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Statement | MARUYAMA Shoya

The exhibition “Virtual Field Recording -Listening to the Voices of All Things—" comprises an installation centered on the practice of virtual field
recording within game spaces. Conventional field recording involves collecting sounds tied to specific times and places on site, creating an
indelible record of the relationship between the recorder and the surrounding environment. In contrast, this work invites viewers to move through
artificially designed environments and extract the sounds concealed within them. What is recorded is not objective environmental sound, but
traces of the act of listening itself: the paths the viewer takes, the sounds they attend to, the data they choose to extract.

This new form of activity raises fundamental questions. Where does my auditory world intersect with those of other people or living beings,
and where do they diverge? Real-world field recording is governed by chance, but here even that chance element is programmed. However,
within this framework, the resonances one encounters and the sounds one chooses to preserve are left to the viewer's own decisions. Virtual
field recording is a critical practice that illuminates how hearing underlies our perception of the world.

The sounds extracted in this work flow back into the venue, overlapping with the record of others’ listening experiences to form a new
sonic environment. It is not a polished musical composition or a chorus singing in harmony, but a pluralistic process continuously performed by
multiple participants at once. The orchestra that fills the exhibition is the polyphonic world itself, a world in which diverse things coexist.

Through this exhibition, | aim to reveal another reality that emerges only through attentive listening, and to explore what it means to listen to

the world and to share its resonances with others.
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Support: Project to Support Emerging Media Arts Creators 2024, Production Support Program for Creators in Japan
Game system: ISHIHARA Koh

World design: TAKAHASHI Yusuke

Furniture design: SHIMIZU Rinna

Equipment cooperation: Audio-Technica Corporation, Konel Inc.
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A participatory installation that explores the
experience of “listening to the voices of all
things” by tuning in to diverse layers of sound
found in nature, urban spaces, and human-
made objects within a virtual game field. As
players navigate the field using various recording
devices, the sounds they extract are played back
through speakers in the venue, reconstructing a
sonic mindscape in the real world. Through the
act of gathering sounds in a virtual environment,
the work invites reflection on the meanings and
possibilities of listening itself.
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This work invites the audience to listen to
archives of sound recordings collected by
players within the game environment. Even
when sharing the same surroundings, each
player’s paths and the moments they choose

to listen differ, leaving behind unique traces of
sound. What is captured here is not a record of
“objective sound,” but a record of the subjective
act of listening—of how one has heard the
world.

This work serves as archives of real field
recordings captured during the production of
the game. By tracing the sounds that served as
the raw material for Pluralistic Orchestra, the
audience encounters the very source of the
game’s world. What is heard here are the genuine
resonances that once existed in nature and in the
city—an opportunity to experience the point

of origin of listening, before these sounds were
reconstructed within the virtual environment.

(BERORER)

Traces of Listening

Python (c &34 517 —hAT

Online archive (Python)
2025

(WR=Z>F—2Z)
Listening Source

Google Maps API B L= Web %> K3y 7
Web sound map (Google Maps API)

2025

MARUYAMA Shoya

(Virtual Field Recording—f*xER D F35|x)
Virtual Field Recording — A Guide to the Experience

2 3E

Video
3'00"
2025

PLATES

AL, REOMABIE S VAT EELEN TS
RODIARTH S, FHE XS —LEMEHEH
D, ZITER SR UERREL, HOoO IR OR
B 2TV 22T EOXIITEEFTHRL.
EDIIIHEREBE DL DH, ZDEERDO AN 53
REND,

This video serves as a guide to the world and
gameplay of the exhibition. Viewers wander
through the game environment, collecting the
diverse sounds that resonate within it and leaving
behind their own traces of listening. It introduces
how sounds are recorded and how one engages
with the work—marking the entry point into the
overall experience.
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MARUYAMA Shoya

Maruyama Shoya's “Virtual Field Recording -Listening
to the Voices of All Things—"is, as its title suggests, an
exhibition involving field recording that takes place in

a game-like virtual space. In two scenes created with

a game engine, a city and a forest, Maruyama has
embedded numerous sounds he recorded in the real
world. Visitors navigate this environment while using
four types of virtual recorders to capture a variety of
environmental audio. Through this experience, the
exhibition introduces the new concept and approach
of virtual field recording and demonstrates its potential.
Here, | will explore the possibilities raised by the
exhibition—specifically, the question of virtual field
recording’s nature as a medium—by comparing it to the
related practice of in-game photography.

