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Awazu Kiyoshi, Makurihirogeru (EXPOSE) 5—Book Illustrations

The final exhibition in the investigative-research series “Makurihi-
rogeru(EXPOSE)” devoted to AWAZU Kiyoshi will display Awazu’s
book illustrations with particular attention to his illustrations for chil-
dren. Though hardly known as a children’s artist, he did produce a
small number of illustrations for picture books and children’s tales.
These works, rather than patronize children, stimulate them with
bold compositions and coloring. Among them, his pen drawings are
remarkable for their delicacy of line and odd color schemes. Awazu’s
early period illustrations for Remzi wa Ikiteiru (“Remiis Alive”; 1958) by author
HIRANO Imao are superlative. While showing the influence of Ben
SHAHN, they sensitively portray the facial emotions of the main char-
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acter, a boy who undergoes hardship as a “love child.” YOSHIMASU
Gozo’s Sawaru (1983), then, is a book evoking a strange sensation of
floating underwater. Here, Awazu surprises us with beautiful color-
ing, rendered in watercolors on a white ground, in original paintings
altogether different in impression from reproductions. Someone, likely
Awazu himself, has penciled printing instructions on the paintings, so
that we imagine him striving for the best possible reproductions of
his hand-rendered illustrations. The exhibition, while conveying the
openness of Awazu’s view of children, will fully display his knack for
absorbing us in the pleasures of the printed image.

Considerations Regarding Kiyoshi AWAZU’s Illustrations for Children | TAKAHASHI Ritsuko
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“So Much Rhythm”, Written & Illustrated by AWAZU Kiyoshi, Ongaku guuun! Ongaku no Hon
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Sawaru, Written by YOSHIMASU Gozo and Illustrated by AWAZU Kiyoshi
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Ongaku guuun! Ongaku no Hon
1974
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#H | book
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Ongaku guuun! Ongaku no Hon

#H | book
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Ongaku guuun! Ongaku no Gakko : Ongaku no Gekijo
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Talk with the Piano for Little Children

va—F | record
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collection of 21st Century Museum of Contemporary Art, Kanazawa
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Talk with the Piano for Little Children

1964

J&i | original

A7 | # | ink on paper
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collection of 21st Century Museum of Contemporary Art, Kanazawa
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Hitokui Okasan (Afurika no Minwa 1)

#H | book
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Hitokui Okasan (Afurika no Minwa 1)
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HIEIE S0 SRR A Sawaru (Britannica Ehonkan Pikomosu 3)
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Sawaru

1983
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1983 1958

12 13

250BI8E(PIRKDED23E) VIREETHS k001 18,5 13.2 %2 2em

bk-329 25.7Xx18.5%1.4cm

Maru no Osama Remi is Alive
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Remi is Alive
J&H | original
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collection of 21st Century Museum of Contemporary Art, Kanazawa
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Considerations Regarding Kiyoshi Awazu’s Illustrations for Children

TAKAHASHI Ritsuko (Curator, 21st Century Museum of Contemporary Art, Kanazawa)

By 1977, Kiyoshi Awazu had produced book designs for over 500 volumes.! There are indeed
very few children’s books he had illustrated during his extensive career. As far as one currently
understands, the following seven are such publications.

e Remi is Alive (HIRANO Imao, Nihon Jido Bunko Kankokai, 1958)

e Afurika no Minwa (set of 3) (TATEISHI Iwao, Taihei Shuppansha, 1971)

® Maru no Osama (TANIKAWA Shuntaro, Fukuinkan Shoten Publishers)

® Ongaku guuun! Ongaku no Hon (HAYASHI Hikaru, YAMAZUMI Masami, SATO Makoto and
AWAZU Kiyoshi (ed.), Holp Shuppan Publications, 1974)

e Nihon Takarajima (UENO Ryo, Rironsha, 1976)

e Jkiru Koto ni Maru Batsu wa nai (TOIDA Michizo, POPLAR Publishing )

e Sawaru (YOSHIMASU Gozo, Britannica Japan,1983)

While there are views that Kiyoshi Awazu had been unsuited at producing illustrations for chil-
dren due the tendencies of his work to depict strong colors, social motifs, and sexual expressions,
it seems that Awazu himself had consciously shown a desire to create works targeted at chil-
dren. For over 15 years since illustrating Imao Hirano’s children’s book Rem is Alive in 1958,
Awazu had not produced any works for children. He mentions the reason for this as follows:

I had for long hoped to make a children’s book with my own works when I reached
old age. This is related to how I often used to tell imaginary stories I’d made up to my
children when they were little, but also because I came to sense a certain fairy-tale like
element within the style of all my works. Although I don’t understand myself too well,
I am indeed able to ‘see’ myself in looking at the things that I have expressed. (...) I
rarely attempted to draw illustrations for children’s books since I had looked at most
children’s books in circulation as a certain betrayal on part of adults. That being said,
if there is any fairy-tale like element in my style of work at all, I hope to embrace it as
much as possible.?

