of depicting environments, the status,
currency, and possibility of beauty in art
as well as the idea of the ‘natural’ as a
cultural construction have become foci for
his work.

His work has been exhibited at home

and internationally since 1998 at venues
including the Perth International Arts
Festival, Perth institute of Contemporary
Art, the Chulalongkorn Art Centre in
Bangkok, Tate Modern, the Gallery of
Modern Art in Brisbane, Hamburger
Bahnof, Alternative Space LOOP in Seoul,
and Tokyo Wonder Site.

YL4EY - RY—

Simon Perry

YL EY - RY—BELSBEOHIHARTT
YR - O—LEPOAVILTATI—HMBE
ZMEANR AL ERET 25 BELES
EELTWD, BE20 FEOBKEOHEESE
TECBFTI2R2ET7T—FOTHA U LEIEE
R IZ. "Public Address" (2005) Federation
Square; "The John Mockridge Fountain"
(2000) , Melbourne City Square; "Threaded
Field" (2000) , Docklands Stadium % "Public
Purse" (1994) & W\ E=HMBEDEWNMERDH
EIcEboTE R, ChLDTERKOFIEIXE
ANBOT7—T A A NF—LYPRE EHHOT
A U F—LLEDBBEFEBICLYERS N,
X, . EFHALEERER. HEAT: Art
and Climate Change BIZ21Nd 2%, =ff&
IaaY—CEbERITTVS,

B o DEBELERBFECEIORALT — LD
BIZ B A LRIV HBAFOH L WREN IR
fFAlRER EJL, CH2 B DBETaIVHILA

VhELTHEDHDE, RET— b OHIECEE
EDICEYT 2B ERBREBECHME T
%, X RY—F, RHEXMOKEICBET2H
KOBRBEROM, FEHAHEMI AT«
T AVPEL—Z NS THNBFEEREFRZ DY
R74vavE BRAOEELREEMOR
ZAWAVRTAVAVDOREZE L LTHERE
LTW3, BT, )Y —[ERMIT KEHEHH &
LT, A¥OFEELOY R UEMREERBOE
BRBEEESE NS LOWEBETLERE
THEA L1z, The International Virtual Studio
Project, 2005-2007 &5 4 7 = TH i & 8K
FELTERBIBHATA VAEL—Y 3 v EifT
HIEL TOBERBOBMENGZIZI a=r—
IVERD IOV NTH D,

Simon Perry is a highly awarded and pub-
licly recognized sculptor and was awarded
the prestigious Prix de Rome and the
Royal Academy Gold Medal for Sculpture.
Over the last 20 years the focus of his art
practice has been the design and produc-
tion of urban public art, and he is associat-
ed with significant and high-profile works
in Australia, including: Public Address
(2005), Federation Square; The John
Mockridge Fountain (2000), Melbourne City
Square; Threaded Field (2000), Docklands
Stadium; and Public Purse (1994) Bourke
Street Mall Melbourne. These projects
have involved working collaboratively with
large teams of artists, industry partners
and multidisciplinary design teams. His
more recent interest in the emerging field
of art and ecology is demonstrated by his
participation in a pioneering international
exhibition HEAT: Art and Climate Change.

Perry is recognized for his experience
and knowledge of public art practice and
legislation. He has been selected to sit on
number of public art advisory boards for
major international and national organiza-
tions, and was a consultant for the new
environmentally sustainable Melbourne
City Council building, CH2. He has been
an advisor to government on commission-
ing strategies for public art, and has also
been selected to judge major public art
and sculpture competitions in Australia
and internationally, including the City

of Hong Kong Public Art Competition

and Government of Western Australia

International Sculpture Competition. As
a lecturer, Perry co-created a new educa-
tional model for international collabora-
tion for art students at RMIT University
and Chelsea University of the Arts
(London).The International Virtual Studio
Project, 2005-2007 used live web-technol-
ogies to develop creative communication
exchanges between students working on
parallel installations in different physical
locations.

