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Awazu Kiyoshi’s Theory on Visual Communication: 1955 - 1969 Kitade Chieko

Awazu Kiyoshi and Graphic Design

Awazu Kiyoshi joined the promotional department in Dokuritsueiga (film company) as a part-time worker
in 1954, where his first assignment was a poster for the Shinkyo-Gekidan theater company’s play /shikarigawa.
Fie) He instantly attracted attention when his poster for Give Our Sea Back," 792 Awazu's very first entry in the
Japan Advertising Artists Club (JAAC) exhibition, received the JAAC Award in 1955. His posters Nekrasov 19
and Waga Machi (Our Town),* which were exhibited at the JAAC exhibition in the following year, were
awarded Encouragement Prizes, and Awazu became a member of the JAAC.

JAAC was established in Tokyo in 1951 with the aim to promote artists specializing in advertising art. After
expanding its operations across Japan “as a national organization for designers working in the field of visual
design, that contributes to social and cultural prosperity while pursuing an improvement of design” in 1952,
JAAC started accepting submissions from the public in 1953. From around 1955, when Awazu won the JAAC
Award, he was joined in the list of award winners by such leading postwar Japanese graphic designers as
HOSOYA Gan, SUGIURA Kohei, WADA Makoto, KATSUI Mitsuo, TANAKA |kko, UNO Akira, TANAAMI Keiichi,
FUKUDA Shigeo and YOKOO Tadanori.® Amidst the fresh whirlwind in the realm of graphic design caused by
up-and-coming young designers, Awazu contributed to the realization of the first World Design Conference
to be held in Japan in 1960, being involved in the start-up of an executive/operating committee in 1959 as a
graphics representative.®

With this Design Conference in 1960, and subsequently, the 1964 Tokyo Olympics, preparations for the
Expo ‘70 Osaka, the graphic design exhibition “Persona” in 1965, and the breakup of JAAC in 1970, the 1960s
were an era of dramatic change and development in and around the design world. Awazu was involved in
the Metabolism group of architects that was formed at the occasion of the World Design Conference in 1960,
and in the design of signage for the Meishin Expressway, which opened in 1963. He was further in charge
of design of the Japanese pavilion and the “Expo-land” amusement park at the Expo '70 Osaka. Around
the same time, Awazu designed — next to posters and other graphic items - also sets for movies and stage
performances by the likes of SHINODA Masahiro and TERAYAMA Shuji, 799799 and was actively involved
in the launch of the quarterly Design Hihyo (Fudosha, 1966-1970) as editor in charge and contributor. In
addition, while organizing and participating in exhibitions and symposia, Awazu expanded graphic design
from advertisements, books and other print media to architectural dimensions such as murals and gardens,
and further even, to spatial design and text. At the same time, in parallel with his practical work, Awazu was
occupied with the organization of his own “Theory on Visual Communication.”

Shift in Perception: From graphic to visual
Shift in Perception F97) is a poster-sized relief that Awazu made in 1963, and that was featured in the “My
Idea” section of the 13th JAAC exhibition.®

Awazu printed a fingerprint onto the lower part of a white painted B1-sized panel. The fingerprint is Awazu's
own.® One section of the fingerprint was cut out and moved - indicated by an arrow — to the right next to
the image. From there, another arrow points down to a 9 x 9 cm square, on the left of which is a row of relief
plates one third, two thirds, and the full size respectively of that square, the surfaces of which are covered
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Fig.1
Awazu Kiyoshi, Ishikarigawa,
1954[poster + design]

Fig.2
Awazu Kiyoshi, Give Our Sea Back,
1955 [poster - design]

Fig.3
Awazu Kiyoshi, Nekrasov,
1956 [poster - design]

Fig.4
Awazu Kiyoshi, Waga Machi,
1956 [poster - design]
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Fig.5

Awazu Kiyoshi,Film '‘Double
Suicide at Ten no Amijimd'(director:
Shinoda Masahiro), 1968

Fig.6
Awazu Kiyoshi, Set and Masks for
INUGAMI, 1969
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Fig.7

Awazu Kiyoshi, Shift in Perception,

1963 [poster - design]