A strong sense of criticism is apparent from Awazu’s grave words that describe general chil-
dren’s books as “a certain betrayal on part of adults.” The fact that he had produced few works
for children is indeed testimony to his deep concern towards what it is he should communicate
to children as an adult. Nevertheless, by looking at these limited works it becomes clear what

Awazu had been trying to express.
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[fig.1] HIRANO Imao(text), AWAZU Kiyoshi
(illustration), Remi is Alive, Nihonjidoubunkokanko-
kai, p.178
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[fig.2] Remi is Alive, p.17

1. Remi is Alive as a Starting Point

The first children’s book Awazu had been involved in was Remsi is Alive, published in 1958.
An autobiographical novel by Imao Hirano who was born to an American father and Japanese
mother, the story follows the memories of the author’s lonely childhood due to being discrimi-
nated for his multiracial background. The sufferings of a young boy brought on by his sense of
inferiority as a mixed-race child, is recounted through plain and easy words that children can
both read and understand. However, Hirano’s American father was a Japanophile and a highly
respected individual who served to bridge friendships between the United States and Japan,
and due to the extreme wealth of the household, Imao was a special boy who grew up in afflu-
ent circumstances under the loving care of his family. For this reason, the overall impression of
the story is far from dark or dejected. Awazu had contributed 30 illustrations to accompany this
novel, totaling 35 when including those produced for the front cover, book jacket, center-page
spread, title page, and table of contents.?

The monochrome lines drawn with a dip pen harbor a sense of warmth, and the characters that
have been rendered in a slightly comical manner serve to soften the seriousness of the scenes.
Furthermore, from the way in which the illustrations accurately reflect the story, one can see
that Awazu has reread the novel closely and numerous times in providing his interpretation.
For example, let us look at the illustration on p.178 of this book [fig.1]. Looking solely at this
illustration, what we see is a profile of a beautiful woman. Upon closer observation however,
the side of her face reflected in the mirror shows that her eye is closed, while the figure of a boy
looking at her can also be seen. This scene illustrates the author’s account of Ms. Michiko, who
wears an artificial eye due to losing her left eye as a result of her childhood illness. The author
had sympathized and become friendly with Ms. Michiko, who like he had experienced a sense
of “inferiority” —having a beautifully dreamy eye, albeit just the one, always subconsciously
sitting on people’s left side so as not to show her left eye to others. In illustrating this scene,
Awazu depicts Ms. Michiko as a woman who despite having an air of melancholy is both beau-
tiful and dignified. As the reflection in the mirror is drawn very small, many readers may not in
fact notice this point. This very rendition however conveys Ms. Michiko’s way of life; how she
constantly pays close attention so as people do not notice her condition.

It is evident that Awazu had drawn his illustrations with a particular awareness towards the
movement of the reader’s gaze.

What captures the eye in the illustration on p.17 [fig2] is a collection of watches. It is not only
due to the sheer number that is depicted, but also the fact that they are surrounded in a circle
by a toy train track that serves to draw the readers eyes to these watches. The text the image

accompanies is written as follows.

There were times when I had received tens and dozens of pocket watches at once. Some
of them included phosphorescent watches that were not yet available in Japan back
then —watches that could be seen clearly even in the dark of the night. I would turn off
all the lights so that the room was pitch dark, spending time looking at the numbers and
hands of the watches that illuminated against the black watch faces, and listening quietly
to their ticking. This was how I as a young child had engaged with watches, and even
the most unusual and rare kinds would bring no more than these simple joys. For this
reason, all watches by no means had any practical use for me. I would just line up lots
of different clocks on the desk, and play around with them in the same way one would
do so with domino blocks.*

Looking at this illustration in correspondence to this text, one realizes that the many watches

given to the boy from his father were not practical but instead had been mere toys, and while



he would line them up like dominos, he did not express any particular interest in them; thus
presenting the image of a boy more engrossed in playing with his toy trains. One could almost
hear the ticking sounds of these countless watches along with the impression of the lonely boy
who plays alone.