GIYRTFY - Yv—T
Kristen Sharp

JYRTY - v —TIERMIT KEEMFEH
EfiTE - EMEBHRFEROI—T A 2—42—T
9. 2007 LK, BRIFBERT— b~ LEHE
B, BEz8z-7—rIODTI MNZHEITS
HRATZIV T4 R BLUVRRT VT EME
MELTWD, Yvy—TLXRFREE F—X
FSUTHRBERKOTE DY b (20105
~20134) ISBb->THE Y, ALKLY, £
B OERICATS [AR—Y vl - A4 70—
g o~ EEOXEE AET— N EREES (S
RYMBATND, 2012F1iE. VY ARTVIE
BEHFEMAZOEREEHRE L LTAKIS
I LTz, B, EMEETHEEICEY 255
IReimagining the City: art, globalization and
urban spacel (Intellect Books, UK, 2013 4£) D
HEREICHED DTS, 2013 FIz, Fil
lLiquid Architecture] 7 T X5 4 /NILD—1F
& LT, The Sonic City] &WSEKEY VR
VOLDFAL—VIVEFOTVE, F—X

FSUTRBNTTO—NILRFERCT O THE.
XIEHEDETELFRICTHRERELTH Y.

X, BR7— bt & O—NILEHZEEIZDOWNT
DEFHZRZERE Y VRO D LADOHERREIC
ELO>TLS,

Kristen Sharp is the Coordinator of Art
History and Theory in the School of Art at
RMIT University, Melbourne, Australia.
Since 2007, she has been researching
contemporary art and urban space, col-
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laborative practices in transnational art
projects, and contemporary Asian art.
She is currently working on an Australian
Research Council Linkage Project (2010-
13), Spatial Dialogues: Public Art and
Climate Change, located in Melbourne,
Shanghai and Tokyo. In 2012, Kristen was
an International Visiting Researcher

at Musashino Art University, Tokyo.
Currently, she is co-editing a book on art
and urbanism, Re-imagining the City: art,
globalization and urban space (Intellect
Books, UK, forthcoming 2013). In 2013,
she will co-curate The Sonic City for
Liquid Architecture Sound Art Festival.
In addition to her publications, Kristen
has co-convened a number of innovative
inter-disciplinary research symposiums on
contemporary art and global urban space.

INEDE
Kodaka Sari

RREER

1990 & AIRERHI<EFTND
2009 & HEFEMAZREERAZ
2013 & HEEEMAPRGPREE

Tsgig) Mg IR"%) TIToR/ 2+ KR TR
EITERI:CO620F—7—R&ERKEL
BOS, Vv UILIFEBNICHEELTV S, B
MEE, 4T REDTHBRELIBEL TS,

2012.10. [#)L— 7] [Sounds of WeatherJ
SENEE

20126. [FL—TRBI ICADETAL
SPACE/ANNEX

201111, [(FAL—TR] (BEATF AT - 7—
D BT H T 3L E B S AT R

2011.9. [REE] MtEOMER LUCH
M &€R7—KT=

20115, [JL—TRITHEC22ELEE
L\ Quantum gallery & studio

2010.12. [ L—TE] IBEEKIRES)
Count Down Gallery HkElE Es

1990 Born in Kanazawa city, Ishikawa
Prefecture, Japan.

2009 Entered Department of Imaging Arts
and Sciences (IAS) at Musashino
Art University (MAU).

2013 Graduated from MAU-IAS.

| make cross-genre works based on six
keywords that are the core of my works:
“Memory”, “Peace”, “Fear”, “Eros/
Thanatos”, “Sign”, “Nature”. | also create
portraits, still photographs and documen-
tary films.

2012.10. [group exhibition] “Sounds of
Weather” at Konné Hachimang(
Shrine, Shibuya

2012.6. [group exhibition] “Tennokiten”
at SPACE/ANNEX

2011.11. [group exhibition] “Student
Media Art Exhibition” at Machida
City Museum of Graphic Arts

2011.9. [public exhibition] “Hokuriku
Film Festival Mubigumi 11" at
Kanazawa Art Gumi

2011.5. [group exhibition] “Okutsurogi-
kudasai” at Quantum gallery &
Studio

2010.12. [group exhibition] “Shashin
Gattai-ha Sengen” at Count
Down Gallery Momozono Gallery

IMVESER

Komaki Kanna

1990 £ Fh

2009 F FEHIMELEM IS RFE

2011 & IAMAS (B R 37 E IR SR B 2 3547 7
HFz—) DSP a—RZEZ

2013 & HEE R REMGERIEE

2012.11. Sounds of Weather/ &£ E/\IEE (G%4)

2012.8. GINZABEER /Peppers Gallery (4RE&)

20126. T A ® & T A /SPACE ANNEX
Gallery (B&#)

2011.7. A—hE7VFA b /8RARE T3
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2011.3. Translocating/ Vv o #v7—k®
vE— (wE. YIL)