Fig.8
Awazu Kiyoshi, /zumo Shrine
Steel Gate, 1963

Fig.9

Awazu Kiyoshi, Tsuyama
Culture Center. Wall and Garden,
1965

with multiple undulating lines. The shape of the accumulation of reliefs of the same three patterns attached at
various angles on the upper part of the panel resembles that of the fingerprint below. An inscription next to
this fingerprint reads “sekkei no genkei (original design),” which suggests that Awazu regarded the fingerprint
as the “original design.” In his column “My Form” in 1963, Awazu remembers that he had been implementing
design using fingerprints “since four or five years ago,” as he “seemed to find unknown facts of life by silently

"® | would like to compare this viewpoint of Awazu, who

watching the infinite motion of black and white lines.
detected in his own fingerprint the potential of “original design,” with the purpose of visual design formulated
in the “Introduction to Theory on Visual Communication” that Awazu published in the Musashino Art University
Research Bulletin in 1964.

“Introduction to Theory on Visual Communication” marks the beginning of Awazu’s speculation on the nature
of visual design after having encountered global views at the Design Conference. Here Awazu stresses the
independent and organic nature of the communicative function of the sense of vision, creates a world in
which visual design cannot be verbalized, and defines the discovery of new meaning in the invisible world as
“revealing.” The archetype of this he compares to a map, claiming that the map can function as an archetype
of visual design as soon as “a uniquely visual system is generated within the fluid process of transformation,”
presenting an inherent or subjectively derived, uniquely visual space/existence, different from the completed
function of objective communication. Awazu considers such subjectivization of objectified things to enable
a "shift of the coordinate axis from common experience to extraordinary perceptual experience,” and
thereby facilitate “new perspectives,” or in other words, “creation.” While further pointing out the aspect of
estrangement in the relationships between man and nature, and mind and matter since the birth of civilization,
he defines the direction of visual communication as clarifying the “awareness of the human being as a being
that is neither machine nor god.” “When looking deep down into the structure of the human being, one can see
an explicitly abstracted configuration.””

In light of the above, let me return to speculation on the “fingerprint.” Awazu likened the fingerprint to a “map
as an excellent translation of a spherical object on a flat surface, or a pattern visualizing invisible air currents
or meteorological phenomena,” and discovered that “electric waves and ripples of water, as well as geological
faults and mineral particles, are strangely similar to the inner structures of plants and various other schemes
in nature, humans and society.” He eventually begins to regard the fingerprint, which is “not exactly new”
as objective data, as an "actual shape,” and commences its transition into the realm of the extraordinary. It
certainly was in Shift in Perception that he suggested as “My Idea”, the idea that the possibilities and methods
of visual design lie in such “shift in perception,” referring to the shape of the fingerprint as “original design.”

Around the same time, Awazu designed an steel gate for the lzumo Taisha Shrine’s treasure house, designed
by KIKUTAKE Kiyonori.¢® While Awazu’s involvement with architecture dates back to his participation in
the Metabolism group that declared their foundation in the form of a book at the World Design Conference in
1960, it was this steel gate that marked his first work on an actual architectural object. Basically abstract, the
design of the door with its undulations and intersections of ripple-like streamlines is at once reminiscent of
such natural phenomena as clouds, water or air, while the use of steel conjures the image of flowing energy.
The mural relief Awazu created in 1965 for the Tsuyama Culture Center shares the same subject matter, and
was made by the same approach as the lzumo Taisha's steel gate. In order not to spoil the character of the
concrete, Awazu drew lines directly onto the large wall surface, and assembled a design in which planar units

created through severalfold lines overlap.99
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Graphic design exhibition “Persona” (1965)

Up to this point, Awazu’'s design, like that of Ben SHAHN for example, had been based on illustrations
depicting concrete human figures, but evolving from the fingerprint, from around the time of the 1960 World
Design Conference he shifted to design methods mixing concrete and abstract elements, such as creating
shapes by repeating or layering parallel flowing lines, depicting clusters of hands or eyes, juxtaposing
various name seals, or combining such elements with human bodies, heads or hands. Multiple parallel
lines, geological layers, particles, dots, stains, maps-- A first overview of Awazu’s original design that was
established by all these things was provided in his works shown at the graphic design exhibition “Persona.”
The “Persona” exhibition was held at Ginza Matsuya on November 12-17, 1965, with Awazu allegedly being
the driving force in terms of planning and realization.® Asked to suggest a name for the exhibition, KATSUMI
Masaru is said to have pointed out that “persona” is “the root of many words expressing individuality and
personal character,” and suggested “Persona” as a title for the exhibition while stressing the inevitability
of social groups “built upon the personal characters and skills of its individual members” rather than being
places of "anonymous creation” or “suppressed individuality.”® There is little material documenting the
exhibition, and an index of featured items have not been found. Exhibited works included 33 sheets of
almost square paper printed with images and texts.""” These can be considered as representing the basic
components of Awazu's original design language. A file of Awazu’s handwritten drafts with a cover reading
“Persona: international exhibition of graphic exhibition in Tokyo” and “Awazu Kiyoshi 1960 — 1965 — " contains
specific plans of 15 out of the 33 designs, with names of persons that Awazu had been in contact with added