In-game photography refers to taking photographs
within virtual spaces such as video games. It emerged
as a relatively new form of engagement in the 2010s,
when high-definition 3D graphics became the norm
and many video games began incorporating photo
functions. Players capture striking scenes and share
these images online, where they function as a form
of communication within fan communities. Some
professional photographers also produce in-game
photographs as an extension of their work in the real
world. While this practice has become a widespread
way to interact with video games, it differs significantly
from traditional photography and presents its own set
of specific challenges. One key aspect, particularly
when comparing in-game photography with virtual field
recording, is its unigue relationship with the real world.
This becomes clear when we examine how spaces in
contemporary video games are created.

In recent video games with highly realistic
graphics, elements such as rocks, trees, and character
heads are sometimes created using 3D scans. In
other words, pieces of the real world are captured by
3D scanning and then arranged to form the game’s
environment. Even when 3D scanning is not employed,
images of actual objects are often used to produce
surface textures. In these cases, in-game photography
is not merely about photographing a scene within the
game, but becomes a means of capturing discrete
pieces of the real world that have been reconfigured
within the virtual space. This process is analogous to a
camera obscura, wherein the darkened box of the game
is punctured by countless openings.

In this work, most of the sounds placed within
the virtual world are recordings that Maruyama made
himself in various real-world locations. For example,
in the city scene that visitors first encounter, when the
recorder’s microphone is directed at a karaoke shop
in a mixed-use building, an off-key singing voice can
be heard. From a room in an office building, one hears
someone loudly voicing a complaint at a government
service counter. These are situations that Maruyama
personally encountered and recorded, and the sense of
his physical presence at these moments is palpable. In
in-game photography, real-world scenery is used purely
as texture applied to objects, leaving little indication of
any specific event or of the identity of the photographer.
Sound, however, unfolds over time and can carry
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concrete information about when and where it was
recorded, by whom, and what occurred. It enters the
virtual world with undeniable factual weight, as though
cutting through the fictional layer constructed within
that world. At the same time, this forceful breakthrough
creates a sense of two simultaneous time layers: the
past moment when the sound was recorded in the

real world, and the present moment in which it acts as
fictional audio unfolding in a virtual world in real time.
However, the aim of this work goes beyond merely
setting up a contrast between real and virtual time.

In the forest scene that follows the city scene, Maruyama
places sounds that intentionally remain within the
fictional layer of the virtual world. For example, when a
contact microphone is placed against a tree trunk, one
hears a synthesizer-generated sound that a real tree
could never produce, evoking a sense of mystery. From
arock in a stream comes the sound of ocean waves,
conveying the notion that the rock may have once been
part of the sea. While these pairings of objects and
sounds remain within the fictional realm of the virtual
world, the dissonance between them generates poetic
meaning.

The innovative tactic of virtual field recording
demonstrated in this work shows that sound in virtual
space can span multiple layers, traversing boundaries
such as real and virtual or past and present. It also
creates poetic meaning through combinations that
produce cognitive dissonance between objects and
sounds. The field recording carried out in this work
explores a multilayered world, in which sounds pre-
recorded in the real world lie dormant and are brought
to life within the fictional present of the virtual space.

TANIGUCHI Akihiko | Media Artist and Associate Professor in the
Media Arts Course, Department of Information Design at Tama

Art University. Utilizing 3DCG and programming, he captures the
relationship between virtual space and the real world from a unique
perspective, creating works in a wide variety of forms.
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One of the pleasures of listening to field
recordings is the experience of reflecting,
through technology, on the contours of
one's own sense of hearing. Human hearing
operates through many innate and learned
filters and is linked to other senses. Sound
recording, by contrast, is shaped by filters
unlike those of the human body and stands
apart from other forms of sensory input. A
listener encounters a way of hearing different
from their own and measures it against how
they usually perceive sound. When one
recognizes the disconnect between the two,
the contours of hearing that once felt natural
begin to shift. This sensation is pleasurable
and rich in discovery, and it can leave an
imprint on our daily lives.

Maruyama Shoya's exhibition “Virtual
Field Recording -Listening to the Voices of All
Things—" centers on the installation Pluralistic
Orchestra, which enables viewers to practice
field recording within a video game. Playing
it while listening to Maruyama's commentary,
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| felt that the work does not lead to the kind
of experience described above. A viewer’s
attention turns less toward listening itself
and more toward the active practice of field
recording. Through the format of a game,
this work offers opportunities to enjoy and to
reexamine the act of recording.