2011.2. IAMAS 2011 Z£%ER/ VT b E
TIOXINY

2009.11. IAMAS « < X DSP 0% /
Apple Store Ginza

2009.2. H£23EI%EH - DASEBRETH A v
EAE - ABfERE/ YU HY—Z
1—I 7 L [REEW]

Born in 1990

2009 Graduated from Kyoto City Doda
Senior High School of Arts

2011 Graduated from IAMAS DSP
Course (International Academy
of Media Arts and Sciences, Gifu
Prefecture)

2013 Graduated from Musashino Art
University, Department of Imaging
Arts and Sciences.

Produces graphic art, movies, sound, text,
performance and more.

2012.11  “Sounds of Weather” exhibition
at Konnd Hachimang@ Shrine
(Shibuya, Tokyo)

2012.8  “Pepper’s Gallery Festival”
(Ginza, Tokyo)

2012.6  “Tennokiten” exhibition at
SPACE ANNEX Gallery
(Nihonbashi, Tokyo)

2011.7  “Utopian Night” at Bunmei
(lidabashi, Tokyo)

2011.3  “Translocating” at Songwon Art
Center (Seoul, Korea)

2011.2.  IAMAS Graduation Exhibition at
Gifu Softopia

2009.11 IAMAS DSP “lkimasu” at Apple
Store Ginza (Tokyo)

2009.2. 23rd Suntory Museum Exhibition
Design Award-winning daily high
school - DAS [Tempozan]

=217
Miyamoto Kazuyuki

AFATT—T4 AL/ BREER
2010 EREBH AFEE, 2012 FREF EM
RERFBRET .

HRTYAFT—X7 14— (12410508 4F).
#WMEEITYF—L (094). DesCours (09 &
Za—F—U VX)) BESHOEMRICHE, £
DfERIEZ. DSAZETHA VEBFE (124).

FOTTHA Y77 — REEEMFAEE (09 &).
ZTOMTH A VESHAR, FLTFERRER
BAIVI—LEEBIT MOV R—VEF1
A1 (05%). @AARKRELEI YV —ILIRE (06%)

BEZE,

BETHE MREORZEFLVRALSHEY
52 L] ERERT—<ELT, BLBIERES
FELTWD, EFLTHAVF—L MU+ a
NDEE, REHFRKFEEPI JBEY Y bU—4
— & LTHEHP,

Media Artist & Musician

Graduated (B.A.) from Musashino
University in 2010, and from Musashino
Art University Graduate School (M.A.)
in 2012.

Miyamoto’s works have been exhibited at
Tokyo Designers Week (2012, 2010, 2008),
Kobe Biennale (2009), DesCours (2009,
New Orleans) and other art festivals. His
work has received many prizes in design
festivals, including the DSA Design
Award Prize for Excellence in 2012, and
the Bronze Prize in Spatial Category of
HKDA Asia Design Award 2009. Miyamoto
won ChibaWind Music Individual Contest
Gold Prize and The Trombone Section
First Prize (2005), All-dapan Wind Music
Contest Silver Prize (2006).

For Miyamoto's research he is now
focusing on observing environmental
phenomena from a new point of view, and
works as the director of the design team
“MU+A" and EP3 project at MUSASHINO
UNIVERSITY.

AkEaR

Shimizu Yumi

1990 £4£ F N

2009 & HEEFEMAZMGERAZE

2013 & HEBEMAEMGERZEE

20126. T A @ & T A /SPACE ANNEX
Gallery (B&%)

2012.11. Sounds of Weather/ & E/\IE & G£4)

T 6 ANEOEMREY TRy T74A4 R
ZY b TYYHILRG—=IL] DA VN—,

Born in 1990

2009 entered the Department of
Imaging Arts and Sciences at
MAU.

2012.6 “Tennokiten” exhibition, SPACE
ANNEX Gallery (Tokyo)

2012.11 “Sounds of weather” exhibition,
Konno Hachimang, Tokyo.

