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INTRODUCTION




About Le French May

FEREERA

Established in 1993, Le French May is one of the largest cultural
events in Asia. With more than 120 programmes presented across
two months, it has become an iconic part of Hong Kong'’s cultural
scene that attracts approximately 2 million visitors each year.

The objectives of Le French May are to touch everything, to be
everywhere and for everyone.

To touch everything by showcasing the most diversified art forms:
from heritage and contemporary arts, paintings and design, to
classical music and hip-hop dance, cinema and new circus.

To be everywhere by bringing performances to various venues
and districts, including the unusual and unexpected: from cultural
centres and shopping malls, to public spaces, the racecourse and
Victoria Harbour.

For everyone because the Festival aims to reach out to the entire
community by developing educational programmes, talks, guided
tours, workshops and masterclasses, including those that directly
benefit the young and less-privileged.

For 23 years, Le French May has been both truly international and
distinctly local and wishes to contribute to the unique appeal of

Asia’s World City.

Le French May received the “Gold Award for Arts Promotion 2008”
from the Hong Kong Arts Development Council.
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BEYOND THE SOUND

by Anne Laure Chamboissier

The exhibition Beyond the Sound, conceived as a dialogue
between French and Hong Kong artists, is an invitation to an
acoustic journey in the field of creative art by way of various
systems: sculpture, installation, video...

The notion of listening is central to the context in which the
exhibition is incorporated, which is to say the metropolis of
Hong Kong, where our ears are constantly bombarded by
sounds which, for the most part, escape our attention, and
ever rarer places of shared listening.

These artists are informed by common concerns whose
outlines | shall try to sketch around two huge topologies, the
acoustic landscape—the soundscape—and the perceptive
experience to which sound invites us, and whose boundaries
remain porous.

The soundscape concept was developed in the 1960s in
musical theory by the Canadian Raymond Murray Schafer,
and in particular in his reference book, The Soundscape, our
Sonic Environment and the Tuning of the World, published
in 1977. According to him, the soundscape describes what
fashions and composes a landscape from an acoustic or
sonic viewpoint, aesthetically, historically and geographi-
cally as much as culturally. The practice resulting from this
concept is called field recording. A practice re-enacted by
artists as part of installation arrangements and offering an
augmented and poetic reality of a given territory.

In 2010, Pascal Broccolichi designed Table d’harmonie/
Sounding Board, a piece produced in different versions in re-
lation to the context of the place in which it is installed, while
at the same time proceeding from the same mythology in

the production process. After Rennes (France), Jigon (Spain),
Courtrai (Belgium) and Riga (Lithuania), a new version of the
work is being made in Hong Kong. In its installation, the work
is being organized in two stages: the underwater record-

ing in Victoria harbor and the installation of the visual grid in
which this sonic matter is incorporated. Two landscapes are
thus drawn, a soundscape and another visual scape, which
intermingle and lead the spectator to his/her own listening
experience.

Cédric Maridet’s works are usually based on a specific
socio-cultural context as is illustrated once again by this
installation titled Parhelia, a stage in a larger work currently
being developed. After a residency in October 2014 in the
Svalbard archipelago, formerly called Spitzbergen, he went
to the ghost town of Pyramida. Used to recording urban and
subtropical environments, he was faced with a new situation,
that of a windswept desert.
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The typical feature of wind is that it is not acoustic or sonic
as such, and only becomes sonic when it confronts other
elements. Through recordings using different microphones,
and confronting them with elements found on the spot,

he tried to single out a certain variety of sound, and para-
doxically offers us, through this installation, an experience
marked at the same time by the absence of sound.

Edwin Lo, hailing from Aberdeen and a family of fishermen,
has been influenced since his childhood by the acoustic
and sonic memory of that part of the world, translated by
Sea Wall. After making recordings of Aberdeen’s west dyke
at different periods, in the end he decided to keep just the
material quality of the sound of boats and more particularly
the noise of their engines, and the throbbing of ships... In
this installation, the listening apparatus chosen by the artist
involves headphones putting the visitor in a situation where
he/she privately receives the sound.