Fig.10

next to each title.! ) On another page is a list of 16 names, under a headline that translates into "To my

Fiel) These “friends” are people from various fields, including musicians, poets, critics, graphic

friends.”t
designers, filmmakers, architects, novelists and other creative individuals that supposedly excited Awazu’'s

curiosity and inspired him to “promenade” in a “process of transformation.”

Assemblage and Environmental Art: Spatial expansion and reproduction
through printing technology

The “Theory on Visual Communication,” a transcription of the contents of Awazu’s lecture given in 1968,
contains several examples of Awazu’'s advance of a “unique systematization of visual communication” in pursuit
of his goal of a “visual revolution” that he had set up in the ” Introduction to Theory on Visual Communication.”
Premised on the principle of printing, here Awazu makes further explorations into new possibilities in visual
communication. He refers once again to the maps made by Herbert BAYER, and acknowledges his influence
as a pioneer in terms of "expanding his territory rather than limiting his work as a designer to one specific
field,” with a “realm of vision extended from flat surfaces to temporal, material and environmental aspects.”
Defining the characteristic quality of Bayer’'s maps as “covering the meanings of things while translating
them into totally different forms of expression,” Awazu suggests that graphic design requires a fundamental
synthesis of visual communication based on the “conditions for determining how to reconstruct objective
facts,” and accordingly attempted to "develop the ideas of graphic design a little bit further by applying them
within such things as moving images or spaces, without relying on printing technology.”""

Two murals designed for the “1st Japan Art Festival: Japan 1960s” that was held from March 21 until
April 23, 1966, at New York’'s Union Carbide Building seem to exemplify this attitude. For the production of
the “two large murals” he was commissioned to design on Japanese traditional themes, Awazu purchased
several hundred magazines published between 1958 and 1963, and composed in two images a "Japan that
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Fig.10

Awazu Kiyoshi, Drafts
for International exhibition
of graphic design in Tokyo
‘Persona’, ¢.1965

Fig.11

Awazu Kiyoshi, Drafts
for International exhibition
of graphic design in Tokyo
‘Persona’, c.1965



From Graphic to Visual

Awazu Kiyoshi's Theory on Visual Communication

Fig.12
Awazu Kiyoshi, Japan Art Festival
Dynamic Photo Assembly, 1996

Fig.13

Awazu Kiyoshi, Holiday on Print
(Design for 8 Projections), 1968,
Sogetsu Art Center

Fig.14

Awazu Kiyoshi, Expo 70 Symbol
Zone Theme Pavilion: 192 screen
‘Mandala-rama’, 1970

Fig.15
Awazu Kiyoshi, The Environment
for Four Projections (A), 1968

manifested itself where everything was cut into pieces”. 9"

) One of them revolved around technology as
a subject matter, the other around energy, in an attempt to illustrate an "environmental Japan completely
different from the Japan represented by Ise and Izumo.” Awazu enlarged images “montaged in a parquet
style” into a picture about 25 centimeters high and 30 centimeters wide. Through this process, he realized
that he could get “an unexpected, accidental effect when gathering all fragmental aspects of Japan together,”
and emphasized the definition of the "procedure of recomposing.” He went on to repeatedly implement design

non

methods involving the procedure of recomposing single parts such as "hands only,” “feet only” or “eyes only”

extracted from existing print media, and thereby opened up new possibilities in visual communication.'?

