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Explanation of Trace by Yutaka Hirose

The editorial concept of Nova+4 is "harmony with the field," Nostalghia is "space and fusion,"
and the editorial theme of Trace is "space guided by and in response to the traces of time."
LP(CD)1 captures the shifting changes from morning to night outside oneself, while LP(CD)2
represents a journey within an inner dream.

[Trace] CD1 follows the development of Nova+4 and Nostalghia, while [Trace] CD2 uses the
same technique, but with a completely different sound input structure. The two CDs were
created to question the trend of ambient music, healing, and new age music, and to construct a
three-dimensional soundscape of the cyberpunk landscape of science fiction ([Philip K.] Dick
and [William] Gibson) that | prefer.

[Trace] CD2 was produced mainly as a stereophonic soundtrack for a science museum, which
may have been reckless at the time (and impossible today).The last part of the Nostalghia LP
represents [my] assimilation into new age music. And the last part of Trace is structured in
contrast to that vector. The title "Sound Design" was purposely chosen to indicate the range of
possibilities for designing sound, rather than the category of ambient music.

Nova+4, Nostalghia, and Trace are a trilogy of [my] 80s works that were being edited
concurrently in 2017 when Nova+4 was scheduled for reissue. Initially, Trace was scheduled to
be released after Nova+4, but the Corona fiasco shut down all European functions and put a
stop to the mastering status.This is why Nostalghia was released in Japan first. As a result,
Trace became the last in the trilogy, which | consider a good thing.

TraceDfE:R

Nova+4DimEI T A 174 —)L KEDFEFI . Nostalghiaht TZEEME] . FLT
TraceD#mET—< TEOEBICENMMIELT 5ZEMI & LTLP(CD)1 IZBSDONMIDEMN S
BROBYEDHLZEILEIRA. LPCD)2 IINENENHDREREKELTLET,



CD 1122V TI&. Novahm oNostalghiaz BEE L -FZDEEE L. CD 2 (XFEER L TT A A
VIV NTEBEECEABEILLES>TEYT, COBRICBELOHRICH 120 FUrEIY
F=IRETEE—Y Y (BL) »Za—IAPORNICHTIEME. BRDIFAHSF (T
499, FTVY) OYAN—NRU RSO ARBTEEET LI, CD2IIDWLWTIEEICHE
BEDIMNAREELE L THIELIZABRTAHRBFLELTY (SHLAHEE) EELGZLEZozhE LA
FH A, NostalghiaDLPDS A FANGEBEHEYDZ21—IA I 21—y IADRIEZERLTE
T, TLTTraceM S A MMEZDARY MILEITHBHLGHEEIZE>TVWET, HATYIU T
HFALVEESIZA MLEFHITEDRITVEIY b GREEER) OHEBTEILKEEZT A1 UT
BUHEEDIEERT =HDR A FILTT,

Nova+4. Nostalghia, Tracel&NovaDBEFEMNRE > -2017FICEFETT 5L D ICREFEZE
T TWEIEHESOFENR S EIETT . L¥IEXNova+dDEIZTraceDFFTMNRE > TE L=
20T BEETCHNOETORENELELIRZ YD TDORETRA by FI2BYELIZ, Z0DF:
®NostalghiaNEICBARTHEFTEINFE Lz, ERMICTraceN3FENDS A MG >T=DBH T
RN EB->TULET,

NOSTALGHIA
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MR: It was exciting to learn how informed your work is by free improvisation.
Pauline Oliveros has said her improvisations “center on reflections, in both
senses of the word: acoustic reflections as well as visual reflections from a mirror
or surface, and then reflecting on the material in a contemplative way.” How does
memory space factor into your process for creating “sculpture of time by sound”
as you’ve called it?



YH: In "Time Sculpture by Sound," the moment the concept of sound is determined, the process
of replacing the flow of air and time with sound becomes a process. In this process, | believe that
my original experiences are expressed as sound memories. The original experience is the
soundscape of the countryside where | spent my early childhood when | was still young. |
improvised on various electronic instruments and created this soundscape through the process
of cutting up and reconstructing the accumulation of these sounds.
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MR: How linked to architecture were your compositions for Sound Process
Design? Did you collaborate with architects and designers directly, or were your
site-specific compositional choices more informed by spending time in these
spaces?

YH: The sound creation process at Sound Process Design involves participation from the basic
design of the building. First, we understand and absorb the concept of the building, and then,
while considering the image of the sound, we put the speaker positions for the multi-speakers
into the building drawings. This was followed by the sound design based on the drawings. Once
the tones were determined, we improvised on the multi-tape while inputting the tones, then
decided which tracks to delete and which to keep alive, created the sound field, and decided on
three to four sound groups to be combined.
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MR: When composing soundscapes for museum exhibitions, what were some
surprising ways you found yourself responding to that thematic content?

YH: Sound design for a museum— first a sound concept is determined. | then simplify that
concept further in my mind and choose various sound sources to build up. Then, when the build-
up is maxed out, | eliminate the unwanted sounds. By simplifying the concept without
complicating it, | was able to increase the degree of freedom in sound design.
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MR: | noticed that “Fluctuation” hovers closely around a tonal center of D. There
are numerous and varied shifting textures within the piece that create a kind of
dispersed pointillism with this tone. Experiencing a multichannel version of this



could sound like a kind of tuning of the space. How does tuning, or using resonant
frequencies as a compositional tool figure into your practice?

YH: No acoustic instruments are used, but the following concrete sounds are sampled and used:
blowing bottles, tapping various materials, digging holes with shovels, rubbing metal together,
singing bowls, voice material, etc.
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MR: There is renewed interest in some of the earlier digital FM synthesizers used
in the 80s and 90s. What about these sounds has aged well?

YH: The more you work with early digital FM synthesizers, the more attractive their sounds
become. The first song on Trace, reflection, was created using only the FM synthesizer, and the
sound flow was created by recording one note through an effects pedal, recording it through
another effects pedal, and mixing it by shifting the pitch slightly.
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MR: What role does melody have in your work?

YH: As for sound design, my main focus is on composing sounds as dots or groups of sounds. |
am not particularly conscious of melody. They emerged derivatively from time to time.
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MR: In “Looking Back at the Past”, a voice is introduced, sounding like what could
be a train announcement. How often do you incorporate field recordings in your
work, and what are some ways you process this raw material?

YH: At that time, | used to record while walking around with my recordable Walkman whenever |
went on a trip. Looking Back consists of sounds from the city of Kathmandu. Nova+4 is made up
of sounds from a fishing village in Japan. There are others, but | think only about 20% of them
are realized as a work of art.
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MR: Mixing these sounds for stereo seems like a challenge! How did you approach
arranging for the stereo field after conceiving the piece for multichannel site-
specificity?



YH: In order to replace this work in stereo, | once erased from my memory the free combination
of sounds in the multitrack, imagined the story of the composition of the sounds, and determined

and arranged the localization and time axis of each track. Therefore, | consider multi and stereo
as two different dimensions.
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