The illustration on p.43 [fig.3] depicts a large Japanese harp with a broken string, and a woman
next to it weeping sorrowfully as she holds the boy. Looking at this illustration, rather than a
mother crying because of the harp’s broken string, what is indeed suggested is the sentient of a
mother and child who weep in lament of their own circumstances. In the illustration on p.241
that depicts the “death of (the boy’s) father” [fig4], a large image of a violin that his father had
always used to play is drawn against a backdrop covered entirely in a light layer of ink. The
silhouette of the boy’s father is subtly drawn in the center. What this image communicates is
the sense of deprivation felt towards the loss of this father figure.

Awazu, who was fond of drawing from a young age, and had sketched almost everyday in the
carriages of the Yamanote Line upon deciding to pursue a career in art and design at the age
of 20, is indeed highly capable of producing accurate depictions.” That being said, elements
that came to define Awazu’s subsequent designs were his ability to interpret the narratives, and

his power of composition that enabled him to create images in a manner reminiscent of scenes
from a film.

Remi is Alive is the first children’s book that I illustrated. At the time I had little idea as to
how one should draw illustrations for books. All I remember is reading the manuscript
of the novel many times, over and over again. In doing so, various images had come to
my mind, almost like reminiscing the scenes of a film. (...) From around this time, many
of my illustrations such as my work for posters, had started to change. I was finally dis-
covering my own personal aesthetic that distinguished itself from the realistic sketch-like
renditions I had drawn in my teens and early 20s.

By this point, I to an extent had developed a style of composition that allowed the space
of the picture plane to be felt, placing emphasis on line drawings that were as simple as
possible as opposed to drawing in all the details. Furthermore, as it is about imagining
scenes rather than actually drawing from real life, it concerned issues of perception, like
how one was to foster a good eye.®

From these words one can understand that Awazu’s means of expression using simple lines as
influenced by Ben Shahn, and the style of interpreting the contents of the narrative through
his own perspective, was indeed born as a result of his working on Rem: is Alive. The phrase,
“as it is about imagining scenes rather than actually drawing from real life, it concerned issues
of perception, like how one was to foster a good eye,” is related to issues of “perception” that
permeate Awazu’s designs. One could say that working on the design for Remi is Alive was a
significant experience for Awazu in establishing his own style of expression.

Going so far as to state that, “book design is the god of all design, and is the heart of the
matter’,” as well as “book design is the origin of design®,” from among the diverse array of
projects he had worked on, Awazu had expressed much respect for book design. By 1978, he
had already produced book designs for over 500 volumes. To consider the reason why Awazu
had shown such an attachment to projects related to book design, I would like to mention two
points pertaining to his attitude towards design. The first is his encounter with the author.

A book is indeed the work of the authors themself, so although I understand and ex-
press what is written, the extent to which I can make it my own work is what in my case
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[fig.5] TATEISHI Iwao (Retelling),
AWAZU Kiyoshi (illustration), Hirokuio-
kasan, Taiheishuppansha, 1971, front
cover
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[fig.6] TANIKAWA Shuntaro (text), AWAZU
Kiyoshi (illustration), Maru no osama, Fukuink-
an Shoten Publishers, 1971, front cover

becomes an instinctive theme. There are occasions when they (the illustrations) don’t
necessarily correspond exactly with what is written, and thus it does not mean that I
always think about the cover design upon reading and understanding the book. At times
I read the book only after the design is complete, which is in part due to my hopes to
engage in a debate or discussion with the author regarding the design, thus creating an
opportunity for us to meet. There are also cases when I find myself inspired by reading
the contents of the book. In this way, there are times when the ideas I envisioned are
expanded through reading, and other instances when on the contrary they are narrowed.
Expanding one’s scope, and delving deeper into a closed idea are both accordingly op-

timal.’

Design in a sense teaches us how human beings live. This is what I find to be the most
interesting. It would be boring to think about design solely within the context of one’s
work. In terms of thinking about ways of life, I have to say that design is in itself a re-
flection of myself. If I think carefully about all my design projects, I come to realize how
they have been influenced by the book designs I have worked on until now. This is why
book design is perhaps the very source of all my designs.!°

For Awazu, the act of designing is what serves to define his way of life as designer Kiyoshi
Awazu. In this respect, encountering the author as well as confronting his own designs, presents
an influence on how he lives as an individual. One believes the reason why Awazu had engaged
in very little work for advertisement campaigns as opposed to his many designs for books as
well as posters for film and theater, is because they are mediums that require and warrant
interpretation. Awazu was a designer who had engaged in a form of media expression that ne-
cessitated the designer to convey their interpretation as a recipient in his own right, rather than
presenting media whose design strategy had been predetermined. One could say that book
design is what makes best use of Awazu’s characteristic as a designer. The second point con-
cerning Awazu’s attitude to design is the everyday and accessible nature of the book medium.

