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The word. In The New Work Order (Allen & Unwin, 1996) Gee, Hull and Lankshear describe and analyse the pervasive new language of
Fast Capitalism, their label for capitalism’s latest transformation. Its lexicon includes teams, tribes, flat hierarchies, collaborations, team
leaders (formerly bosses), coaches, knowledge brokers (one of the various reincarnations of middle management), and knowledge workers.
Workers are self-directed, self-supervising, committed partners, owners of the project (only as long as they’re working on it and before
they're tipped back into the job market with their expanding portfolios) and, as the new syntax has it, all assume managerial roles and
responsibilities. In a world of lean and mean, small and local highly competitive companies, the overriding narrative is of rapid
transformation—high turnover of new projects, new teams, new products, new niche markets. To drive the narrative, all you need are the
key concepts: privatisation, deregulation and customisation. Overlay the language with a visionary aura of democratisation—provided by
charismatic leadership offering sublime job satisfaction—and you have more than market share or mere profit-making, you have the

opportunity to change the world!

We're well on the road of Fast Capitalism and the way is paved with the dismantled trade unions and the detritus of structural uncmplovmcnt All we
have to do now is speak the language. As Sarah Miller argues in “Development without culture™ (page 3), market economy discourse mocks the public
sector and aggrandises the private sector with creativity, performance, efficiency and excellence as the bywords. In the case of the Australia Council,
compliance with market economy discourse has meant the ascendancy again of excellence over access and the dropping of risk and innovation from
funding criteria. We should, however, feel relaxed and comfortable, because, as John Howard tells us, we have free speech again. Relatively speaking, |
never thought we’d lost it. But then again user pays, privatisation, the appropriation of indigenous lands for mining, these all involve Australians paying
for things they thought they already had. What price free speech? What price the arts?
It will be interesting to hear if the language of the Australia Council Reform Association’s ACRA Symposium in Sydney (now postponed until November 21) fits the
new rhetoric. According to a letter received from convener Roger Woodward, Arts Minister Senator Alston “has very kindly offered to help organise an expanded
version of the symposium with the full backing of the Department of the Arts™. According to Alston’s department, the Foundation for Culture and the Humanities will
also be involved in the organisation of the symposium. What of the Australia Council that pre-election Alston committed himself to, shouldn’t it play an instrumental
role in this event? Woodward’s letter is headlined: “The Australia Council will attend™. Is that all? The aim of the event is to include “not only what has been
unsatisfactory with the present system but a discussion of improved or alternative systems”. The letter concludes “I'm sorry I do not yet have a full list of speakers. |

understand the Department of the Arts will be writing to you soon with these details.”

A prelude to change? Got your invitation to speak?

You'll find the word examined here and there in RealTime 15, in Sarah Miller’s important polemic, Hazel Smith’s report on experimental poetry at a New Hampshire
conference, Angela Rockell’s listening to Tasdance’s poetry in performance, dancer Deborah Hay's discussion of the dance workshop, Jacqueline Millner on Tony
Oursler’s Talking Light in the Sydney Biennale, Annemarie Jonson's OnScreen editorial on the government’s film industry assistance review, Mark Dery’s interrogation
of the new media in the review of his Escape Velocity, and my own look at the word in recent Sydney performance.

As for that which will ‘seduce and annihilate thought', other than the language of Fast Capitalism and the John Howard’s idea of free speech, we'll have a full report on

the 100 Years of Cruelty Conference on Artaud in RT#16, along with Richard Murphet's report on performance education in the US and UK, more on ISEA96 (this
time Amanda McDonald Crowley on internet developments), Di Weekes’ interview with leading young Australian percussionist Vanessa Tomlinson, and debate over

Peta Tait’s RT#14 essay on the theatre/performance studies schism.

3 Arts politics
Sarah Miller on arts advocacy and the discourse of economic rationalism

-+ Fashion
Karen de Perthuis puts Juice magazine’s “Live fast...Fashion to Die for” photographs in the
context of the history of fashion photography

5-10 International

Benedict Andrews at the Edinburgh Festival; Tess de Quincey and Stuart Lynch report on
Copenhagen’s Dancin” City; Hazel Smith seeks out new poetries at the Assembling
Alternatives forum in New Hampshire; John Potts rates sound highly at ISEA96 in
Rotterdam; Wolfgang Meissner speculates on the future of cultural exchange

12-13  Brisbane Festival
Julia Postle, Maryanne Lynch and Peter Anderson survey dance and contemporary

performance

13-14  Performance
George Blazevic talks about his new play for Deckchair Theatre, Jean-Pierre Voos describes
the Tropic Line Theatre life; Tony Osborne promotes Perth’s Blue Room

15-26  OnScreen

Wal Saunders sources Australia’s history on film to argue the case for Indigenous self-
representation; writer-director Kathryn Millard interviewed; Rachel Kent visits the museum
of artificial life in John McCormack's Turbulence; Anna Dzenis profiles the Melbourne
Film Festival's retrospective of auteuress Ida Lupino, Rick Thompson reviews the animation
component. Plus: experimenta media arts; Brisbane Film Festival reviewed; Howard Hawks
retrospective; the state of Australian short film exhibition; Dawn of Cinema conference;
Mark Dery's Escape Velocity; Film reviews plus Newsreel

27-29  Performance

La Boite Theatre's Shock of the New preview; Duras performance at La Mama; the word in
Sydney performance; TAQA Theatre

30-34  visual arts

Terri-ann White experiences Art, Medicine and the Body at PICA; Jacqueline Millner
assesses the 10th Biennale of Sydney; Kaltya Conference in Darwin; Islands in Canberra;
lacobelli and Breynard in Adelaide; Colin Hood on the erased drawings of Jacqueline Rose
in Sydney; Farrell and Parkin in the Melbourne Festival

35-37 Dance

Deborah Hay talks workshops with Rachel Fensham. Eleanor Brickhill reviews One Extra,
Sydney Dance Company and Nikki Heywood's Burn Sonata. Plus: Dance:Text:Film;
Tasdance’s New Life on the 2nd Floor; Kate Champion's Face Value previewed

38-39 Music

Zsuzsanna Soboslay looks at listening to Elision Ensemble, ACO, Contemporary Singers
and Synergy

40 Sports and Shorts
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Development without culture?

Sarah Miller challenges the application of market economy discourse to the arts
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We bave to restore this essential value,
the renunder that the real purpose of
economic activity s the well-being of
concrete buman beings... This will not
happen without an approach to education
that stresses the variety, the wnmiversality but
also the nec essity of exposure to the
greatest values created by any given
community, our own and those of others:
the arts, the letters, the visual and verbal
treasures created by bumankind. That this
effort starts at the local level goes without
saying. That it possesses an international
dimension must be said. That in any case it

osts money is said over and over again.

Carlos Fuentes presenting the 1996 Nancy

Hanks Lecrure on Arts and Public Policy at

the John F Kennedy Centre for the
Pertorming Arts

I'he six months since the Coalition
Government swept to power has been
marked by the extraordinary and depressing
rapidity with which certain key platforms—
republicanism, the constitution, Aboriginal
and non-Abonginal reconciliation,

muluculturalism, not to mention the value

albeir fiscal) placed on the arts and cultural

sector by the previous Labor Government—
have disappeared from the nanonal agenda,
In fact it seems that the much routed attack
on ‘Svdneveentrism’ espoused by the
Nanonal Coalinon as a kev element in thewr
clection straregy, was less an artack on the
perceived economic or political status of
Austraha’s largest city, than on the perhaps
more socially progressive values that Svdnes
WIS seen to represent. It 1s no comadence,
tor instance, that Australia’s richest and
most conservanve states, Western Australia
and Queensland, have been the two which
have overwhelmingly demonstrated their
support for cuts to funding for Aboriginal
services, Regional Australia has simularly
demonstrated a less than moderate stance
on policies designed as inclusive rather
than exclusive.

Ironically, however, it must be
acknowledged that despite their “big
picture”, the commitment of the Labor
Right to a range of policies designed o
further the interests of big business and a
concomitant lack of interest in issues of
social justice, set the stage tor a resounding
deteat. By turning its back on those arcas
tradinonally deemed the preserve of the
Left, a population increasingly unable
(apparently) to distinguish between the
economic policies of the major parties
seemed to find the call for change
overwhelmingly persuasive. And if the
Labor Party was turning its back on its
own rhetoric and policies, then it seems
there was no reason for a population,
orchestrated for a failure of nerve by the
tabloid press and private media interests, to

do anvthing other than foliow suit.

A degree in

‘I chose Social Ecology because it is the only program
in the world that integrates personal and professional
development, progressive social change and
environmental responsibility; the three areas that we

need to address as we enter the 21st century.’