With the Piece Jing Ting, Joe Chan also finds the source of
this work in his own personal history. Hailing from a rural area
in Yuen Long district, he lived in a traditional Chinese house
and focused his attention, on rainy days, on the sound of
raindrops drumming on the roof tiles. The system devised is
that of a sculptural installation borrowing the structure of the
traditional roof, beneath which the visitor is invited to take a
seat and share with him his experience which here, too, has
to do with intimacy and privacy.

The process of recording sounds in a given place, which
goes hand-in-hand with a task of composition, is an ap-
proach that we also find in Eddie Ladoire’s work. In Hong
Kong, he offers us a fourth opus of his piece titled Intimacy,
in which the distinctive feature is that it has been conceived
in relation to a given architectural place. Starting from the
actual exhibition venue, i.e. the Comix Home Base in the
Wanchai district, and using previously drawn up specifica-
tions, he proceeds to make a recording of the place, be it on
its edges or inside it. These sound fragments, frozen in time,
are then mixed with electro-acoustic compositions made,
among other things, of micro-fictions, and conversations...
Wearing headphones, visitors are invited to stroll throughout
the place, where they will then waver between reality and
fiction.

With the piece Many Small People/Viele kleine Leute, Jasper
Fung compares two geographically different territories. This
sound piece is composed of recordings of protest events in
Hong Kong and at the site of the old Berlin wall in Germany.
With these sound fragments, which are overlaid on each
other, the artist creates a non-existent soundscape, but one



where certain historic events, inherent to each one of these
places, seem close to him.

For many years, the video-maker Pierre-Jean Giloux has
worked closely with the composer Lionel Marchetti. With
Invisible Cities, he focuses this work around the megalopolis
of Tokyo. And using a long tracking shot, he gradually takes
the onlooker from a real city towards new virtual urban forms.
The sound work emphasizes these different metamorphoses,
and paces the progress actually within the landscape, using
sounds recorded by Lionel Marchetti while photos are being
taken, and videos filmed. The artist and the composer have
thus played on the same parameters, starting, that is, with
recognizable referents and extending them towards more
abstract forms.

Using perceptibly different processes, each one of the art-
ists offers us varied sound topographies of places. What is
involved, for them, is not the mere fact of documenting them,
but rather inviting the spectator to concentrate on the inner
world of sounds. Work on the soundscape thus becomes,
strictly speaking, a work on perceptive plasticity.The percep-
tive experience which sound invites us to take part in is one
of the other important parameters of the show; here again,
the question of listening is central.

As in many of these works, Cécile le Talec explores the
perception of space in its sonic dimension with Panoramique
Polyphonique. The first approach to this architectural ar-
rangement (impressive sound tapestry) is first of all visual. It
is necessary to negotiate the threshold of this architecture so
that a movement detector will trigger a sound track, com-
posed of recordings of “vibration songs” of the earth and
“songs of the stars”. Headphones, which are available, con-
tinuously diffuse the sound of a musical composition made
using bird song and whistled words. Visitors are confronted
with an experience that is both auditory and perceptive, in
which different kinds of sounds are superposed in one and
the same space.

Pierre Laurent Cassiere is interested as much in the field of
art as in the science which fuels his research. In his works,
he likes playing with the limits of perception, as is illustrated

by TACT? and Distorsions, with diametrically opposed physi-
cality.

The former plays with a form of invisibility, with the vibration
of the wall only being perceptible through the sense of touch.
The latter comes across through its sculptural presence
composed of three mirrors hanging vertically from wooden
supports, with their steel sheets adopting different vibratory
states which fragment, blur and multiply the reflections. The
artist invites the visitor not only to hone his attention to the
sound but also to confront it in a bodily way.