While paintings and print works can only seen by viewers in exhibition venues, I con-
sider book designs to be projects for the everyday as they are found in the shelves of
bookstores and readers throughout the country. At times I become self-conscious when
I’m in the bookstore and I come across a book I designed, and I often find myself feeling
awkward as I’'m a shy person by nature. Nevertheless, they are works that are no longer
in my hands. The works have been socialized and objectified. The reason I feel abashed
is because they are indeed my works.!!

Since art is for oneself and is an exploration of the self, artists establish their work
within a closed, exclusive framework, and further continue their pursuit for perfection.
On the contrary, as book design is an everyday project that is related to daily life and is
developed with other people, there is a sense of pleasure involved, almost like climbing a
mountain together as a team. In this way, it rather encourages one to live openly, which
in effect becomes the way of life that is imposed upon you.!?

Awazu had sought to encounter many people during the process of his production, and also
preferred recipients to encounter his designs in everyday settings and spaces. For Awazu, who
placed emphasis on communication within design, books had been a setting in which such
considerations unfolded.



2. Visualizing Sound -The Depiction of ‘Lines’ and ‘Rhythm’

Awazu did not produce illustrations for children’s books for a while since working on Remi
is Alive. The next time he worked on children’s books was 13 years later in 1971, when he
illustrated Folktales of Africa (fig51 and Maru no Osama (The King of Circle) [fig.6]. In the case
of Folktales of Africa, Awazu had stated, “While I was attracted to its unusual subject, I accept-
ed the project as I myself just happened to be reading a book on Africa'>.” Folktales of Africa
is a retold anthology of tales characterized by their uniquely astounding narratives. Such as
“Man-eating Mother” that tells the story of a mother who chases after her sons who came to
visit in her desire to eat them, the anthology features numerous strange and unexpected tales.
The illustrations are drawn with a thin pen, and unlike the tension that permeates Remu is Alive
in which each and every image carefully and meticulously attempts to reflect the spirit of the
author, here, Awazu appears to relax and enjoy these surprising collection of tales. Meanwhile,
The King of Circles was the first ever picture book that Awazu had illustrated, and from the
richness of the images one can sense how he had nervously taken on the challenge of working
on a new and unprecedented kind of children’s book. Awazu himself states that it had taken
him months to produce the illustrations for Maru no Osama, as he had been rather nervous.!*

This picture book by Shuntaro Tanikawa is a vast story that centers on “circles” that we find in
our surroundings. While various circular things such as a plate, pair of cymbals, a car tire, and
compass each proclaims that they are “the one and true king of all circles,” the earth responds
by saying “there is no need for a king.” [ie.7]) A pair of eyes is drawn within the circle, and words
are written in a speech bubble, together making the “circle” speak as if it were a living thing.
Readers cannot help but be attracted to the compositions of these images, in which simple
“circles” stand out against backdrops of vivid primary colors. The surreal designs that are far
from suited to children harbor a certain air of uncanniness, thus one honestly does not know
how children had indeed responded to them. Nevertheless, Awazu had confronted Shuntaro
Tanikawa’s remarkable poem head-on, and attempted to somehow express through illustra-
tions, the sensory interpretation of the world that permeated his words.

Attempts to express sensations through illustration can also be seen in Awazu’s works for Gozo
Yoshimasu’s book Touching [fig.s] published in 1983. The book is part of the “Britannica Pico-
mos Picture Book” series which was published under the joint supervision of Shuntaro Tan-
ikawa and Sakyo Komatsu from Britannica Japan Co., Ltd. Consisting of 30 volumes, each
are titled after various kinds of activities and sensations such as Seeing, Listening, Smelling, and
Eating. Taking into account Awazu’s interests, it was only natural that he had come to work on
this particular volume in the series. It is a beautiful picture book in which readers share various
sensations of “touching” along with the young boy and girl in the story that are drifting through
the ocean.

Of all the sensations that exist, one feels that what Awazu had in particular wanted to illustrate
for children were images pertaining to “sound.” In Remi is Alive he had produced illustrations
that brought to mind the sound of a snapping harp string and the tunes of a violin, and after
working on Maru no Osama in 1971, had by 1974 come to engage not only in the illustration
but also the editing of Ongaku guuun! (Have Fun with Music!), which was a series of educational
materials on music for elementary school children. Editorial members of this series included
Hikaru Hayashi, Masami Yamazumi, Makoto Sato, and Kiyoshi Awazu, with other participates
such as Yasutaka Tsutsui, Genpei Akasegawa, Yoshitomo Imae, and Makoto Wada. Produced
for purposes of teaching music, the series consists of 11 LPs and an explanation booklet. The
book version of this series is Ongaku Guun! Ongaku no Hon (Have Fun with Music! A Book About
Music) [fig.9]. Awazu had been involved not only in the editing of this book, but also in writing

the text and providing the illustrations for the chapter “So Much Rhythm fig.101.” One feels that
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[fig.8] YOSHIMASU Gozo(text) ,
AWAZU Kiyoshi (illustration), Sawa-
ru, Britannica Japan,1983