In terms of listening, Pluralistic Orchestra
conveys a sense of confinement, one that
does not open toward a comparison-based
relationship with reality. The sounds viewers
record are drawn largely from recordings
Maruyama made in the real world, making
them copies of copies. The gap between
actual sounds and recordings of them, an
unavoidable feature of ordinary field recording,
is absent here. Viewers are twice removed
from reality, circling among the environmental
sounds of an artificial world and the sounds
captured within it. There are, of course, forms
of art in which the distinction between real
and artificial sound has little bearing. However,
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because this work takes field recording as its
subject, its use of sounds originally recorded
in the real world paradoxically creates the
impression that its connection to reality is faint.

Maruyama emphasizes that “traces of
the act of listening itself” remain in this work.
In my view, this too contributes to the sense
of confinement. Records of play accumulate
as data within the system, yet the viewer is
never shown a full picture of what others have
left behind. The implementation of Bernie
Krause's “acoustic niche hypothesis,” which
proposes that each species occupies its own
sonic space within an ecosystem, as if it were
an underlying truth further strengthens the
sense that listening is being managed by the
system. The exhibition’s subititle, “Listening to
the Voices of All Things,” also underscores the
artist's omniscience as creator of this artificial
world. The impression that one is hearing
sounds supplied by the artist never fully
disappears.

MARUYAMA Shoya
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The Contours of Sound Recording:
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Maruyama Shoya’s “Virtual Field Recording -Listening to the Voices of All Things-"

KANEKO Tomotaro | opENSITE 10 Jury member

More than listening, in Pluralistic Orchestra
it is sound recording that drives the game.
Probably to sustain viewers' interest,
Maruyama has built in a range of recording-
related strategies: uncovering hidden sounds
using the microphone’s range of capabilities,
collecting different microphones for that
purpose, inferring the inner states of others
from concealed sounds. These elements
recall the pleasures once emphasized in
earlier outdoor sound recording culture.
Pluralistic Orchestra consists of three
stages. In the first, a city map, viewers can
hear not only the sounds emitted by visible
objects on the screen but also sounds
inside buildings by zooming the microphone.
In the second, a nature map, they can
collect specialized microphones (a contact
microphone, a hydrophone, a signal scope)
and expand the range of the audible. In the
final stage, which returns to the city map, they
can use equipment obtained in the nature
map to listen to what people around them are

ESSAY

hearing and infer the intentions behind their
actions.

The desire to extend hearing through
microphones recalls how, before the term
“field recording” became common in art,
outdoor sound recording practices were once
referred to as “sound hunting.” The senses
in general—and hearing in particular, when
compared to vision—tend to be regarded as
passive. There is no word equivalent to “gaze”
for the ears. However, the act of pointing a
microphone at a subject and recording reveals
an active desire underlying hearing. Pluralistic
Orchestra brings this sense of active agency
to the fore through the format of a game and
makes it the engine of its experience. The
desire to extend hearing represents one way
the contours of sound recording have been
redefined over time, through the history of
field recording.

Earlier, | noted that in the listening experience
it delivers, Pluralistic Orchestra conveys a

sense of confinement, as if removed from
reality. However, the work includes one
feature that offers a glimpse of Maruyama’s
own approach to recording sounds in the real
world. Once viewers begin recording, they
are unable to use any functions for the first
minute. In an ordinary video game, this would
seem like an extremely frustrating freeze,

but here it evokes the figure of Maruyama
holding himself still so as to interfere as little
as possible with the sound source. Through
this stillness, the act of listening and the act of
sound recording, both carried out in silence,
are linked.

KANEKO Tomotaro | Associate Professor, Department of
Fine Arts, Aichi University of the Arts. His field is aesthetics,
and aural culture. He has organized the Japanese Art
Sound Archive since 2017.
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Perry Ex Machina is an AR artwork that appears
in Odaiba, Tokyo, in the sweltering summer

of 2024 —a city shaken by heatwaves and

the climate crisis—as a symbol of a “circular
civilization.” The “Black Ships” that marked
the dawn of modern Japan and “Spaceship
Earth,” a vessel of future technology, intersect—
where a mechanical Commodore Perry sails
once again into Tokyo Bay. By holding up

their smartphones, viewers witness overlapping
images visions of a controlled circular society
and the deeper questions embedded within the
history of modern technology.