Foundation Chair of Social Ecology

their education

¢ three new majors -

Social Ecology
will help you for life...

Hawkesbury's School of Social Ecology offers vou:
e a supportive learning environment in small work groups
e flexible course design with full and part-time study available

* 4 warm welcome for mature age students \\l\]\lﬂ_ﬂ to rethink
¢ subjects appropriate to the 21st centyry

e Environmental Education and Advocacy
e Community Development and Organisational Change
e Ecological Psvchology and Cultural Change

Enrolments are now open for the
Bachelor of Applied Science (Social Ecology)

The School offers postgraduate diplomas and a coursework masters degree

For more information contact the School on (045) 701 280
or Student Recruitment on (02) 9852 4100,

UNIVERSITY OF
WESTERN SYDNEY
Hawkesbury

Richmond & Blacktown

Professor Stuart Hill

UWS Hawkesbury
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t semor management level, fear of a
change of Government (since at least 1992
predicated a range of changes in policy and
priontics which has letr the Australia
Coung : and rather more to !ll\ pomt, 1S
constituencey of arnists th‘. organisations
looking increasingly vulnerable
Chairperson Hilary McPhee's remarks 1o
the ettect thar management strategies had
been successtul as the cuts weren't as bad
as thev could have been, 15 a case i point
As commentator David Throsby has noted,

such statements are a bt hke telling

leg has been an “\l{.]:(\i

thar they were lucky not to lose both!

someone whose

Historically, the Australia Council has

operated according to a hist of objectives

and strategies claborating its fundamental

constitutional principles as well as a range

of changing priorities allowing Counail to

be re sponsive 1o the perce ived needs of the

tres outhined the broad

paramecters under which the

day. The obje:
I

Australia
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Council operated. These included a

commitment to “excellence’

“nisk and mnovation™ and of course the
established principles ot arm’s length
funding and pDeer assessmsent as well a
tunding and pec ssessment as well as

access, equity and diversity. These mav be
vexed terms and strategies but then all
terms used to describe or assess artstc
value are unsausfactory. Interestingly and
telhingly, well betore the last tederal
clecnion, the admittedly troublesome

“risk and mnovanon™ was

commitment to
dropped from Australia Council rhetoric in
its vanious publications. The restructuring
of the Austrahia Council weself,
encompassing the establishment of the
Major Orgamisations Board (now Fund) as
a site of particular privilege and new
strategies pertaining to peer assessment has,
of course, been well documented.

Given the increasing and apparently
irresistible tendency of Council o
prioritise the equally troublesome notion
of “excellence™ over 1ssues of access,
diversity and experimentation, it will be
interesting to see how the Australia
Council responds to cuts in tunding tor
Aboriginal Arts and Cultural areas
through the Aboriginal and Torres Strai
\ I \“ . llh \ )nd\;\ .

the relanvely small allocanion of funds

Islander Commussion |

through the Abornginal and Torres Straie
Islander Arts Fund of the Australia
Council was able to be justified
(appropriately or not), by the possibility of
tunding trom ATSIC. Now thar that
parnicular tap has been rurned off, the
responsibility will lie (rightly) with an
Australia Council already suffering a 12.5
per cent cut. Alternative avenues of
support tor artists—through the tertiary
educanon sector tor instance—are looking
increasingly ar risk as the impact of cuts
on students, teaching staff and courses
take their roll.

At least unmiversity vice chancellors have
been seen on the streets protesting with
their students and staff. It would be nice ro
mmagine that Council and management of
the Australia Council might engage in the
same level of support for their staff and
constituencies, however the relationship
berween “client” and management looks set
to remain in oppositional mode for the
toreseeable future. In this context it seems
pernnent to ask just how senior
management perceives the role of the
Australia Council in terms of advocacy on

behalt of s diverse consntoeng i thes

Ji ity the establishment of and

uar mummg of tunds lor the new Ao

Development and Advocaoy dinision \DA\
W pPari Iy aread

WJUTrimwenial o Y A s Vil
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St the magor shat Tttt ‘ i
tundy W policy m Aust has
perhaps foess to Jdo with the change
sovernment than the peneteation of

irket coonomy discourse into the ars

| | | el .
NG CHITUE sOJTor ovg the Past ton vwear

or son, While this mavy not by SUrprisn
VO TS PROSCTICC 10 oSt aspedts of

contemporary soety, the gquestion
emaimns, as Canadian commentator,
Gerald S Kenvon has pomted ouor, of “how
deep the penetration may be and the
extent to which it s umitorm across
ditterent organisanonal posinions™

What scems 1o underpmn the current
thinkimg around the management,
marketmg and role of the arts are a range
ot kev charactensncs which assume the
mherent supenory of the private sector.
I'he public sector s charactensed as
methaient, costly and wrresponsible, whilst
the private sector, despire all evidence ro
the contrary, 1s projected as ethcient, lean,
responsive and responsible. Secondly, the
private sector 1s assumed to be tree of
weological and emortive bias, whereas
small) state subsidised organisations are
issumed to be always and irretnievably
wi«uln-_;;. |”* .h-,\.n ”)Hx“‘._ It s Nnow a
given that the arts are an ‘industry’ and
should at the very least desire to be free of
state patronage if not prohitable. Fourthly,
despite a long history of bv and large
successful artempts to circumvent free
compeninon in the marker place

nonopohes, tanffs erc), the private secror
1ssumes the importance of unfertered
individual immtiative, allegedly for our
general betterment; that 1s competition
results in excellence leading to higher levels
of ‘performance’ and ‘creanviry’

That these are the values of the private
SCCtor s quite u)l“]‘u’iu nsible H.Hdcr to
justify, s their promoton and
dissemination by the public sector. That
these values have been adopted by our
major flagship institutions is less surprising
given that these institunions, far from
performing a countercultural or
emancipatory role, exist more as a force tor
the reproduction of prevailing power
structures. More significant 1s that these
organmsanons .||nn-_: with government and
those public sector agencies established at
arm’s length from government precisely to
ensure access, equity, respect for art and
irtists and the value of cuniosity, diversity
and imagmarion, should be so

\HH\PI\HUH\I\ \l‘l'”( mn rerms of 2 counter

discourse, whether it reflects
sake, the need to cultivate creanviry and
tulfil human porennalities « ven to

preserve nanonal culturei(s) and wdentines

This is quite shocking from those whose
proper rni( one H\I‘.{hl IMaginge s to
advocare on behalf of artists and art
making across disciplines and conrexts
I'he wilful msistence on the expendable
and expedient nature of art is dangerous
and destructive. The breakdown of a
whole range of infrastructure support tor
arts and cultural activity across Australia
is particularly alarming. With the example
ol the United States and the destruction of
the Nanonal Endowment of the Arts
betore us, how shall we respond? There is
no doubt thar artists and art making will
continue. However, to cite Bill Clinton, it
has to be said thar whilst the arts can
survive without government support, they
flourish with government support—both
financial and moral.

T'o return to the words of Carlos Fuentes:

Can we now have in the world of the
new century and the new mullennium,
econontic performance without knowledge
and knowledge without art and the
bumanities? Can we in other words, bave
development without culture?
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Drop dead chic

Karen de Perthuis explains why fashion is inevitably attracted to

images of death

When the look on the carwalk s 70s
mmnmimmansm (or just ;‘YJ'” ”H'H”‘.\'l\”l s AS
t has been at recent I uropean \"f]'\’d!»v”\.
it doesn’t leave much in the wav of
nspiration tor the creators of headlines—
especially those who rely on fashion to
provide a dash of colour and ourrage. So
instead of the usual tirade by the tabloids
1igainst what they perceive as being ugly
and unwearable clothes, this vear attention
was focussed on the emergence of a new
breed of ugly and worn out models. Thin,
pale, with dirty blonde hair and dark
circles under their eves, they skulked down
the runway causing renewed outcries
about the fashion industry’s role in
promoting a generation of young girls as
fambiar with eating disorders as their
mothers were with twin-sets.

‘Junkie chic’, as it came to be known,
also appeared in the pages of the British
bible of cool, The Face, with one fashion
spread showing models in a police line-up.
Elsewhere a doped model was shot
sprawled across a roilet looking like she'd
rather do nothing more than spew down
the front of her designer label acid-lime
polyester front. Meanwhile, Australian
rock/style mag Juice twisted a few more
sensible-length skirts with Jez Smith’s “Live
Fast...Fashion to Die For™ photographs.
I'hese showed young male and female
models in a tongue-in-cheek pastiche of
images from popular culture. Overdosed,
beaten, strangled, drowned, suffocated—
these kids were fashion victims in more
ways than one. The accompanying text
documented not only the cause and time of
death but, more importantly, whar they
were wearing. To raise the question of
taste—as these shots invariably have—soon
becomes irrelevant in a discourse such as
fashion which has periodically promoted an

“Live fast

fashion to die for"; Juice magazine

aesthetic of the ugly. And anvway, if
nothing else, these beaunful and stylish
corpses at least look like they remembered
that old bir of advice about clean knickers
and careless bus drivers

Despite claims that this time the fashion
industry and media had “sunk to the lowest
point imaginable”™, there 1s nothing new
1bout associaung fashion wirth images
connected to death and decay. In fashion
photography’s earliest days, this morbid
rendency could be artributed to the
techmical deficiencies of the camera which,
as Vogue's chief photographer George
Hoyningnen-Huene complained, was
unable to capture real life, with the models
seeming to freeze in front of the lens.