*Front page of this book is not by
AWAZU Kiyoshi
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[fig.9] HAYASHI Hikaru, YAMA-
ZUMI Masami, SATO Makoto, and
AWAZU Kiyoshi (ed.), Ongaku guu-
un! Ongaku no Hon, Holp Shuppan
Publications, 1974, front cover

[fig.10] AWAZU Kiyoshi (text and
illustration), “Rizumu ga Ippai”,
Ongaku guuun! Ongaku no Hon, p.41
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[fig.11] “Rizumu ga Ippai”, Ong:z-
ku guuun! Ongaku no Hon, p.51
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[fig.12] TAMURA Yoshiko (text),
AWAZU Kiyoshi (cover illustra-
tion), Kazitei no hata, BUNKA
PUBLISHING BUREAU, 1978,
front cover

[fig.13] KOMATSU Sakyo (text),
AWAZU Kiyoshi (cover illustra-
tion), Rekishi to bunmei no tabi,
first volume, Kodansha, 1976,
front cover

[fig.14] poster; AWAZU Kiyoshi
Zenhangaten [ sky, sea, east, west /
ART FRONT GALLERY, 1980

what Awazu had perhaps most wanted to communicate to children were these visual depictions
of sound and rhythm. This is because the “lines” that Awazu had continued to draw throughout
his life, had in fact harbored the same qualities as “rhythm.” He states as follows.

While taking on the role of an art director responsible for bringing all the elements of
this book together, I also wrote the chapter “Lots of Rhythm.” The various rhythms
illustrated here are those that I myself had experienced or envisioned in my mind, and I
by no means referenced any encyclopedias or music books. In this chapter I illustrated
what rhythm was to me. However, what emerged at the onset was indeed an image of the
sea, and the crashing blue waves. It is almost as if the source of all rhythm exists there.
This is something that probably remains unchanged in both ancient times and in the
present, and for me, the sea is rhythm itself.

From time to time I go out to visit the mammoth music that is the sea. The sea is sim-
ply there, as if waiting for me. After gazing at the sea for a while, I often feel helplessly
overwhelmed. I find myself embraced by the vast painting and music of the sea that’s
just there, like a cohesive whole.!®

It is best if there are no unnecessary buildings along the coast. This is because it enables
one to feel the “sea, sand, and breeze” as a vast physical matter rather than a single
landscape. One could perhaps call it the rhythm of the matter that is seawater. What is
it then, that disrupts this repetitive rhythm?

I repeatedly engaged in making line drawings every day. Literally, until the entire picture
plane was covered an array of lines. Although such are not depictions of the sea itself, it
is matter and space that manifests through a rhythm of lines.!®

In “So Much Rhythm,” images of the sea are overlaid with images of the starry night’s sky (fig.11].
This image of the sea can be considered as something that Awazu had continued to depict
throughout his practice [fig.12, 13, 14]. The origin of his designs filled with lines can be traced back
to the sea and contour lines. That being said, one could say that what Awazu had attempted
to convey through his designs were not the “sea” or “contour lines” specifically, but in fact
“rhythm” itself. This is what Awazu himself describes as “rhythm as visual expression.”

In the same way as modern jazz that attempts to reconstruct music from rhythm itself
rather than harmony or melodious aspects, what deeply attracts people to Gojinjo Taiko,
which has been traditionally inherited in the Noto Peninsula for over 300 years, is the
fact that the musical expression is focused solely on the rhythm of the drums. In this
respect, I would like to touch upon the profound relationship with rhythm that exists
in the field of visual arts and visual communication. As aforementioned, the rhythm in
music, poetry, and film, are distinct from one another and each has different qualities.
The rhythm that appears solely in the context of visual expression must permeate with a
different quality that almost distinguishes itself from rhythm in music, poetry, and film.
One could say that this is the very characteristic of rhythm in the contemporary visual
field.'”