Ex Machina Series by IEEIR

Perry Ex Machina

IEEIR (LU - BB 5 - NI 73)

IEEIR (MARUYAMA Shoya / TAKAHASHI Yusuke / SUZAKI Sho) {Secret Track Records)i. R ALIZE > TR L [BRED 7 —F4 A% Secret Track Records is a project that generates a vast number of fictional
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Perry Ex Machina . made and fictitious music, dissolving the distinctions between composer,
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A Bk [VEhE —HBE — VAF— | OfRE — R Ls€2, AIMBROFZEIZBV performer, and listener. In the age of Al-driven music, the work invites

AR, sound T AT RBIL, MZIESHA) LT 500 EOMWEBIEIZE  audiences to question what it means to create and what it means to listen.
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This work is an attempt to make a certain period of my memory experienceable through space and sound. The space is based on an apartment in Tokyo
where I used to live, which I recreated virtually and divided into several sections. From each section, sounds related to my memories can be heard—some
are sounds I made myself, others are sounds I heard from outside, and some are sounds I merely felt I had heard. Through these fragmented spaces and
the sounds associated with them, viewers can experience my “memory.” I also reconstructed those fragmented sounds into a single musical piece. Although
this composition is made up of sounds that originally have no relation to one another, it comes together as a coherent whole only when experienced within
the space of this work. It is intended to create such an interaction between sound and space. In an age where “objective and accurate records” hold power,

what possibilities might lie in “personal and ambiguous memory?” This work serves as a means to explore that question.
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Sound Surveillance room
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This work is a sound installation inspired by an old acoustic observation post that remains at
Kannonzaki on Tokyo Bay. It invites the audience to relive the act of sonar-based environmental
sensing once conducted at the site. Field recordings collected from fixed points across today’s urban
landscape—such as public telephones and coin lockers—are played back through water-filled
vessels and re-captured using hydrophones, constructing a layered listening experience. The sounds,
transformed through the medium of water, intertwine the past act of acoustic observation with the
present urban environment, evoking a sense of spatial detection and the transmission of memory
through sound.
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Sound Walk - Under a State of COVID-19 Emergency -
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Video
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20204EDBAHEREE T FEUWAOTRBI WD L FEETHREEEES  During Japan’s state of emergency in 2020, I conducted a series of sound
2 Y Y R — 05T o1z, AR THIUTHEE DT BE 12 b N 2 22 walks across major cities and airports where human activity had drastically
. . N . N diminished. In urban spaces usually engulfed by crowds and traffic noise,
AEEDREF T, PRNERT 2 MOBE T, CNEEN ORI RET S subtle sounds emerged — the wind resonating through ventilation ducts,
SRR OTREE, PRI K E L& PRI SIS TUE MM L the lingering reverberation of shopping malls echoing between buildings,
DL NT FULITEE T LW BRIRI CLrER TS WE I S the dripping of water into drains. These delicate sounds, normally drowned
B2 LAz, EHODI LD DEE T2 DD 5T, AL, ZOWE out by everyday noise, became audible only under those extraordinary
L circumstances. This work archives that fleeting auditory environment—
HITLOFELZ LD o TR EMET =247 $2MATH) HHEAMD . that could exist only in that moment—and serves as a unique record
BIfRE, HEBLCHE S MR DR TH 5,

that invites reflection on the relationship between the city and humanity
through the medium of sound.
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Maruyama Shoya is a sound artist who regards listening not merely as a sensory ex-
perience but as an act that generates relationships with the world. Through multilay-
ered modes of listening, he explores the ways of hearing that emerge within others
and within diverse environments. Moving between physical and virtual spaces, his
practice reconsiders the agency and extension of auditory perception through the
recording, playback, and reconstruction of sound. In recent years, he has created
installations that visualize and sonify the relationships among sound, memory, and
environment, as well as interactive works utilizing field recordings, game spaces, and
AR/VR technologies.

Major exhibitions

2025 AKAN AINU ART WEEK 2025 “El WANKEYA?” Akanko Ainu Kotan, Hok-
kaido [Group]

2025 “ENCOUNTERS™ Agency for Cultural Affairs Media Arts Creators Devel-
opment Support Project Achievement Presentation Event, TODA HALL &
CONFERENCE TOKYO [Group]

ARTBAY TOKYO ART FESTIVAL 2024 “Port of Dialogue” Tokyo [Exhibited
as IEEIR]

Agency for Cultural Affairs Media Arts Creators Development Support
Project 2024 Solo Exhibition “The Door of Diversity,” Shibuya Room_412,
Tokyo [Solo]

“ATAMI ART GRANT 2023" Yakuzen Kissa Gekiyaku, Atami, Shizuoka
[Exhibited as IEEIR]

“son(IF)y.", Higashiazabu oa Gallery, Tokyo [Group]

“Do the Bells Toll in an Empty City?” MIDORI.so Nakameguro, Tokyo [Solo]

Grants

2024 Project to Support Emerging Media Arts Creators 2024, Production
Support Program for Creators in Japan

2023 Project to Support Emerging Media Arts Creators 2023, Exhibition Sup-
port Program for Creators in Japan

2022 NEWVIEW AWARD 2022 Grand-Prix
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