After the Second World War, Irving
Penn’s abiding interest in mortality and
decay infiltrated his fashion work. At a
ume when baute couture (and the world it
exemplified) was struggling to survive,
Penn’s melancholy images of elegant,
satin-draped women stranded in shabby
studios and decrepit mansions imbued the
great fashion houses’ denial of imminent
demise with a desperate edge. Looking
more like a threatened species than society
belles, these photographs were disturbing
enough for Vogue to take their readers’
seriously when they complained the images
“burned on the pages”.

The 60s ushered in a period of decadent
optimism with a new emphasis on
movement—witness Richard Avedon's
signature ‘jump-walk'—and a fresh, natural
look which shook off the appearance of
being pickled in formaldehyde that
excessive make-up gave models. But once
confidence in modernism was shattered,
fashion turned its back on a naive faith in
futurism and utopian visions and the
‘shadow side of style’ resurfaced.

Gez Smith

Live fast. _fashion to die for™; Juice magazine

In a 1972 spread tor the short-lived but
adventurous magazine, Nova, Bob
Richardson produced a pictonal narrative
which concluded with Angelica Huston's
‘suicide’. In a shot which pre-dates the Juice
spread by nearly 25 years, she is sprawled
across a motel bed, pills scattered, while at
the bottom of the page, disinterested type
states the designer of her clothes. In more
mainstream publications Guy Bourdin
artracted attention with his advertising shot
for Charles Jourdan. Consisting of a single
shoe and the chalked outline of a woman’s
body, it unmistakably portrayed the wearer
as a victim of a brutal murder. In another
spread, Bourdin placed models in front of
animal carcasses, rationalising that fashion
was as much about bodies as it was clothes.
In a similar vein, Helmut Newton shot a
fashion sequence for Oui magazine which
followed the theme of murder.

Because of his refusal to publish his
work outside of its original context,
Bourdin is léss well-known than Newton,
his contemporary, but nonetheless they
both shared an interest in exploring themes
of power, violence and sex through the
medium of fashion photography. This field
was more or less unique in its leniency
regarding censorship, publishing images
rhat may not have passed outside of fashion
magazines. In part, this may have been due
to the fact that they were addressed to

fore not considered

women and ther

prurient but maybe also because, as Cecil
Beaton said, “fashion has license to be
fiction™. However, this did not prevent
articles such as one in The New York

T'imes from claiming that fashion

photography had become “indistinguishable

from an interest in murder, pornography
ind terror”.

During the 70s such apparently
unsettling images became diluted in the
pages of American magazines such as
Vogue and Harper's Bazaar which had, in
previous decades, been responsible for
encouraging challenging work. Editors,
bowing to the economic pressures of
advernsers, subordinated an interest in the
arustic shot to those that captured ‘life-
style’. One of the last series to pass before
the new era of conservatism became
entrenched was Deborah Turbeville's
swimwear shots of five women in a steamy,
run-down bath house for Vogue. In what
must have been a Complaints Department
trifecta, readers expressed outrage not only
with the anorexic appearance of the models
and the possible masturbatory and/or
lesbian connotations of the image bur also
with its apparent referencing of Auschwitz

Turbeville's introspective vision, while
standing in dramatic contrast to the overtly
voyeuristic work of her male counterparts,
grappled no less with expressions of
violation and incorporated her own
obsession with decay. Shooting in
dilapidated environments and using
techniques such as distressing the image at
the stage of the negative, she has produced
a body of ghost-like work that comments

Gez Smath

on the fleeting nature of fashion and
beauty. Her approach acknowledges the
chronic tension thar exists between the
ephemeral and the permanent in
photography. Although this is a
characteristic of representation in general, it
is particularly acute in the fashion
photograph with its unspoken threar that
beauty will fade and styles will change.

It is such reflexivity and self-awareness
that criticism or sensitivity about fashion
images tends to ignore. The photographers
who have attracted the most censure are
usually those who have also thought deeply
about their role in constructing
representations of women and of the nature
of fashion itself. For whether it is
consciously recognised or not, there is
something inherently morbid in fashion's
constant change and renewal. It is what
Rene Konig called fashion's relentless
‘death-wish’; in order to live, fashion—with
its restless desire for the new—must die and
so always carries the imprint of death and
eternal life.

There is also a more fundamental
element to the question of fashion’s
perpetual mutability and images that invoke
the spectre of death. Across cultures, all
practices of dressing, adorning and clothing
the body are ntuals of containment aimed
at transforming the biological body into the
social body, The significance of this process
can be understood in terms of a social
system's need to clearly define all
borderline states. To this effect, the body
attracts particular attention as it acts not
only as a symbol for society as a whole but
also represents the site where divisions
between outside and inside are the most
perilous. In her book, Purity and Danger,
Mary Douglas wrote about how the
presence of body fluids atrests to the
possible permeability, pollution or
contamination of the body. This produces a
response which Julia Kristeva describes as
abjection and the most extreme example of
abjection is the horror of the corpse.

However, the success of containing the
body and effacing its distressing remunder
of mortality through ornamentation and
dress 1s ultimately doomed to failure
because, as has been said, it can only
“mark an unclear boundary ambiguously™.
On the other hand, fashion—invested with
transformative and preservative powers—
exceeds the role of clothing by enabling the
idea of an unchanging and eternal body
Within its folds then, fashion hides
something that provokes a cultural anxiery
which extends bevond fears about teenagers
falling into drug-addicuon or willing
themselves into anorexic or bulimic states;
this is the fear of ageing, death and decay.
By representing fashionable images which
are suggestive or interwoven with death,
this latest trend exposes the fiction in
fashion’s veiled promise of immortality.

Karen de Perthwis is a Sydney writer and
stylist who wants to be reincarnated as
Diana Vreeland.
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Dance and anti-dance: a totalit

Tess de Quincey and Stuart Lynch at Copenhagen’s Dancin’ City

The largest festival in the world for
modern and new dance, Copenhagen’s
4th International Dancin’ City was
grand, eclectic and provocatively
programmed. It proved to be a success
Li(‘spl((‘ cnormous competition i a iy
inundared with performance
(Copenhagen is European Cultural
Capital for 1996). Despite mutterings
about the death of European festivals,
blockbuster survival ractics were replaced
with a bid towards totality.

An intense spectrum moved from the
pure dance of Merce Cunningham to
Jérome Bel’s ultra reflective Anti-Dance,
creating a feeling of a ‘classless’ festival
where obscure and risky work was

presented alongside big budgetr quality
product. The emphasis was not only on
interdependence but also on the
presentation of history and process; perhaps
an extension of Scandinavian democracy or
maybe a clear strategy for a dialogue
between arusts, theonists, critics and
audiences and for a future multiplicity of
works and forms.

I'he Merce Cunningham Co. (US) was
overwhelming. Five divergent pieces from
the latest five years of Cunningham’s 50
years of work, were challenging and
extremely demanding, leaving the dancers
perpetually ar the edge of their technique.
I'he most recent work, Rondo (1996), is

fresh, ingenious and provocative.

Anna Teresa de Keersmaeker/Rosas, Rosas Danst Rosas

Centre for Contemporary Arts
and Multimedia,

Centre for Research in cultural
Communications and

Theatreworks ¥
present:

Conference with a

Difference: Double
Dialogues

The Conference seeks to explore the
problems associated with the exegesis and
ts source: The Art Work. Comparisons will
be made between theoretical models that
accompany performance: literary, artistic
and media works. Our interest is to
investigate the ways in which research
centres accommodate artistic vision and
production within the academy. What is the
nature of the Double Dialogue? Is the Art
diminished or compromised by an insistence
that it be accompanied by theoretical
discourse? How vaned and valid are the
theoretical models being used?