Multiple Projection: *ex’pose / Release All Senses

Concurrently with the launch in 1968, Awazu developed "ex’pose” at once in the two different dimensions
of magazines and spaces. First of all, there were two magazines. The January 1968 issue of SD featured a
set of gravure pictures as part of a special feature titled “Approach to the Theory on Tactile Environment.”
The spreads that began with an image of a woman covering her naked body with a piece of cloth, and

nou

superimposed with a photograph of a skull, along with the slogans "makurihirogeru (expose),” “release all
senses” and “go!,” appeared like mandalas of contemporary society with infinitely spreading information
arranged in intense, massive spaces that were monochromatically printed in scarlet, purple and indigo
respectively.""® Published in volume 5 of the quarterly Design Hihyo (February 1968) was a text with the title

“bara - bara - bara + *ex + pose’ — No tomorrow for us,” at the end of which Awazu declared:

In all expressive fields, I resolve to remove not only the boundaries among forms of expression; I will remove class, category,

disparity and the hierarchies that have appeared in art. And “expose” that!'¥

Aiming to make his audience feel with all body senses the extension of visual experience triggered by the
acceleration of the computerized network society, and the increased range of human activity, Awazu applied
his graphic design in the form of multiple slide projection. In Holiday on Print (Design for 8 Projections), 9™

ux

shown at the symposium “*ex-pose’68” on April 7, 1968 at Sogetsu Kaikan Hall, the space was irradiated by
reassembled and re-edited images that were replicated yet disconnected from their context in the magazine.
As the eye tries to grasp these images, they immediately disappear again in the light and darkness together
with the flicker of the slides. This was apparently accompanied by the impromptu sound of HARA Hiroshi
and a number of other speakers Awazu had invited to participate in the symposium, turning the channels of
"three radios and two TV sets” placed on the stage.”"® NISHIGAKI (formerly Hirate) Yasuko, at the time not yet
Awazu's official assistant, remembers how Awazu and IZUMI Shinya went out and bought magazines from
used book stores, and boldly cut out photographs from the pages as part of their design preparations for the
Expo '70 Osaka. She further testifies that, under Awazu’s direction, she prepared the slides for this multiple
projection, and placed them into the projector’'s carousel. This multiple projection represented a preliminary

(Fio-1% that Awazu eventually completed and exhibited in the “Symbol

stage of the 792 screen “Mandala-rama”
Zone” at the Expo '70 Osaka.™®

In August of the same year, Awazu presented another multiple projection, The Environment for Four
Projections(A), unveiled at the exhibition “Trends in Contemporary Japanese Art” at The National Museum
of Modern Art, Kyoto. @™ |n this video installation making use of the exhibition space’s entire rectangular
area, twelve screens were suspended from the ceiling, onto which images were projected from four slide

projectors on each of the four walls. MATSUMOTO Toshio, who had shown his first multiple projection For My
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Crushed Right Eye (tsuburekakatta migime no tame ni) at the aforementioned “*ex'pose’68,” commented on The
Environment for Four Projections(A) by valuing especially the fact that, while displaying traces of the distinctive
lines, figures and colors of Awazu's images, the "visuals are entirely composed of 35 mm slide positives made
from previously printed images,” whereas the “perspective of repetition, transformation, and reconfiguration
of quotation fragments and contexts is extended to the relationship between the different media of print and
imagery,” to ultimately create “reproductions of reproductions” that stimulate the viewer’s intellection./'”
Through such activities, Awazu Kiyoshi continued to examine and apply the multifariousness and
transforming nature of graphic design within the relationship between humans and spaces (environments).
The publication of Awazu’s “visual communication theory” in the form of a book in 1969 marked the end of one

chapter, and the start of a new era that began with the Expo '70 Osaka and the breakup of the JAAC.

Note

1. This poster of a fisherman’s appeal was made after having witnessed the situation of a fishing village bereft of the sea as a US military firing range
during a visit to Katakaimura in Kujukurihama, Chiba, in 1954. Awazu patchworked the fisherman’s kimono out of old clothes that Awazu himself used to
wear as a child.

2. Awazu joined the central committee in 1960, and became a key person of the Japan Advertising Artists Club (JAAC) as a judge from 1962 until
quitting this post in 1969, the year prior to the breakup of the JAAC

3. Young designers at the time met up almost every night to discuss the future of graphic design. For a more extensive description, see also the
interview with Sugiura Kohei on pp.90 - 92.