Member of the hip-hop group “Lyrical
School”.

i = -
-

EARth
Takemoto Takuya

EHR/®’E /| AV AR TH—<—
1990 £, BE B4, 2009 &£, REFEMK
HREBERAZ, AZLABCY YR EERE
1B,
2009 . BIFESESTARE ER 12T
EH(FVY—), 20104, [Za—=2—]
12T, TZAESEWEDOHR) THE - BEHTE
1—, 2011 &, BEEMERSERICTESR
BNV | ZLTHEBERTRITA] &5
x, 201251 8. BEOL %L ISAKURMA
NO SONOhirushil Hi&. 4 . X7 #4—<
vARIAZwy b THI#hE | R, BARIEESE -

8 - EHAEEEY TS, 6 A, T4+ —<
VR THEEDAIREYE #BLHE5) Bk -
Ei, 8 A. AER Jd- BEICT, RiFfER
R—8 4 L] Bk EH, TR, "7+ —<
VA TREFOMEEEHSRANT &) B - &
H (EBxi7oo s b Sounds of Weather
@&ENBE, %A). 2013 F. BEHEMK
FREHER. R4 KANCEIZT, FHE
fcagel (g - @), ftb. IMER / HIESH.

Dance Performer [ Actor [ Producer.
Takemoto was born in 1990 in Gunma
Prefecture. In 2009, he entered the
Department of Imaging Arts and Sciences
(IAS) of Musashino Art University (MAU),
Tokyo, and started to act and dance.

In 2009, he made his debut as a dancer in
the performance “Clean” by theater group
“Muteki Hata-age”. In 2010, he directed
his debut work: “The two of them in a cold
bottle”, and in 2011 the theater work “Punk
Ride Through the Wilderness” at the IAS
department third year exhibition. In April
2012, Takemoto formed “Charitsu Chitai”
(“Neutral Zone”) performance unit, where
he is responsible for planning and direc-
tion. In August, he organized and directed
“Summertime” atTokyo Nippori "d-Séko"
theater, and in November the performance
“The possibility of dialogue - Wish” at the
“Sounds of Weather” exhibition at Konné
Hachimang@ Shrine, Shibuya. In 2013, he
directed his theater piece “Cage” for three
actors at the Musashino Art University
Graduation Show and atYoyogi Dance

Theater.

NE@=®

Yahiro Minami

BERERE

1998 £ TFEICEFND

2008 &£ HEBHEMAEMRBERAZE
2012 4F RARFEXEE REHEMAERAZ

[ EBBOBLEIZ>TNEIRE) 27—
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IZBREBP GIF BB EZHELTVET,

B - BF
2008 F HEFHBE (Y L—F) /ARE
Vision's

2009 F A= ThA (FL—7) | BEEBEMKE
2010 KRIKEE (F1v—7) | PEHKEEER
2011 & HEEFEMAZRGFR 3 FELERH
(32
My Japan CM Award B&E 8
2012 REBEMRFEEGER
Tell us something about TOKYO
(Fr—=2) [ REWLM
Fumi Labo's Exhibition (7 )L—7)
/HREWLM
Sound of Weather (7L —7) /&
ENBE

1989, born in Chiba Japan.

2008 Enrolled in the Department of
Imaging Arts and Sciences (IAS) of
Musashino Art University (MAU).

| make video movies and GIF images on
the theme of excitement that rises be-
tween the relationship of poetry and visual
images.

Exhibition and Awards:

2008 “Prime of Life” (group exhibition) at
Ningyocho “Vision's” (Tokyo)

2009 “BUTATEN" (group exhibition) at
MAU

2010 “Big Familly” (group exhibition) at
Momozono Gallery (Tokyo)

2011 “MAU IAS 3rd-grade Exhibition”
(group exhibition) at MAU
“My Japan CM” Award Jury Prize

2012 “MAU IAS Graduation Exhibition”
at MAU
“Tell us something aboutTOKYQO"
(group exhibition) at Daikanyama M
(Tokyo)
“Fumi Lab’s Exhibition” (group ex-
hibition) at Daikanyama M (Tokyo)
“Sounds of Weather”(group exhibi-
tion) at Konné Hachimang( Shrine
(Tokyo).