Theatreworks
15-16 November 1996

11 performance papers forum
and **2 nights of cabaret**
Open to the public

Bar facilities will be provided

Further information can be obtamned

by contacting Ann McCulloch or

| Howard ':'vl"““. on telephone

DEAKIN

3 dunng busmess |

. A\, |

| 03) 9244 )

&8 )

hours or (03) 9836 6025

Anna Teresa de Keersmaeker (Belgium),

with her renowned company Rosas,

presented two works. Rosas Danst Rosas 1s

the company’s first and now famous
| performance from 1983, Four
I i ¢ Das 1 ! g2
d standing
¢ p d
CW » nat | X 1}
both enhances and cuts irs inte It
repetitin , teeth ¢ four d
force that 1s without compromuse. 1
second, her latest prece, M it
A\rias, 1s a splendiferous homag® to Mozan
with a 34-piece orchestra on ongina
instruments, three opera singe d
company's 13 dancers. | a tu
humorous at ibundant work that
maintains a contemporary mnsistence within
its Y0s megastaging
Bill T. Jones/Arnie Zane Dance
Company (US) presented three pieces

Having once epitomised the legend of the
brilliantly athletic modern dancer, the
reverence for vouth and muscle 1s
unfortunately sull maintained. Nevertheless
3ill T.'s passion carries through and the
company itself exudes great warmth
Unfortunately, his working around Kurt
Schwitters’ UrSonata is a travesty of a
pivotal and important work. The languages
are far apart and this simplistic

misconception proved their
With supe rbly

massive h

ncompatibility
techmcal danger

capability and

2h-production

Phillipe Guillotel as costume designer,

Philippe Decouflé’s work Decodex
France) was extremely popular and a
iptivating success. An upstaged
ne tment a DPOSE {ance
caves o \ ]
i ) \\\\i‘i‘
Ot pItor i

tendency rowards a musclebound
hyperactivity alongside its strong Japanese
spatial aesthenics.
Some delicate and
complex
choreographic
patterns
juxtaposed a
resonant
presentation of
stillness—even if a
deeper relation to
emptiness and to
Space was not so
forthcoming.
Non-director,
non-choreographer
catalyst Alain Platel
and the Flemush
company Les
Ballets C. de la B.
composed a

brilliant, chaotic
Jerbme Be

nti Dance
cacophony La Ant-Dance

I'risteza ( unl['[h ¢
As the men piss in
their trousers, boys beat up mental cases and
young girl dancers are molested alongside the
rocketing tempo of a north African
breakdancer with wings and a ballet pastiche
on rollerskates, what comes across is a sense
of quiet, reckless but insistent observation.
I'he piece has an animal-breathing as each
vivid dancer seethes in and out of the
suspended mass which is further swelled by
Dick Van der Harst’s arrangement of Purcell
set to a magnificent gendarmerie

of 10 harmonica accordions plus a superb
solo soprano.

Sasha Waltz & Guests (Germany
pr('\('nl('d the entire
three Travelogue
scries of
performances
which were very
popular. The work

iIs humorous,

ning event wit

| 8 ! A\ 'Ks
1 \‘ ¥ ,
Vi ¢ 1

4 [ wup work

(\\, ir \ thia de Dang B
drew large audiences. The vouthful and

ballet-defined duende of Navas

combined well with the raw, humorous and

sensitive

temperamental choreography of the
Quasar’s punk-street feel

Wavne McGregor & Random Dance
Co. (UK
English Thing. The work s voung,

exuberant, fast and frann

have been hailed as the New

-but lacking in

weight and the coolness required to achieve

clanty. When the dancers are stretched 1o

their very best one 1s reminded of Molissa

Fenley's *hyperdance’. But within these

repentions there 1s not t

Ne Same rigorous

commutment to a danced continuum as

presented by Fenle 1 stunning solo ar the
94 testival

T'he voung French choreographer Jerome

Bel presented Anti-Dance; two quiet, slow
nd committed one-hour works, vVia the
| [} L 4 y >
| i
ce a CONK
pl
A ¢

a summanon of Compression 100 (Sydney,
May 96). The final hour, presented within a
theatre, was very definitely a hybnd piece,
cutting and slicing between narrative and
non-narrative, performance and dance. It
received a mixed response with the

durarnional aspect most clearly understood

by the visual-arts field

Owing to our own involvement we were
unable to cover the strong Latin grouping
as well as a number of Scandinavian works:
I'ango El Gran Baile (Argentina) from
Buenos Aires, and Europe’s leading
flamenco group La Familia Farrucca
(Spain). From Scandinavia Tero Saarinen
Finland) and Ingun Bjernsgaard (Norway)
presented well-received, disciplined
postmodern works. From Denmark, a large
number of local artists represented different
trends within the Danish dance scene:
Anders Christansen’s intense, idiosyncratic
work is predominantly butoh-inspired. Tim

work, with rom Venezuela, Cuba

and USA, integrated postmodern dance

Jysteps was a showcase

with video images. |
of short works by six independent Danish
choreographers (Jens Bjerregaard, Kamilla
Brekling, Lene Boel, Anne Katrine Kalmoes,
Lene Ostergaard and Mikala Lage) ranging
over !h(' vanous streams of post IHl‘\!(‘H'
into new dance area. The Paradox Event
staged a beach ballet, while Transform is a

prominent, annual event where Danish and

internanional choreographers present site

speciiic group work i often fascinating

environments, This third festival presented
Mechmet Sander (USTurkev), Kitt Johnsen
Denmark), Motuonhouse (UK
Madwvig

In bringing together the varving

J?.(‘; l'»u
Denmark
{

trends

f contemporary work from around the

festival
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Retina burns

From the 50th Edinburgh Festival and Fringe, Benedict Andrews
conjures performances by Wilson, Bausch, Stein, Chaikin, Netherlands
Dance Theatre, Hakutobo, Zofia Zalinska and Teatr Podrozy

In order to celebrate the 50th birthday
of Edinburgh Festival, director Brian
McMasters invited a core of elite theatre
and dance artists to present works. As a
young director this was a rare opportunity
to see my heroes in action—Robert Wilson,
Pina Bausch, Peter Stein and Robert
LePage. With the cancellation of LePage’s
Elsinore due to equipment failure and of
Neil Bartlett’s Seven Sacraments due to
illness, the Festival lost its two brightest
young stars. Their works promised a
questioning of the boundaries of theatre
and a meshing of performance with other
forms—cinema and digital technology in
Elsinore and the visual arts in Seven
Sacraments. The Festival, instead, became a
display of established auteurs.

Martha Grasham Dance Company - Appalachian Spring
Lois Greenfield

The high priest of hi-tech aestheticism,
Robert Wilson brought two productions
which showed the present extremities of his
work and a seeming fascination with
Modernist textuality via the high-fiction of
Virginia Woolf's Orlando and the playful,
heavenly landscapes of the Gertrude Stein-
Virgil Thomson Four Saints in Three Acts.
Both productions were abstract and
mesmeric. Orlando was a minimalist
chiaroscuro composition with an epic solo
performance from Miranda Richardson,
and Four Saints a lollipop landscape
saturated with cartoon colours and filled
with flying sheep, clegant giraffes, punk
acrobats and a chorus of sartonal saints
and vaudeville comperes.

Orlando is a fascinating exemplar of
Wilson's recent expeniments with narrative
showing his refusal to illustrarte rext or
display conventional emotion. Instead he
writes a parallel text with gesture,
architecture and light which forces the
audience to drop below the narrative and
let its dream logic unfold. Woolf's
fantastical tale about a young lord who
lives through 350 years of history and finds
himself rransformed into a woman is
perfect fodder for Wilson's explorations of
ume's passing and history's images.
Orlando is performed by Richardson with
androgynous tension and physical and
vocal precision. Her voice 1s amplified
giving it mediated resonance and an alien-
like quality. As words pile on top of words
in her two hour monologue, Richardson's
voice and Woolf's language are fused into
an independent and mercurial texture. Hans
Peter Kuhn's meticulous sound design
allows Orlando’s voice to shift through
speakers placed throughout the auditorium
further accentuating the character’s
disembodiment. Wilson’s lighting design
draws inspiration from German
Expressionist films and early Hollywood.
At the beginning the stage is black, a light
picks out the back of Richardson’s head for
a moment, fades to black again, then lights
her hand only. Parts of her body seem to
float. Wilson continues to make light a
performer throughout the piece, often using
it to play with appearances and
disappearances central to the questionings
of identity and sexuality in the text. The

light is always sculptural with tight follow
spots lighting Richardson’s face, making
her seem like a haunted Greta Garbo.

The space is a cross berween minimalist
painting and magic show. Wilson flies
various gauzes and curtains to change
compositions, creating chambers and
multiple horizon lines. He also uses the set
as a sequence of indices which play with
scale and meaning. A miniature automated
door pops-up through the floor to represent
Orlando's suitor, opening and closing in
response to her questions. When Orlando
changes into a woman, s/he does so behind
a giant polished metal tree trunk which has
slowly flown in. This phallic joke and pun
on theatrical conventions demonstrates
Wilson's oblique and playful dramaturgy.
His Orlando uses form to interrogate
language and subjectivity. Richardson’s
performance moulded into Wilson's
statuesque choreography shows the impact
of history and time on the body.