This is also the case with Bertrand Lamarche’s Untitled. In
this installation, the artist explores the acoustic and vibratory
effects of different elements: an amplifier and two loud-
speakers, one of which is connected to a turntable by a wire
several yards long, on which a dub plate—a fragile disk made
of acetate—spins. By means of jolts, the vibrations emitted
on the surface of the loudspeaker cause the wire to undu-
late, like an oscillogram, which the arm of the turntable keeps
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in an uncertain equilibrium, on the verge of groove jumping.
The space is thus invaded by an atmosphere that is at once
throbbing and disconcerting.

Pierre Bastien and Phoebe Hui focus on the acoustic proper-
ties inherent to objects and invite us to a perceptive experi-
ence of sound centered on the attention paid to on the face
of it commonplace objects, belonging to the daily round,

and the way we hear them. In Pierre Bastien’s Paper Orches-
tra, the paper becomes the central element of an automatic
fourteen piece orchestra. Under the action of bellows and
fans, the orchestra rustles, clicks, dances and amplifies the
sounds, to which are added paper drums as well as organs.
The artist invites us to an auditory, musical and poetic expe-
rience.

Where Phoebe Hui’s Vexation is concerned, in which the
sculptural arrangement also stems from the instrument, it
has been devised to play Erik Satie’s piece Vexations (1893).
The artist relies on drawing equipment by playing on its
acoustic properties. The different tones are obtained by vari-
ations of pencil shades on the sounding board. The contact
between the sound circuit and the pencil marks produces an
audible music.

Pastoral Music of Samson Young is a set composed of works
of various kinds: a score and a video record of a perfor-
mance Nocturne. For his performance, he collected video
footage found of night bombing (Gaza Strip, Isis, the Gulf
War, etc.) from the Internet. These videos muted, the artist
recreates, in real time, the sound of explosions, gunshots
and debris as realistically as possible, using household ob-
jects and techniques « live-Foley ». He plays with the sound
properties of some objects to make a reconstruction of
events politically charged.

The multifaceted work of the visual artist and musician
Rainier Lericloais mainly explores the links between visual
arts and music. And even if the works Journal and Abstrakt
are noiseless, they also talk to us about the material nature of
sound through the trace left over by the recording, and about
the experience of listening through the idea of reproduction.

While trying to make the works in the exhibition dialogue
around two major topologies, the boundaries for some of
them turn out to be extremely porous. The sound art field is
actually, by its very nature, hybrid and interdisciplinary, which
goes to make a rich and complex world. The issue of the
acoustic and the visual is intrinsically connected by the men-
tal projection introduced by sound. And its above-mentioned
different arrangements often propose specific modes of
listening. On this stroll through the show, spectators are thus
confronted with their perceptive habits in order to open up
the field to new cognitive and sensory spaces.
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Panoramique Poliphonix, 2011.
Weaving, cotton, wool, silk, bamboo son, son photo Lumi-
niscents

Production : Cité International de la Tapisserie
d’Aubuisson, Courtesy School Gallery, Paris

This installation is a woven and acoustic architectural
arrangement. When the spectator enters the structure, a
movement detector triggers a sound track.Audiophones
(earphones) are woven and visible in the tapestry, continu-
ously diffusing the sound of a musical composition which
is made using bird song and whistled words.
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Interview with
CECILE LE TALEC

You’re developing your work on sound through various
systems and arrangements which stem from installation
and sculpture. This question to do with the perception of
space in its acoustic dimension seems to be recurrent in
your work. Could you explain for us why, based on two
precise examples?