To raise some more familiar examples, one could say that even a human fingerprint,
a woman’s lock of hair, the rings of a tree trunk or wind ripples in sand dunes, also
assert remarkable rhythms. Nevertheless, since rhythms as visual expression must exist
as its own rhythm format such as those seen in map books and weather charts, it is not
sufficient to simply depict the rings of a tree or ripples in the sand as they are. Rather,
while there are many things to be learned from nature, it is necessary to codify one’s
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own rhythm in a way that transcends nature. In order to do so, one must not limit one’s
understanding of rhythm based on its general concept. Instead, each and every person
must find their own rhythm from their side, making everything from the rhythm they
see to the rhythm that cannot be seen as their own. Otherwise, it is not possible to create

new rhythms.!®

Can one not say that what Awazu had attempted to engage in throughout his design practice,
was this issue of “rhythm as visual expression?” Ongaku guuun! is regarded as groundbreaking
educational material for creative music learning in the way that it encourages awareness to-
wards the sound environment, as well as expanding one’s view of music.!” “I Saw Something
Burning at the Bottom of the Ocean” is an unconventional work included in the LP, and fea-
tures Yosuke Yamashita wearing a fireproof outfit while he plays a burning piano in the garden
of Awazu’s home. While it is also introduced in the book version Ongaku Guun! the document
of the performance itself had been made into Awazu’s video work Burning Piano. It is evident
that it incorporates Awazu’s sensitivity and ideas as one of the members of the editorial team,
and there is no doubt that he had felt a certain closeness between “sound” and “illustration.”

Although not a book per se, the cover design for the LP record Talk with the Piano for Small
Children illustrates Awazu’s profound love towards music. Pages of green, red, and yellow fea-
turing lyrics are folded like an origami, so that each can be opened and enjoyed one at a time
[fig.15]. Awazu’s proposition had been to blend the sensory world of sound with that of images,
and his works for children —because were indeed made for children— are by nature filled with
Awazu’s thoughts and desires to communicate this in a straightforward way.

Conclusion

One believes that the visualization of sound and the visualization of the senses is what Awazu
had attempted to communicate to children, and was that which served as the underlying cur-
rent of his design work. Unfortunately Awazu had produced very few works for children, yet the
remarkability of the few books for which he did, is testimony of the sheer extent he had invested
his heart and soul into these projects. As a means to evaluate Kiyoshi Awazu’s practice as a
designer, it is important to take this opportunity to channel our attention towards his designs
for children.
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[fig.15] Record; Talk With the Piano for
Little Chirdren, 1964
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Voot ¥k BUHE BEHE
BHET ENET HAST E4<E
7 BEHE 2og0b DIURA

SRHEHR 3

123K 1974

DS AR 4R
[BADKE—A! BAIKKDIZA]

“So Much Rhythm”, Written & Illustrated by AWAZU Kiyoshi

Ongaku guuun! Ongaku no Hon,
Holp Shuppan Publications, 1974

pp.42-43

BWIT BroiEs
Night ends and the sun rises
FiasiiT ®H3(5

The sun sets and night falls
®p3eT Bhoo(
Night falls and night stays
A N

But soon it’s morning again

BOWHIT BHroDiEs
Night ends and the sun rises
FrasiiT &35

The sun sets and night falls
W T W"WhooK
Night falls and night stays

ThE7e 3¢

But soon it’s morning again

BHWIT BroiEs
Night ends and the sun rises
FpasitT ®HK5

The sun sets and night falls
WsT Hhoo(
Night falls and night stays
TH. TH, Thi

But, but, you know what?

pp.44-45

AR IZBRUI B ER (Art Translators Collective) IZ3EERLT W72z,

Zs 1 HOY X A
That’s the rhythm of a single day

D3 24 DY X

That’s the rhythm of twenty-four hours
EZTho o)

An ever-lasting rhythm

LS AR ANFIN)Y/

A never-ending journey of rhythm

PV AL VXL BTLLWIZL

A wave is a rhythm, a rhythm is a wave

VYAXLDMSE  TAHESTEMEEL O T(I AN
A rhythm that never ends

The god of rhythm

A rhythm that lasts for a thousand, million, billion years

HEET HE»ST BHsT 4A»sT

Spring then summer then fall then winter

I7EMET HEHHKb

Then comes spring, and then summer

REKL HEMKL

Spring, summer, fall, winter, spring, summer, fall, winter
EZETwoTh HREL

However far you go, it’s spring, summer, fall, winter

BREMKL FIEVLDIZL HBEKEL FEMNL
Spring, summer, fall, winter, that's the rhythm
Spring, summer, fall, winter, spring, summer, fall, winter

T—olb, F—ol FEML HEUAL
Always, always, spring, summer, fall, winter

FoaT H»ET HpsT £2%5
Spring then summer then fall then winter

BEML EZiTH oo(YRL

Spring, summer, fall, winter, an ever-lasting rhythm
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FORO FO8H FHRLOU XL

FoRY Fo55 EEFTHFLRL
FoRH FHAY Fou0 FO85
L CUEIN #e<s

#20<5 UKL
EEEIN
FaRs!
AcLsod

BEBLOYZA
bt

#lir<ca<s 2008 T

ADIBD T 18IS 1
RIFUNET CUPATYRA
WM SAD RIBEI<BYRA
YAANI<E WL
REBOUTL <UMRBYZA
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pp-46-47

VI YHENTE]

How the heart beats!