Gertrude Stein and Virgil Thomson'’s
cubist opera Four Saints in Three Acts
provides Wilson with a language that
converges with his own use of autistic text,
allowing him to create hallucinatory
landscapes. He calls the piece “a meditation
on the joy of life”™. It is a series of free-
associative pictures as various saints graze in
a day-glo heaven. Snow falls on white cut-
out palm trees, biplanes fly by, angel statues
drop in and giraffes bow their heads. It 1s
classic make-of-it-what-you-will Wilson
surrealism culminating with a “mansion of
heaven’ (a giant white architectural model
suspended above the stage) bursting into
flames as the saints on stage hold miniarure
models in their hands. These are the light
and beautiful *souls” reflected on by Wilson
and Stein in their meditation on saintliness,
or ‘genius’ if you like.

Pina Bausch - Gluck's iphigenie auf Taurus

Peter Stein’s production of Uncle Vanya
with the Teatro di Roma and Teatro di
Parma was the closest the Festuval came to a
well-made play (with the exception of Botho
Strauss’ wonderfully well-unmade play Tine
and the Room presented by Nottingham
Playhouse.) Uncle Vanya is a masterpicce of
orchestration combining passionate realism,
hyper-naturalistic design and an ever-present
soundscape which highlights Stein’s inspired
use of silence. Over three and a half hours he
creates a terrifying passage of ume within
which the characters’ gradual disintegration
and the painful tearing of illusions are
played out. The performances from the cast
of hand-picked Italian actors are detailed, yer
elastic. Each character proceeds blindly from
an unresolvable, unknowable lack; the
impossibility of resolution fused with an
acute awareness of the body’s aging creates a
slow dance of death. Stein sees the play as
containing the embryonic symptoms of all
the systems and neuroses of the twentieth
century. In this way his exacting analysis and
evocation of the emotional lives of Chekov's
Russian bourgeois becomes an exploration
of our own fin-de-siecle malaise.

Pina Bausch’s dance-opera of Gluck’s
Iphigenie auf Taurus is also embryonic in
that it was one of her first works created at
Wuppertal in 1973, Re-presenting this early
work shows her choreography when it was

Four Saints in Three Acts

Robert Wilson

less a deconstruction of dance and the
economy of desire and more aligned to
narrative. It is an atavistic, emotionally raw
piece obsessed with machinations of history
and rituals of power. The opera soloists are
placed in the gilded boxes of the theatre
while the chorus sings from the pit. The
dancers alone occupy the stage—a
cavernous post-industrial chamber of
beaten metal (into which, at umes, the
lighting rig is flown turning the tools of the
theatre mto instruments of imprisonment
and torture). The libretto is a complex
Greek tale of exile, enslavement, human
sacrifice and death’s door family reunion.
The representation of the barbaric state
shows the influence of Heiner Miiller’s
catastrophic scenographies. The ruler,
Thoas, a brutal and shadowy man with a
shaved head enters doing a jerky angular
dance wearing a giant leather trench coat.
He disappears behind a hanging sheer and
emerges without the coat which is revealed
standing of its own accord, a heavy,
oppressive symbol. He is followed
everywhere by a disturbing couple, an
immaculately dressed bald man who stands
downstage staring into the audience (our
representative?) and a small, broken
woman bedecked with jewels who carries a
bax of dirt which she smears over her face,
Ihe man repeatedly lifts her up forcing her
collapsing body into submission. In this
opera, Bausch reflects the deformed

nce of patnarchy, while the story of

mythic exiles begs us to love

Other dance | saw in the Fesnuval
programme included the Martha Graham
company, Netherlands Dans Theatre (who
will be at the Melbourne Fesuval in
October) and Hakutobo's Renyo
Unfortunately the Martha Graham
programme of works reconstructed from
between 1918 and 1944 felt like a creaky
and reverential museum piece. It seems
Saint Martha has been canonised and her
devotees have maintained the shape of her
works, but lost the soul. Netherlands Dans
Theatre’s programs, however, were fresh
and provocative. Jiri Kylian's *black and
white’ works in particular are stark and
intense, full of funky geometnics, scamless
movement and erotic rituals, Bella Figura 1s
a dance about performance and the space
between dream and waking.

Vast open spaces are created with
corndors of light, or the proscenium
height and width is enlarged and reduced
by black curtains to play with our gaze
and the liminal zone between performer
and audience. In one sequence two women
naked, except for scarlet corselettes, are
imprisoned by the curtain’s frame. They
shyly and exquisitely come ever so close to
caressing each other, but instead set each
other in motion. The dance is razor sharp:
robotic jolts, twitching limbs, slides, and
torsos twisted into impossible contortions.
Kvlian creates beautiful and provocative
hieroglyphics.

Hakutobo is one of my favounite butoh
companies and | enjoyed seeing their work
Renyo—Far from the Lotus again. It is a
complex and subtle work which elaborates
on the jizo: stone statues of children found
throughout Japan which are carved
anonymously and placed by the roadside or
rice paddy, left exposed to the rain, wind
and snow. The dancers perform their decay
and mutanon. Akeno (whose outstanding
performance is the core of the work) dances
the body in perpetual flux, electrified, not
moving but moved. She shudders and
shimmers, seems to be a uny infant all agog
or then an impossibly old woman or even a

corpse decaying into the elements:
becoming an-Other body.

Amongst the whirligig of the Fringe
several productions demonstrated the raw
power of the best of the Festival shows.
Seeing Joseph Chaikin perform Beckett’s
T'exts for Nothing in the gutted shell of a
Gorthic church is an experience | will never
forget. Beckett's texts—about the body’s
struggle with itself, with articulation, with
the experience of nothingness and its
attempts to remember—resonated in
Chaikin’s own experience of losing speech
and body control due to a stroke some
years ago. His live stuttering, struggling
tongue was interspersed with an analogue
recording of the texts made pre-stroke
which was clear, controlled and precise
creating an unmendable schizophrenia
between past and present which absolutely
echoed Beckett’s writing.

A similar solo performance of burning
presence was given by Polish actress Zofia
Kalinska (formerly of Kantor's Cricot
Theatre) in If | am Medea. Performed in a
dark, filthy, ramshackle basement with a
grilled window looking out onto a patch of
ultra-green weeds and sunlight, the piece
was a ‘seance’ in which Kalinska compared
her life with Medea’s. Howard Barker's
production of his chamber play Judith
performed by the Wrestling School (a

- Orfando

Robert Wilson

company dedicated ro his work) generated
the collisions of sheer beaury and cruelry
that his Theatre of Catastrophe requires.

Polish performance group Teatr
Podrozy's Carmen Funebre was a
haunting and violent requiem about civil
war and genocide. In the sombre
courtyard of the university buildings they
created a deeply moving physical theatre
spectacle. ‘Civilians’ are searched out
from amongst the crowd by menacing
masked figures on stilts who strip,
separate and brutalise them. The piece is
most powerful when it becomes a
mourning for the dead—the performers
cach carefully carrying a tiny paper house
with a pale flame burning inside, offering
words of hope to the audience in broken
English until tying balloons to the houses
and watching them fly away into the
Edinburgh night like prayers.

It was a Festival (and if you looked hard
enough, a Fringe) of virtuoso theatre arnists
whose works demonstrated their mastery
and maturity. Their works were a
distillation and vivification of their
careers—idiosyncranc, technically excellent
and containing beauriful, disturbing images
which burned the retina. The next
generation of renegades (as these artists had
once been) sadly cancelled or were ignored.

Benedict Andrews is artistic director of
Adelaide’s Blueprint Theatre and has
worked as assistant director with the State
Theatre Company of South Australia and
Belvoir Street Company B. His trip to
Edinburgh was made possible by the STCSA
and the South Australian Department for
the Arts and Cultural Affairs.
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+ Gorman House Arts Centre presents provocative and imaginative adventures
into Canberra’s art and soul.

Performance

o RAmbaud — Déives-Delnums A collaboratve work Dy local performers

Renald Navilly, Kevin White, Clint Hurrell and Carl Looper
mpany with Tom Lycos and Stefo Nantsou.