The issue of space has in fact been recurring in my work for

many years. When | produced my first sound works in 1995, 10m3
d’espace sonore/10 sg.m. of sound space, the issue of the percep-
tion of space in an acoustic dimension was already present. That
sound sculpture was presented in the form of an architecture mea-
suring 2.5 x 2.5 x 2.5 metres. A black cube whose sides are made
of reflecting black barrisol film are drawn tight on metal stretch-
ers. Inside the closed, dark space, a looped magnetic sound tape
broadcasts the sound of the structure’s touch. | wanted to let
people listen to the touch of the architecture in which the specta-
tor was immersed, and offer a blind experience of an architectural
cell. The sonic translation of a three-dimensional space represents
a first phase in my research. The issue of listening to a sound that
projects a mental drawing or an image through the experience

of touch still interests me today. The memory of a piece of mu-

sic or a noise brings on a state of momentary blindness. Eyes in
vagueness, the ear in suspense, the silent inner music: alexism. |
recently made a video film titled Fugue in which you see, projected
on a black screen, the two hands of a pianist playing a JS Bach
score, performing in silence and with no keyboard,. The hands are
covered with white paint and each finger leaves a trace, a mark in
the place where the keys are touched.

The drawing is created by skimming over the invisible keyboard, the music
can’t be heard, but it’s perceptible by the music-loving viewer who’s
acquainted with the score. In those two works made 20 years apart, one
and the same question is raised: letting sound be touched and seen by the
body in silence. Architecture, landscape, and objects are all the spaces,
media and boxes of noises, sounds and notes.

For several years you’ve also been imagining the issue of
sound through the question of language or more exactly
non-verbal languages. You’ve undertaken this research
during numerous journeys abroad: Mexico, China... I’'d
like you to talk about this too.

What interests me, as an artist, is the possible meeting between
music and language. Music makes it possible to communicate
without words. Whistled language is a language that contains
them all: spoken tongues and languages sung by birds. Sound and
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space have always represented basic areas of exploration in my
artistic praxis. My sound works, sculptures and installations prior
to the “discovery” of language as matter, sought, initially, to let
people hear and perceive the space, architecture and environment
in which they were incorporated. Then the voice appeared to me
like a form of inexhaustible matter with nothing less than a plastic
and poetic potential.

| started to work on whistled language—silbo goméro—some fif-
teen years back. The discovery of this language helped me to see
the issue of language in a musical dimension. Whistled language is
a proto-language. Now, proto-language is music. The language of
birds spoken by human beings: between music and words. It is the
only language in the world which uses the topography of the terri-
tory as a sound box. The transmitter and the receiver of whistled
messages must obligatorily listen closely to the world roundabout
because their geographical remove calls for an absolute concen-
tration on peripheral acoustic details and events.

These mysterious whistled languages, defined as “mirror” lan-
guages by scientists, all refer to spoken languages: Basque in the
Pyrenees, Spanish in the Canary Islands, Buyi in China, Chinantec
in Mexico, and Turkish in Kuskoy. Whistled words are a melodic
transposition of words uttered in the original tongue. Words are
kinds of amplified phonemes.

I’ve produced many sound and musical works around and with
whistled language: video films, concerts, performances, and
installations. The issue of language, its musical transposition, and
the different forms of transpositions and writing form an inexhaust-
ible matter for research and creative work.

The polyphonic panoramic installation was produced by
the Aubusson Cité Internationale de la Tapisserie [In-
ternational City of Tapestry]. How did you conceive this
project? Where do the different sound sources come
from, in which the spectator is invited to immerse him-
self?

The tapestry project that | produced as part of the call for projects
at the Aubusson City of Tapestry is part of the extension of my
previous works: sculptures, installations, sound instruments and
devices. After carrying out a lot of research (historical and artistic)
into the specific features of the Aubusson tapestry, | immediately
realized that these works had a close connection with music, both
at the level of representations (musicians, thousand-flower birds)
and at the level of their manufacture.



EQUIVALENCES AND TRANSCRIPTIONS

The formal and technical links between the gestures associated
with the interpretation made by the musician and the loom setter
are very close, and even at times similar. On the other hand, the
vocabulary is also, sometimes, identical (weft, score, song, flute,
harmonies). The musician performs a musical score based on a
graphic writing, while the loom setter interprets a “score-image”,
with the staves written or coloured... In both instances, the
performers or players match the sounds and images. These two
forms of transcription refer us to the immateriality of music and of
the image projected. The loom is to the harp what the bow is to
the string.