4. There appears to exist no index of works featured in the Japan Advertising Artists Club (JAAC) exhibition. Details regarding Awazu Kiyoshi's
participating in the JAAC exhibition are based on articles on the exhibition in magazines such as Design (Bijutsu Shuppan-sha) and /dea (Seibundo
Shinkosha)

5. The fingerprint used for Shift in Perception coincides with an illustration in Awazu’s column “My Form” that begins with the line “This is my fingerprint--"
(Yomiuri Shimbun, evening edition, February 23, 1963)

6. Column “My Form” (Yomiuri Shimbun, evening edition, February 23, 1963)

Fingerprints frequently appear in Awazu's posters after 1958. In a photograph taken in 1957, Awazu can be seen standing with Sugiura Kohei and
Hosoya Gan in front of an enlarged picture of a fingerprint. (Awazu Kiyoshi Works Vol. 3, Kodansha, p.197)

7. “Introduction to Theory on Visual Communication”, in Musashino Art University Research Bulletin, 1964, p.84

As mentioned by Awazu himself in his writing, his theory shows a strong influence from the book The New Landscape in Art and Science by Gyorgy
KEPES that was published in 1956 by Paul Theobald and Company. Sugiura Kohei points this out in his interview (p.91) as well.

A photography exhibition with the same title was shown in 1960, and in 1965, Bijutsu Shuppan-sha published a complete Japanese translation

8. Awazu Kiyoshi Works Vol. 3: Environment and Art, Kodansha, 1979, p.199

9. Persona: Exhibition of Graphic Design in Tokyo 1965 (exhibition catalogue), 1965, p.5

The exhibition featured works by eleven young Japanese graphic designers — Awazu Kiyoshi, FUKUDA Shigeo, HOSOYA Gan, KATAYAMA Toshihiro,
KATSUI Mitsuo, KIMURA Tsunehisa, NAGAI Kazumasa, TANAKA |kko, UNO Akira, WADA Makoto and YOKOO Tadanori — as well as five specially invited
creators: Paul DAVIS (USA), Louis DORFSMAN (USA), Karl GERSTNER (Switzerland), KAMEKURA Yusaku, and Jan LENICA (Poland).

10. Regarding existing items, the collection of the Musashino Art University Museum & Library includes a total of 22 pieces that are similar in kind,
but different from the items in the collection of the 21st Century Museum of Contemporary Art, Kanazawa. The 33 items in the latter's collection were
contained in a vermillion paper-made case — the same color and material as the exhibition’s catalogue.

11. Awazu Kiyoshi, “Theory on Visual Communication” in Design no Ryoiki: Gendai Design Kouza=4, Fudosha, 1969, pp.91-152

12. ibid. pp. 140-141

13. “Gravure + Makurihirogeru (EXPOSE)” in SD, January 1968 issue, pp.9-32

14. "bara - bara - bara + *ex + pose’ — No tomorrow for us” in Design Hihyo No. 5 (February 1968) Fudosha, pp.12-25

15. “8 Projection Design - Holiday on Print: composition and direction by Awazu Kiyoshi photograph by Hirate Yasuko,” is listed within the second
installment (April 15) of “ex - pose’68 Nanika Ittekure Ima Sagasu (Say Something Now, I'm Looking for Something to Say)” included in “Banpaku and
Anpo - EXPOSE - 1968 All Documents” in Design Hihyo No. 6 (Fudosha, July 1968). Furthermore, a photograph with the caption “Symposium + EXPOSE'68
‘Nanika Ittekure Ima Sagasu Nanika Ittekure Ima Sagasu’ ‘Holiday on Print’ by 12 Slide Projectors 1968” on pages 104-105 of Awazu Kiyoshi Works Vol.
3. Environment and Art (Kodansha, 1979) could be identified as having been unveiled at the second symposium “Henshin Aruiwa Gendai Geijutsu No
Kareina Boken *ex - pose’68” in July. (Cross-check with the Sogetsukai’s archival documents)

16. Interview with Nishigaki Yasuko on February 11, 2016

17. Matsumoto Toshio, “Graphic and Film" in Fukufkusei ni Shinro wo Tore. Kiyoshi Awazu Retrospective: Re-Reproduction (exhibition catalogue, Kawasaki
City Museum, 2009), p.83
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