)

o The Stones The Zoo

o D Block A surreal room full of tny offices, by Acme performance group
: o A Man's Story The 1996 Adelade Fringe hit, wntten by Alan Lovett
49 *  FPoton X and Freepe Frame by Full Tilt Performance Troupe.

from Odd Productions featunng Anne-Marie Sinclair
Cyber-glam and k-tuned cyber-anarchsst Rupert

Visual

o Exhibivon Cub Chocolate. Canberra artsts Alex Asch, Marianna del
Castillio, Marion East, Cristy Gilbert, Giovanna linniello, Murray
Kirkland, Vivien Marsala, Neville Minch, Gerard Murphy, Rowan
Nichol, Melissa Niedorf, Tanja Riese, Benita Tunks and Jill Wolf
exhibil new work

*  Nooks and Cranrves. Site-specific work by Canberra artsts explonng
our heritage arts Centre

o Spinit House. Qutdoor installations by Canberra artists Group 11

Two Dog Night Club
The late night Festival venue showcases artists from around the country
Performance ant, trombone and trapeze, five minutes of fame and party
til late at the Two Dog Night Club

*  High Camp Cabaret. Moira Finucane and direcior Jackie Smith

o Adventures in Sound Rebecca Rutter, Mikel Simic, Libby Morris and
Tim Wood-—from ukulele 10 techno

*  Sydney performers Annette Tesoriero and Nigel Kellaway bring the
diva from hell in Choux Choux Baguette Remembers.

e ON — Canberra percussion band. Musicians and performers tll late

Fllm

o The Reel Art Film & Video Program features wild and truly
amanng independent Australian and international films
ncludes Andrew Murray's The Wish, and Fortress, the best of
new short works from the USA

Plus...
Saturday Art & Craft Markets, Cafe Luna, bar and music till late.
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3= Central Queensland
CONSERVATORIUM
OF MUSIC

(Formerly the Mackay Campus of Queensland Conservatorium of Music)

Central Queensland Conservatorium of Music offers the following courses:

Bachelor of Music .

(Vocal, Instrumental and Composition; Classical, Jazz or Contemporary)
first year with subsequent years in Brisbane

Associate Diploma of Music

(Vocal, Instrumental and Composition; Classical, Jazz or Contemporary)
two years in Mackay only

Bachelor of Music Theatre

three years in Mackay only
Specialise in performance or technical studies, creative studies
(composing, directing etc) or management studies.

and new for 1997
Bachelor of Jazz Studies

Applications will be considered up to the end of September

For information about these courses and the concert program

contact 079 57 3727

Central Queensland
o UNIVERSITY
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A festival of contemporary pacific arts

2-17
NOVEMBER

Presented by The Performance Space,
Casula Powerhouse Arts Centre & Bondi Pavilion

ESSENTIAL HIGHLIGHTS

Festival opening — Pacific Pool Party
Victoria Park Swimming Pool

Critical Pacifics
Performance and debate challenging notions of the “Pacific”
The Performance Space

Highlander Rascals and Melville Island Paintings
Casula Powerhouse Arts Centre

bioluminesence
Judy Watson & Maureen Lander residéncy
The Performance Space

Connection to the country
Work from the Aurukun community, Cape York
Bondi Pavilion

Angels from the Heavens
Sounds of Pacific Choirs
Casula Powerhouse Arts Centre, The Performance Space

Re-cycloning and Installation sight-specific
Exhibitions at the Performance Space

Participating organisations include Death Defying Theatre, Australian Museum,
Sydney Intermedia Network and films at the Museum of Sydney

Full program available October.
For further details tel (02) 9698 7235
fax (02) 9699 1503 or email <tps@merlin.com.au>
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ARTISTIC DIRECTOR ~ ROB BROOKMAN

The National Festival of Australian Theatre is presented by the Canberra Theatre Trust
and is a platform for the very best of contemporary and exclusively Australian
Performing Arts. Festival events include street theatre, physical theatre, exhibitions,

dance, multi-media performance and fringe events

e g M @OPTUSS

.wmu. The Ganberra Gimes Beyond the Call

BOOK NOW!

CALL CANBERRA TICKETING
(06) 257 1077 or 1800 802 025

TO RECEIVE A FESTIVAL BROCHURE

your instrument, vence or in composition”
wher!

VTGRS (R @ cavIronn
you prepare Jor the world of music

UNDERGRADUATE PROGRAMS

both
27 September, 1996

POSTGRADUATE PROGRANMS

H October, 199

For further information, please phone Mia on (02) 9230 1240
c-matl: mkoshelainen @ greenwav.aasyd.edu.an) or Maria on (02) 9230 1241

c-matl: mkatsifis @ greenway osvd.eduan

servatorium Scholarships

atorium studenty

I'he University of Sydney
SYDNI ‘\ ( 'ONSERVATORIUM OF MUSIC
quaric Street, Svdney NSW 2000
r hane (02) 9230 1222 Facsimile (02) 9252 1243

b
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Second National
Performance Conference

1-3 November 1996
Malthouse Theatre Complex, Melbourne

An exciting three day program bringing together performers

from across the country to examine the current state and future
directions of the industry in Australia; brush up on your skills;
network like mad and have a great time!

Sessions include: The Creative Process of the Actor & Director (in collaboration with the
Australian Screen Directors’ Association) * Industry Report ® A Guide to New Media * Actor
as Auteur * Performance Makers ® The Casting Process ® Asian Connections ® Workshops on
Rehearsal and Screentesting * Masterclasses on Voice Technique * case studies, a hypothetical,
performances and much more!

Special guests include Irene Worth, star of this year's Melbourne International Festival of
the Arts, who will share insights gained over a career that spans more than half a century,
garnered 3 Tony Awards and seen her work with such other acting luminaries as Laurence
Olivier, Peter Brook, Steven Berkoff, Samuel Beckett and John Gielgud. The New York Times
calls her “just possibly the best actress in the world".

Other speakers will include John Wood (Blue Heelers) and Susan Lyons (Mercury) who will
discuss the actor-screenwriter relationship, Genevieve Picot (Proof) and George Whaley
who will talk about the actor-director relationship, and Lex Marinos who will investigate
the Race Against Prime Time to discover what it takes to establish colour-blind casting, as
well as many more top professionals from across the industry.

Free Public Forums: 6.00pm Thursday 31 October, Reception Room, Melbourne Town Hall -
The Vision Thing, moderated by Mary Delahunty (ABC TV), hear the personal visions of
three people who work in very different areas of the industry but who all have an influence
on cultural directions, on performers, and on what the audience sees. 6.00pm Friday 1
November, Iwaki Auditorium, ABC Southbank - The Art of the State, moderated by Louise
Adler (Radio National), a topical look at State Theatre Companies, which will also be broadcast
on Arts Today. Both forums are proudly sponsored by the City of Melboume.

Registration costs $210 for MEAA members and $450 for all others. For further information
or to receive a registration brochure contact Sarah Bartak at the National Performance
Conference on ph (03) 9686 7166 or fax (03) 9686 7160, or write to Level 2, 18 Kavanagh
Street, Southbank Vic 3006

The Second Netionol Performance (onference acknowledges the generous support of the Commonweoith Government
through the Austrolio Council. its arts funding & odvisory body; Arts Victonia, the Austrolian Film Commission, Melbourne
Internationol Festivel of the Arts, Nine Network Austrolic, Marmner Theatres & Stoged Developments Austrolio, Medie,
Entertoinment & Arts Alionce. JUST Super. (ity of Melbourne, Film Finance Corporetion, Villoge Roodshow, Network Ten,
VICNET, and Liberty Films.

HAVE YOU CONSIDERED TAKING ADVANCEB",{,’

DramaStudies

AT THE UNIVERSITY OF ADELAIDE?

Professional faculty » The resources of a great University
Exploring new ways of thinking about pcrfovmance
Building on the fundamental expetigpeesof your B3

4
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-
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Jﬂ analysus

* by thesis wi‘h Mﬂﬁa in playwritmg, myth and ritual, Australian studies, film
and television stpdas by coursework, part-time, in Educational Theatre
DOCTOR OF PHILOSOPHY
by résearch and thesis
APPLICATIONS FOR ENTRY IN 1997 CLOSE BY OCTOBER 31, 1996
Enquiries: Drama Office I'HE UNIVERSITY
Dr. Robert Kimber, Head of Department ] OF ADELAIDF

Tel: (08) 8303 3614 Fax: (08) 8303 4393 AL % .
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A convention of new poetries

Hazel Smith reports from New Hampshire on Assembling Alternatives

Conceived and organised by Romana
Huk, Assembling Alternatives was the first
international forum for the representation
and discussion of experimental poetry from
America, Britain and Canada. The four day
event included an array of new poetries
ranging from “language-poetry”—a
movement which began in America in the
seventies, characterised by unconventional
syntax and semantics and a strong political
agenda which resisted the subordination of
language to representation—to performance
work and hypertext. Distinguished
participants included poets Charles
Bernstein, Barrett Watten, Leslie Scalapino,
Carla Harryman from the USA; Steve
McCaffery and Paul Dutton from Canada;
and cris cheek, Maggie O'Sullivan and
Denise Riley from England. Many reputable
critics were also present including Marjorie
Perloff, Brian McHale, Stephen Fredman,
Susan Schultz, Nicholas Zurbrugg and
Geoff Ward. Australian poetry was not
featured as a main item—this seems likely
to be rectified at the next such conference—
but some Australians took part.