BEET

TsurukaiYiako

1988 F£. REHEEZ N,

BHE - FEICTEENED,

2012 &, BEBEMAFREFHEE,
RE. Web THA+—,

IRV FEEZTTNDIENS T EEERDOCY %
FTEHT, BEZERDFTOTAENOEEL,
ROFDOEEEED Z2AR—LETA LIS
ROEFNHEPBIHFREMBY ELZETAT
—TEBBRLEREREKR L,
EEGETIE, PELLEBIOVNTEZ. BEE
BYETDHENTF—IVAD/ —hvy NrE%E
‘Y., —ARCELEROBVWER S =FHE
[iREiN

Sounds of Weather 7B ¥ x4/ b Tlk, #—
ZbTYTHEDKREDBRECKEARN <
CLEDD LR ELTEDT. HFHADFIC
KOO TWBEIBELEETAICLE,
BIZb OO HBNEE, bhLAVNEFERKET
THLKHT, Th! LERABWMILERLCSA
DFEEFEL>T, Ch! >TEZRDELSIZHY
FWREBLZBVWANRL, £FELTLS,

Born in 1988 and raised in Tokyo.
Graduated from Musashino Art University,
Department of Imaging Arts and Sciences
in 2012.

“Sounds of Weather”, SuperDeluxe, Tokyo
2011 and Project Space, Melbourne 2012.

Using old videotapes from my childhood, |
made a work in 2011 on the theme of iden-
tity, depicting my father and me. For my
graduation work | chose the theme of love
and money, “Ohyakudo-mairi” (praying a
hundred times), to create an uncut video
performance work involving distributing
letters in form of imitation 10,000 yen bills
to express my thoughts.

Now that | have graduated, | will continue
to develop my work. While not knowing
anything, I'm living a life which | don’t un-
derstand, I'm living everyday and thinking
that | do not have many means to commu-
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nicate about “This!” and at the same time
I think how important it is to be able to say
“This!".

FiamEkE
Ujita Eri

FRELBEOBERICHELZRL, ZEMEER

LEBOHERETS.

1987 F #RJIBHS

2007.4 REHEMAEEREET VA VF
BMAZE

2011.1 [ % % %l £ ] FSound Study/Sound
81181 REEFEMAE

20114 EEHEMAERFRERRRESE
ETFHA v O—RAE

2011.11 FSounds of WeatherJ SuperDeluxe
R

2012.2 T[Sounds of Weatherd West Space
+ RMIT Project Space

2012.3 NHK-BS®O 195w J{EEE,/ 4 -
Javsy—vYJATN)I—Y 3y
X6 &EE

I am interested in the relation between
sound and sight. | am studying the spatial-

ity of sound.
1987 Born in Kanagawa, Japan.
2007 Entered Department of Visual

Communication Design at MAU.

2011.1 “Sound Study/Sound 8118” at
MAU Graduation Exhibition

2011.4 Entered Graduate School of
Visual Communication Design
at MAU.

2011.11  “Sounds of Weather” event at
SuperDeluxe, Tokyo

2012.3~4 “Sounds of Weather” exhibi-
tion at RMIT Project Space,
Melbourne

2012.3 Performance of "Variations”
(NHK-BS "The John Cage")

BIGRETH
Shimazaki Rydsuke

1987 F4£ Fh, HREME.

2012 REHEMARERREHIREGEER

2012 N.N.N. RIng Ring Prize &

2012 NHK-BS® 45>y 7R/ -
vavsy—YlATNYT—vavX
6% ESE

2012 HEHEMAFEHELEICTSPLI—
RINEER <D D,

EEhtfE, e s H—,

1987 Born inTokyo, Japan.

2009 entered the Department of Imaging
Arts and Sciences at MAU.

2012 NNN Ring Ring Prize.

2012 Performance of “Variations” (NHK-
BS “The John Cage”)

2012 Graduated from the Department
of Imaging Arts and
Sciences, Musashino Art University

From 2012 works at Musashino Art

University Library.

Composes music and sometimes dances.

ZICH!KO (hni#&EF)
Katé Michiko

1991 £XIRAFLEEN,
1I5MOEISAEWICEREERY thed. BE
DAVTALTAR, AEEERD,

EFEIF 74TV RA—FA4F—1 EFFLT,
BHEIZBELTATATT7—F A VAR L—
vay, RI+—IVABRESREIThE25F
FEEETS.