Fy¥¥ Foxv Foixvxv

Thump, thump, thumpity-thump

Fy¥¥ FoXxv Foixvxv

Thump, thump, thumpity-thump

Fy¥¥ FoXxv Foixvkv

Thump, thump, thumpity-thump
PZGEDHCODEHIILI

But then it rears its head again

A M N
Thu-thu-thump, thu-thu-thump, thumpity-thump
637 biDts)

Then it’s back to how it was

Fy¥¥ Foxv Foixvxv
Thump, thump, thumpity-thump
Fy¥—v Fo¥xv FyXvxv
Thu-thump, thump, thumpity-thump
Fyxv Fy¥xy Foxuvxv
Thump, thump, thumpity-thump

[ CYMCE IO ANV

It's all over if it stops
YZXLDIBLFWTZ

It's all over for rhythm

A 3301 LE072

It’s all over for humankind

pp.48-49
FIRT FIRT FIRT FIRT FIRT DY X L
Tick-tock, tick-tock Tick-tock, tick-tock The tick-tock rhythm
FIRT FIRT FIRT FIRT E23TYIFr2
Tick-tock, tick-tock Tick-tock, tick-tock Tick-tocking forever
FIRY FIRY FIRY FIRY FIRY FIRY
Tick-tock, tick-tock Tick-tock, tick-tock Tick-tock, tick-tock
VNG NEO SN e o(5
I am time I am rhythm Creating time
Kz on YL
The rhythm creating time
FIRT FIRZ bH YA
Tick-tock, tick-tock Oh, rhythm!
FIRY FIRI F 27\
Tick-tock, tick-tock Tick-tock!
FIRT FIRY RCLLwH
Tick-tock, tick-tock That never-ending sound
(NG N
I am rhythm
BEHLWIZL
A terrifying rhythm
Zbw!
So scary
pp-50-51
Blwarwarlifs
Stars and lots of colors
WHLALEER B3 CHCH 2010 T

Lots of colors and stars

B L LR

The pattern of stars and colors

The pattern swirls and turns into two

4012 %5T 16 12ko2

Then into four, and then sixteen

kDD D227

(Y22 F VXL

The pattern repeats, a repeating rhythm

BREDTZ(IAD  RIZHe o B) XA

The rhythm of patterns making so many friends

YZ LD B

WAWA LR

Lots of patterns created by rhythm

BLEDYXL

(D22 ) XL

The rhythm of stars and colors — rhythm, repeat!

EZ3TY

Forever!
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BHEVDYXA

pp.52-53

Ryy Hyy RKyy FOLIK
Drip, drip, drip, a raindrop

vy Ryv RYVOWIIh
Drip, drip, drip, the dripping rain

BYy RBYVDYXL

‘The drip-drip rhythm

RY DY L

The dripping rhythm

By ARy Kyv

Drip, drip, drip

pp.54-55

ZHOLUHZT wbHIzDYZL

The skipping-rope game, a one-two rhythm
ZhLUDIZL VZXLODHES
The skipping-rope rhythm, a game of rhythm
WhiIZwhiz LHIZDYXL
One-two, one-two, the one-two rhythm
LbLUDIZL

The skipping-rope rhythm

E23Too0( EIETITUS
How long will it last? How far can it go?
LbLUDIZL

The skipping-rope rhythm

p.56

VVRY ¥vRy EUERVERY
Ping-pong, ping-pong, ping-pong-pong
YVRy ¥vRy

Ping-pong, ping-pong

YRV DYXL

The ping-pong rhythm

CVRY EVERY EVRVARY
Ping-pong, ping-pong, ping-pong-pong
CViRY EVRY

Ping-pong, ping-pong

VY RVDI XA

The ping-pong rhythm
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pp-2-3

A whtw w»D Lde
WwoHY VL

I was rocking inside a dream

Rocking gently, floating

pp-4-5

brLIE @hTwiz DO L
WeHY Bzl

I was rocking inside a dream

Rocking gently, floating

HHEE s EEmg ke [8b5] mxrvz=» 1983

Sawaru, Written by YOSHIMASU Gozo and Illustrated by AWAZU Kiyoshi, Britannica Japan

ARIBEUIEBIER (Art Translators Collective) IZ3EiRL T\ 27207z,

pp.6-7

woHH 9 BV HAD L

WoLHY VLI DL ANHILYS LTI A%
Rocking like this FTILT wIL7

Rocking and floating, floating At the bottom of the deep, deep sea

Dolphins were quietly

listening in

28

pp.8-9
WoLHY TIILT:
WoHY 5

oL ULy »E LU
WL 3hd Hbw)idD P
Rocking and floating

Floating like this

Eyelashes, lift and open those eyes!