One fascinating aspect of the conference
was the way it exposed different
conceptions of alternative poetry. For some,
experimental poetry seemed to be mainly
language poetry (and American language
poetry at that). Others gave greater
importance to intermedia work,
performance or hypertext. The conference
was marked by a general open-ness, bur it
was still obvious that some marginalisation
operates even within the sphere of

experimental poetries. For example,
developments in hypertext were represented
in provocative papers and demonstrations
by British poet John Cayley on computer
realisation and generation of poetry, and
American poet Jim Rosenberg on computer
analysis of metrics. However, some
participants seemed reluctant to take
developments in this area very seriously.
This conservatism sees likely to persist in
the immediate future, as cyberspace
meanwhile opens up new horizons for the
writing and analysis of poetry.

The conference was an evolving event,
and many fascinatng issues and cultural
conflicts emerged. It was generally agreed
that the conference was, depressingly, a
predominantly Caucasian affair, and there
was some discussion about how this
situation could be improved. In addition,
many of the Irish writers, such as Billy Mills,
felt that their work was not being discussed
in terms of its own cultural context, and that
language poetry was being used as an
irrelevant point of reference. Some American
speakers, such as Barrett Wartten and Bob
Perelman, suggested the need for language
writing to reformulate its own cultural
position. Particularly fascinating to me were
the differences and tensions between
American and British poets and critics. In
general, while the British have been reading
and writing about language poetry since the
seventies, this has not been fully reciprocated
by the Americans. The conference was a
landmark in overcoming this problem,
though the Americans were only sparsely

represented at the sessions on British poetry.
The situation was not improved by Britsh
academic Peter Middleton who, rather than
arguing for its significance, satirised and
distorted the British scene suggesting that it
had been riddled by a cult of individualism
and lacked a theoretical discourse.

Performance was quite well represented at
the conference. Nicholas Zurbrugg showed an
illuminating video of avant garde work in
Europe, America and Australasia. My paper
delineated recent work involving words and
sound as “new sonic poetries”, and argued
that such work was important in interrogating
notions of gender and ethnicity. Other
speakers included cnis cheek and American
performance artst Fiona Templeton. Caroline
Bergvall, who is French but lives in England,
made a plea for the importance of extending
language by means of other arustic languages.
In an evening of performances cris cheek
created an invenuive, improvisational mixture
of sound, word and gesture. Christian Bok,
from Canada, produced a dynamic
performance which included a rendening of a
section of Kurt Schwitter’s UrSonata. Paul
Dutton’s performance ranged from the
evocation of inarticulate emotion by means of
throat and mouth sounds to semantic pieces
based on permutation.

Other highlights of the conference
included a presentation by Steve Evanson
on the changing nature of poetry in the
post-cold war environment; Tim Woods
arguing for ethical poetry as a “poetry of
interruption”; Alison Mark on the work of
Veronica Forrest Thompson; Stephen

Fredman on Lyn Hejimian; and Steve
McCaffery on some historical precursors to
language poetry. Australia was thinly, bur
cffectively, represented. Philip Mead spoke
about the ambivalent relationship which
Australian poets have had with American
poetry, and Ann Vickery gave a sumulating
paper on the erotics of collaboration.
American Loss Glazier supplied useful
information about new developments at the
Electronic Poetry Centre (available on the
web). There were excellent readings by Bob
Perelman, Leslie Scalapino, Carla
Harryman, Joan Retallack, Kathleen Fraser,
Robert Sheppard, Denise Riley, Ken
Edwards, Catherine Walsh, David Bromige
and many others. In particular, | found
Steve McCaffery's reading semanncally and
sonically compelling.

Ihere were inevitably some minor
problems. The schedule was over-packed
and speakers rushed—some spoke so quickly
that it was almost impossible to hear what
they were saying. And although the objective
of bringing theory and practice together was
admirable, a number of poets proved
unequal to the task of giving a structured
talk. None of this undermined the
considerable importance and excitement of
the occasion. More than anything, they
indicated the popularity of the event and the
necessity for such conference/festivals to be
held more regularly.

Assembling Alternatives, an International
Conference/Festival was held at the
University of New Hampshire, USA,
August 29 - September 2 1996

Hazel Smith works in the areas of poetry,
experimental writing, text performance and
multimedia. Her latest CD is Nuraghic
Echoes with Roger Dean.
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Hovering in the multimedia background

John Potts draws attention to sound at ISEA96 in Rotterdam

Sound is carching up with mulumedia, or
rather multumedia 1s carching up with sound.
This was one of the impressions left by the
Seventh Internanional Symposium On
ISEA96) held in Rotrerdam in
Although sound in multimedia

Electronic Art
Seprtember
was not a privileged theme at the symposium,
it made its presence felt (as always, both
literally and figuratively) during the week of
conference discussion and artistic events,

While most attention—and funding—has
so far been directed to the visual field of rext
and graphics, the potential of sound in the
multimedia interface is becoming increasingly
evident. The one conference paper to directly
address this issue was presented by Sean
Cubitt, from John Moores University in
Liverpool. Sound, “the repressed partner in
most areas of audiovisual space”™, has for the
most part been under-used at the interface,
filling the roles of vocal mnstruction or musical
mood-enhancer. Cubitr argued that the
rehance on the visual has produced an
impoverished interface, based on the office
design of typewriter and monitor. The
resultant emphasis on individual experience is
also a limitation, Cubitt pointed out,
extending the user’s sense of disappointment
at the mulumedia experience into the field of
networked communication.

Cubirtt’s paper, “Online Sound and Virtual
Architecture”, posited sound as a potennal
remaker of the nterface. In contrast to the
individuated screen, sound has always
constituted a social space. It is both more
communal and more subversive. (This latter
characreristic was attested to by audience
members accustomed to working under
audiovisual surveillance at high-tech research
centres: workers will tolerate video
surveillance but will turn off the audio,
leaving them free to mutter to colleagues
while preserving a dutiful facial expression.)

While Cubitt’s proposal remains idealistic
due to current technical limitations to online
sound, it is, as he hoped, an inspiration to
move between “what we currently have and
the possibilities which constiture any
possible future”. Large-scale interfaces
mediated through sound would be
collaborative practices, stretching across
actual and virtual dimensions.

If a prototype for this ideal interface exists,
it would be something like Anonymous
Muttering, the latest project from Knowbotic
Research. This striking installation was part of
the Dutch Electronic Art Festival, running
concurrently with ISEA96. Built on top of the
Netherlands Architecture Institute, it could be
heard from many blocks away. Drawn in by
the booming electronic sound, listeners could
also use their visual sense to locate the site.
Pulses of light were flashing around the
apparatus, which could be reached by
climbing up to the roof. Standing inside this
large audio-visual field was an intense
experience, to say the least. Intoxicating or
disorientating, or both: responses depend on
your reactions to strobe light, ferocious sound,
and a forced disconnection between mind and
body. It was like having parts of yourself
separated and scatrered around the force-field
of sound and lighr.

Such a dismemberning experience had its
parallel in the construction of this electronic
event. The Knowbotics team took sounds
produced by various DJs at party events,
processing them in real time into fragments of
digital information. This digital material could
be manipulated by visitors to the installation
by means of a tactile interface: a silicon
membrane. This pliable, transparent device
could be bent and folded, as it was passed
around like contraband at a party. The result:
the sounds shooting around the apparatus
were bent and folded in sympathy, and the
strobe light was also triggered. As both the
speakers and light-banks encircled the
installation, the visitor was wrapped in an
audio-visual felr of their own (parnal) making.

But there’s more! There were other inputs
to the sound and light show. The digital
narerial could also be manipuolared via an

iterface on the website, and could be

With

tollowed hive with RealAudio software

so many at the controls, it's impossible to
determine who produces which effects.
Anonymons Muttermg is a communal
interactive space, operating on both virtual
and actual planes.

If the Knowbotics project was the most
challenging application of virtual and audio
technologies, other works exhibited in
Rotterdam made more modest contributions.
Anyone walking up the steps to the World
I'rade Centre, the central ISEA96 site, was
confronted by A Music Machine Balancing at
the Edge of Order and Chaos. This work by
Peter Bosch and Simone Simons, otherwise
entitled The Electric Swaying Orchestra,
comprised six parametrically forced
pendulums—that is, pendulums made to
swing in unpredictable monions. Each
pendulum had either a microphone or
loudspeaker artached to its end; a computer
controlled both the electro-motors driving the
pendulums and the musical process. However,
because irregulanty is built into the
pendulums’ movements, the musical outpur is
also unpredictable. The computer interprets
the sounds received by the three swaying
microphones, playing notes through the
speakers in response. As a result, the
computer, as its programmers put it, is
“constantly listening and responding to wself™.