HFE 2008, BEXRMEABEE I+ b3V T

2 FREFE, NKON 74 h a3V TR MEF
E+fEE FOERLIASYVEERE BRE
EBFIE R OE / E1E.

2009. JAMCAPRIZE 74 bV TR BE
BRAIE,

2011, 28w o7+ haVvFAL AR
A NERFS / SBRE, HMERETVF—L 20117
b3V TRN —KEM ) TOR—FILAE,
PX3EKBREEI V7 —IL (18)),

SEEPIRAE © 2010.11, Tmeat-met-met] B ¥
R PE R EEER,

2011.11, 3 ICHIKO T[virginall B4 P — N,
2012.09, syncs = #@¥% & SOUPIZ T
DUB-Russell X = ICH!KO,

2013.07 z !ICHIKOERTIZ—A~ILTF 7]
Gallery Hinokis,

Born in Osaka in 1991, she started photog-
raphy when she was 15 years old, and won
several prizes in photo contests.

She entered the Dept. of Imaging Arts and
Sciences at MAU in 2010. ZICH!KO is ac-
tive as a "Photo Entertainer", beyond art,
installation, and performance.

AWARDS: 2008, Japan and Korea
Exchange Photo Contest Grand Prize.
NIKON Photo Contest Prize of Excellence.
30th Yomiuri Photo Grand Prix, Tokyo.
2009, DoshishaWomen's College of
Liberal Arts SEITO Photo Contest Grand
Prize, Kyoto. JAMCA PRIZE Photo
Contest Special Jury Award. Tokyo.

2011, 32nd Kodak Photo Contest Winners
Exhibition. Kobe Biennale Photo Contest.
PX3 International Photo Competition,
Paris.

EXHIBITIONS: 2010.11, "meat-met-met"
@Nakano Momozono Gallery, Tokyo.
2011.11, £ICH!KO "virginal" @ Kokubunji
P-MAN, Tokyo.

2012.09 "syncs sponsored" @ Ochiai
SOUP with DUB-Russell, Tokyo.
2013.07, Z!ICH!KO solo exhibition "Tafel
Anatomie", Gallery HINOKI, Tokyo.
http://michikonbu.tumblr.com

Special Guests

Haco

fEHR. JA—HU AN, IV hOD=ZYRE
H. YOIV RT7—F14 R, HFOREVF -
AZA)—FERPRIZTOTa—H— TUY
—7ELTHEHH, VOoLEHOEETOY
I/ bTOCDHE. a5ARL—a v, EE
TIRTANLHEREHZ TN AL, R L
Ny, BFEE. 7TIT7UFvILR, BE
RRbOvy BE F7/00—5ERIZ,
HOBMTEBEEALLT TS, REICDh
STHIEL bIFSND, AE. IV RKT7—+
DXPRTSAT - A VREZL—Yay, LIF
Y—, D=9 avIEBEAMIBILoTL
%, 2005 £z 1Z4EM TStereo Bugscope 00
WA= RYTFDOF7ILA - TLY bAZHATA

E, FaVvFURI Y — - AU ZOFEELE,

YUV RTHA VS FEATFTND,

Composer, vocalist, electroacoustic
performer, sound artist, founding member
of After Dinner (1981-1991) and Hoahio.
Haco has created numerous recordings
both as producer and sound designer. As
a musician, she has given performances
throughout Japan and the world. With her
unique sensibility, Haco has developed

a practice based on principles of post-
punk, electroacoustics, the avant-garde,
improvisation, post-rock, environmental
sound, and technology. In 2005, her CD
"Stereo Bugscope 00" was awarded a
prize in the digital music category at Prix
Ars Electronica in Austria.

http://www.hacohaco.net/
http://www.japanimprov.com/haco/hacoj/

Saté Minoru -m/s
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R -m/s, SASW., BRI & EMRBE O
RICEALERS, WERRLSHLGH/RTICE
54V —vay, RTF—X VA H
M. BEGEDOHETBZT>TNS, iz
v A4 ASUNA & m#t4E, /N> K IL GRANDE
SILENZIO. Tfurl] & EXEDHADEFRFHE.
FRELELTERESR 7T M AV IOREE
T2 TW%, 1994 F -2006 F L —~JL WrK
EEBE,

Satd Minoru (-m/s, SASW) is interested
in the relationships between the descrip-
tion of nature and art representation,

and he is creating art works per physical
phenomena and various concepts. He
has several music projects - solo, col-
laboration with ASUNA, “IL GRANDE
SILENZIO”, “fur” and so on, and as a
curator he is organizing contemporary art
exhibitions and various events.