THE MOTIF

A lot of tapestries depict musicians and birds, they conjure up
music in shadow. The melody forms a constant environment so
as to project the spectator into a celestial space that’s harmonic
and outside time. The landscapes in which the “figures” are
incorporated are represented in the background and often in a
diagrammatic way (mountains, hills, rocks). I've noticed that these
landscapes looked like the acoustic spectrograms obtained by a
digital analysis of frequencies. So I've decided to dwell on these
“spectral” forms in the background as the representation of an
acoustic and musical environment. Because the word, the voice,
the song and music all “inhabit” these tapestries, but without
being audible, | wanted this accompanying landscape (a kind of
choir) to form the main and only image of the representation. So
what is presented, in the form of a panoramic mountain, is nothing
other than the form of the sound...

THE MUSIC

In order to “manufacture” this soundscape, | recorded bird songs,
which are visible in a recurrent way in the tapestries (nightingale,
titmouse, blackbird, dove...) as well as whistled words, so as to
make a sampling of melodies for the production of a sound and
musical composition. This sound model was then digitally ana-
lyzed in order to create an acoustic spectrogram. This latter takes
the form of a mountainscape.

This drawing produced by the waves and sound frequencies of
the whistles incarnates the hidden dimension of the bird song and
makes the material quality of the music visible. The sound of the
bird song is not only evoked and suggested, but “monumental-
ized”. The image of the soundscape forms the essential and only
object of the representation. This panoramic landscape unfurls
over several metres in order to “project” the spectator into the
monumentality of an acoustic and visible environment. The land-
scape incarnates and materializes a universal melody: the words
of birds. The music is translated into imagery, and the loom setter
is its silent performer.

THE ARCHITECTURE

As part of my research, I've been able to observe that, at the
outset, the tapestries had several functions: a function of thermal
protection, a function of social “representation”, a “decorative”
function... The tapestries could be moved and had a very close
relation with the architecture in which they were installed (dimen-
sions, proportions, forms), and sometimes they also divided the
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space in the form of “partitions”. Their supple shapes meant that
they could be rolled up and moved.

The tapestries might be defined as forms of nomadic architecture,
they contain the promise of their displacement... The tapestries
are also forms of supple and enveloping architecture, they are

the guarantors of an intimacy that is kept during movements

and changes of domicile. Carpets and tapestries refer to moving
house, those objects, pictures and architectures all represent the
idea of a perpetual residence that clings to the body. The tapes-
tries hanging in “interiors” envelop bodies, and protect them while
projecting them into a remote world. They propose a motionless
journey... the figures: characters and animals refer to narratives in
which all the senses are summoned.. This is why I've chosen to
present the panoramic tapestry project in the form of an archi-
tectural arrangement designed to the body’s proportions. The

ten square metres of this architecture tally precisely with the ten
square metres of the standard minimum living area per person
necessary for man (monk’s cell, meditation space, astronaut’s
capsule...). the spectator is invited to enter the tapestry space in
order to have the experience of a visual and acoustic immersion.

THE PANORAMA

The architectural form of the panoramic tapestry has been bor-
rowed from the architecture of the DIORAMA or OPTIC THEATRE,
on a scale in proportion with the body (& 2.20 m.). Dioramas of-
fered the spectator an experience of the image on a monumental
scale. In the 19th century, the panoramic “screens” of dioramas
were made with paint and presented panoramic landscapes in mo-
tion... These paintings/décors proposed a motionless journey. The
landscape painting was displayed like a décor, the landscape was
theatricalised... and by being transformed into a spectacle, the
landscape painting summoned all the senses...

THE ARRANGEMENT

The work “Panoramique Poliphonix” is a woven and acoustic
architectural arrangement. When the viewer enters the struc-

ture, a movement detector triggers a sound track. This 7-minute
composition was made using recordings of bird songs in gardens
and dialogues which | have written and here interpreted in silbo
goméro whistled language. The words whistled by people and
sung by birds respond to each other and question each other in an
impossible dialogue.
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