My fingers touch the eye of the universe



pp.10-11

dAIZ 3boT UrzLiz U7
s HHT Ihos ATLO?
WohHY VL wodhY I

I touched the sea and dippy-dipped
This is the sea? This is water?

Floating and dipping, dipping like this

RS

B BE UBY nss s

pp.14-15
xH ¥ LU Cr) T
b DF UL ITxBA BA

Trees, open your eyes! Whoosh, whoosh!

Trees, open your eyes! Roooar, roar!

PN A N

£ b RoTEN

ik Avro Zz TL
Poo-phooey phooey

came a sound from afar

It was the voice of dolphins

bH»rio »LD & VVLED &
»HRD & FEDF OO %

Red pine, oak and holly tree

Camellia, nutmeg, podocarp tree

pp.12-13
bdH O HLix IAD ZZ
HLO QUY 3bolz THD DI
Oh, my feet are at the bottom of the sea
My toes touched the eye of the sand
Coed dH I HHD Hz
Owdilw)d HRECE »ED S0T WiET
Phwoosh! Oh, I'm above the sea
Whoosh goes the wind over the deep

pp.16-17
WHLHY THZH) WwLHY )
BrHEIAD RL»T WILY )

Rocking just like this, rocking like this

Rocking like this on Mommy's back
WHD  L»D ALAD LFT
Zhud gl tsw olo It TLR
On a tropical island inside a dream

A long, long time ago
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Birbsih BEXT
Erh ANhERE
HELTERD

EI%D Annsrie [
Eboro?

pp.18-19 pp-20-21

ANVHIAL WLHY) WLHY L Brhaii 33T Mommy, we were on the beach
IHD LD BIHIbiz »zhiLie L AvBaAt We were playing

3H 136H »aA HEATEZD with dolphins

The dolphins too go floating off KD ANHEAIZ Is that so? Did you

Back to their home at the bottom of the sea SboTZD? touch the dolphins?

It's time for us to go home too

pp.22-23 pp.24-25
HITC TAL bzl WU FIL 2@0b
130 BIAIZ FwoTholew My finger’s a little itchy

TZTZATII A TZAIZDTIA
TZATZDTI A T2 lZ AT

It’s dinner soon

Go on and hop in the bath
Pit-a-pat, pat, pat, tap-a-tap, tap

Tap-a-tap, tap, tap, pit-a-pat, pat
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BL3E LED &5

PR EH2 TbwIin

pp.26-27 pp.28-29

L Ebb L Eby
oD 18501 QAED 55 36D 85D LBD 55
Feels so good WXE Ebd Ibw)ID DI
Our bath is a bath that's made of clay Feels so good

Our bath is a bath that's full of salt

Our fingers touch the eye of the universe

.

pp.30-31 pp.32-33

3L X2 Ltk It gave me a kiss BHIAD BLHIAD

BOEIEH WFLoTET The moon came in Tz 3bolz HLIZ 3hbol

WwoLHY 5 floating like this ANVHERA ANVHRA

WLHY LT Floating and dipping The dolphin The dolphin

1EE X2 LT It gave me a kiss touched touched
Mommy's hand Mommy's foot
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pp-34-35

UCbe Ube bw

a6 86 36 36 86 E6Y
6 EL E6 E6 36 36 36

Ube Ube bHw
Splash, splash, plosh

Sweep, sweep, sweep, sweep, scrapey scrapes

Scrape, scrape, scrape, scrape, sweep, sweep, sweep

Splosh, splosh, plosh

pp.38-39
IAHE &6
bILD HA&
brzLo Zo
DRTwET
L
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IaE 25

brELD 55
brLo 25
BRTHET
L

Sea and sky

My sea
My sky
Rocking

gently

pp.36-37

(bo Ihol
Ihol (bol
(biflizc &hb
B{HL (beol
{(obxbhZ
Ibol (bol

Quack caw-ack
Caw-ack quack-ack
Touch that beak
Mouths chu-chumming
Chumpity-chump

Caw-ack quack-ack
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