http://www.ms-wrk.com
http://www.myspace.com/minoruSaté

yy—--RIvy
Lizzie Pogson

JO— - RIYVIET4—LRLA=FTaVY
1Tk 2EREHIELTWS, YOV KRS =T
LERBEVWSEL M ERAADE. B
HFINZEIE. TOFDEARBTESHDIH
DERBEE LTHET S, TERMANSF

DUEZELELTOIEER T, EROE IR,

HODOIELRETETHD. BHELDELLA—
ATV TEEBNART—T 14 A MEMAT
THF—XVARAVRRAL =3 vIZ8mLT
W3, B&lE, ALRLYEBREMRETE, 7
IAR AR=ZAF YT — (ALKRLY) TH
Y. PICA (/i—2) TEHEL., BExoMEsH

BmLTW3, 112902010 EIZHEZDERK,

ALY, NYOBEATTIL—TEB THS b+
L—R] THN,

Lizzie Pogson'’s practice involves the
collection and abstraction of field record-

ings. By juxtaposing natural and synthetic
sound material in different combinations
recorded natural spaces act as environ-
ments for the inclusion of synthetic
sounds and vice versa. Having trained as a
classical violinist, many of Lizzie's works
are overtly musical. Lizzie has participated
in numerous performances and installa-
tions alongside prominent Australian and
international artists. She has exhibited
and performed her compositions in the
Melbourne International Arts Festival, at
West Space Gallery (Melbourne), and at
PICA (Perth). In 2010/11, her work fea-
tured in the group show ‘Magnetic Traces’
in both Melbourne and Paris.
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JOU is a contemporary dance artist, and
director of [Odorujou].

“When your body has been changed, your
world as a whole is going to change”.
She started her dance life at 23 years old,
and through life in U.S.A and Malaysia,
created many projects and dance which
always show a new way to connect
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between different people, culture, place,
and fields, by her dance world. In 2012,
she moved to Kagoshima from Tokyo,

and challenging to create new relation-
ships between arts and communities
through arts events. She won the “Special
Prize for Foreign Choreographer” at the
2008 Seoul International Choreography
Festival. She is the artistic director of
Kagoshima “DAAIC" - the Dancing
Area and Arts Centre, and director of the
Osumi-Kagoshima Arts Festival.
http://2ndhometown.net/okaf2013
Lecturer at MAU, Dept. of Imaging Arts
and Sciences. http://odorujou.net
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Tsunoda Toshiya
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Score] (MOMA, =a—3—%, 20134, L —
7 - 779 5—¢#4). [Simple Interactions
Sound Art from Japan] (20114, BRAFLE
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21— (2009%F, AV Ry, L=V -TTFTIS
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Yokohama based artist and composer
TsunodaToshiya has been prolific in the
experimental arts community for over

two decades. He has produced innovative
works of field recording and collage for 15
years, carefully concentrating the lyrical
power of the world we inhabit. Born in
1964 in Kanagawa, Japan, he studied oil
painting at the Tokyo National University
of Fine Arts and Music, where he received
an MFA. In 1994, he co-founded and ran
label WrK alongside m/s, releasing sound
art pieces from various young Japanese
sound artists, including his own. He cur-
rently runs labels "Skiti" and "edition.t".
Tsunoda's recorded works often take the
form of untainted field recordings - his
"Extract from Field Recording Archive"
series documents vibrations through solid
objects and air, and his CD "Ridge of
Undulation" features minimally processed
recorded landscapes and vibrations, with
sparse sine waves. Tsunoda has released
collaborations with Murayama Seijiro,
Sugimoto Taku, Yoshimaru Mitsuhiro and
Michael Pisaro, among many others.
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Kudo6 Taketeru
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Kudo Taketeru was born inTokyo in

1967 and graduated from Keio-Gijuku
University with a degree in literature. He
opened his eyes towards butd when he
first watched Tamano Koichi's show in
1989, following which he joined the com-

panies of Tamano Kéichi and Waguri Yukio
and worked with internationally-acclaimed
buto troupe Sankai Juku from 1995 to

1998. Kudd danced and choreographed

at Asbestos-kan under the direction of
Motofuji Akiko (the widow of butd’s co-
creator HijikataTatsumi) and formed his
own company Tokyo Gienkan in 1997. In
recent years, he has focused on perform-
ing mostly solo work throughout the world.

http://[www.kudo-taketeru.com/