This injection of chaos into the digital
order of a computer-operated system is now a
famihiar element of the electronic arts. In
defiance of the military-industrial precision
expected of such systems, artists introduced a
dose of anarchy which is itself now becoming
predictable through overuse. The Knowbotics
project at least pushed beyond the order/chaos
paradigm; its multiple inputs played across the
terrain of will and chance, with an unfolding
audio text of unknowable authorship.

Emgmatic authorship of audio works was
one of the topics pursued by Heidi
Grundmann in her presentation to ISEA,
“Radio The Next Century”™. Austria’s
Kunstradio is now on-line, vigorously
promoting Internet radio through such
projects as Family Auer, a sitcom on radio
and internet. The writing is done by a host of
“pool authors”, while the narrative is also
shaped by internet users. Other telematic
radio-events include the composition of a
multumedia music score, with the presiding
composer collecting samples offered by other
composers on line. Radio The Ne(x)t Century
is a project instigated by two Swiss artists
whose fictional premise is of a disastrous web
crash, leaving SOS TNC to webcast for
surviving fragments of debris. This and other
ongoing works revel in the Yemise of the
finished work of art; bits and pieces are re-
contextualised into ever-shifting amalgams.

A similar project using more modest
technology was articulated by lan Pollock and
Janet Silk: phone-based art. Although it's
seldom mentioned, the phone was the first
instrument of cyberspace, generating many of
the effects now claimed for the internet. lts
democratising network cuts across space, class
and race, without excluding the poor and
computer-illiterate. As well, being built on the
voice, it is an extremely intimate mode of
communication. As the two speakers pointed
out, artempts to market “picturephones”,
active in the US since 1927, have always
failed: the addition of visuals would destroy
all of these advantages. Pollock and Silk have
instigated several phone-art projects from
their San Francisco base, deploying group
phone links, voice mail and other techniques.
The phone, they assert, is one network
guaranteed to permeate social structures.

Back in the actual world of Rotterdam,
several installation works added the sense of
touch to the audio-visual dimensions. The
physicality of sound found a partner, in these
cases, in the pleasure of getting your hands on
the works. The most intriguing was Jaap de
Jong's Crystal Ball, Sticking out invitingly
from a portal in the gallery wall, this glass
ball responded to touch by producing a flurry
of images and sounds taken from live TV
channels. Mixed by computer, the images
were spread across many small lenses, the

sounds were shards of conte mporary culture

Confusing at first, this work was an
enchanting kaleidoscope in three senses.

Jill Scott’s installation Fromtiers of
Utopia also added the tactile sense to
image and sound. lts eight female
characters converse with each other, and
the visitor, across time; extera interest is
added by the invitation to use real, old
fashioned objects like keys to invoke
certain responses. While the work 1s let
down by the banality of some of the
monologues, the interface 18 an engaging
use of touch and sound, in particular

There were other works on display which
foregrounded sound, but these I've described
were the most effective. The concert

@ PICA Oct/Nov
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performances at this ISEA were disappointing,
with only Mart Kimura maintaining her usual
high standard in new works for violin and
interactive computer. The most interesting
aspect, from an audio perspective, was the
impression that sound is hovering in the
mulomedia background, waiting to make its
presence more sharply felt.

Jobn Potts’ visit to ISEA96 was made possible
by a grant from the Australian Film
Commussion's Industry and Cultural
Development branch, and by a grant from the
Conference and “'H!k,\'/'uﬂ Fund of the
Australian Network for Art and Technology.
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New spaces, new Europe

On his departure from Sydney, in an interview with Keith Gallasch, Goethe-Institut director Wolfgang Meissner speculates on the future of

international cultural exchange.

In the all too brief two and a half years
that be was director of the Goethe Institut
in Sydney, Wolfgang Meissner made a
considerable impact. Not only did he
encourage and support local artists,
especially innovators, but he also pressed
bis fellow European institute directors to
rethink the principles and well established
practices of cultural exchange in the
context of new technologies and a unified
Europe. Throughout bis directorship,
Meissner attended numerous performances,
seminars, galleries and screenings, and,
atypical of cultural institute directors, was a
frequenter of The Performance Space,
Artspace and other sites of local arts
mnovation. He played a significant role in
the recent touring of both the Mudrooroo-
Miiller theatre work The Aboriginal
Protesters (premiered at TPS) and the work
of visual artist Denms del Favero to
Germany. “Because he was in Hanover in
the Sex and Crime exhibition”, says
Meissner, always keen to break the limits of
bi-lateral exchange, " Dennis was able to
make contact with Jenny Holtzer and
they're developing a big project in Leipzig
and one in New York ",

In Sydney, Wolfgang Meissner promoted
contemporary music, sound work,
installation and new technology as well as
fulfilling the usual obligations of seeking
out and providing numerous resources—
like films—for exhibition here. He
developed the annual Blur season of
performances, concerts and exhibitions
featuring Australian and German artists
and performers, each season prompted by a
colour taken from the Olympic rings logo
and inspired by Goethe’s and more recent
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theories of colour in science, art and
psychology. The Goethe-Institut logo was
quietly ubiquitous on programs and
catalogues across Sydney over recent years.
Meissner’s farewell was crowded with
artists who enjoyed his intelligence and
considerable arts knowledge and had found
bim supportive, affable and always
available for conversation. His parting gift
at the farewell was a generous performance
by Yuki Takao, winner of the judges’
second prize and the People’s Choice prize
at the 1996 Sydney International Piano
competition (see “Asked to listen, asked to
interrogate”, page 38). Meissner has now
taken up the post of director of the
Hungarian Goethe-Institut.

Shortly before he left Australia, | quizzed
Wolfgang Meissner about the future of
cultural institutes, exchanges and Hungary
in the new Europe.

WM To me it’s fairly clear that if
international cultural institutions like
Alhance Francaise, the Goethe-Institute, the
Brinsh Council have any chance of
surviving over the next 10, 20, 30 years we
have to forget about the old notion of
bringing out the art representative or even
cutting edge artist or product or exhibition
to a foreign land. That sort of exchange
increasingly happens anyway.

Of course, physical exchanges are still
very important but given the
virtualisation of communication in fine
arts, performing arts and literature, |
think the internet-driven exchange is
going to be so crucial that we have to
rethink the possibilities for dialogue
between artists. Spaces shrink. Even
given Sydney's distance from the rest of
the world, even given the relative youth
of its artistic community, it’s exciting for
me to see that there is more opportunity
here than in other places where the
Goethe-Institut operates—even places in
western Europe. Partly this is because of
the distance of Australia from North
America and Europe. Thart distance has
helped to sharpen minds and concepts to
develop—much faster than Europe—new
means of communicating within the
region and globally.

KG What then will the Goethe-Institut
offer in the way of cultural exchange?
«

WM 1 think our business has to be more in
the production of events. Whart fascinares
and excites me working here is that we can
create the kind of events we've done with
Clan Analog in 1993 and "94 and more
recently with a six-hour online connection
between the Sydney Goethe-Institur and a
German university where artists exhibited
their books and were available online via
the internet. For some of my generation this
is brave new world stuff but for younger
artists it’s like drinking tea. Artists are
potentially in constant dialogue with their
colleagues and their works. That redefines
our role. The space necessary to create
exchange events 1s reduced. We have so
much space which is not being used.

KG How will this affect the director’s
role?

WM While the autonomy of the individual
director doesn't need ro be diminished, it
becomes their responsibility to recognise the
changing world and draw back a little bt
from personal idiosyncranc culrural
hobbies, to work more and more with
Austrahan partner organisations, like we
did tor example with Synapse, the new
media commumications group. | think vou
should respect the collectuiviry of thought
ind adapt 1o the artisoc environment

uren

KG This kind of intimacy is
quite different from cultural
institutes providing arts festival
fodder or supporting concert
programs by touring artists.

WM The artist in residence
program has a continuing
validity but bringing chamber
orchestras over here, it's not just
a thing of the past, there'’s a
staleness to it. The world
market is there for these kind of
things. Also, the bilateral
exchange idea is a defunc, false
notion. It’s a way of working in
the international exchange arena
which 1s so much linked to a
19th century notion of the
cultural nanon.

Shortly after | came o
Sydney in December 1993, | set
up a working group with the
four European cultural
organisations here. We called it
Working Group 128, referring
to the number of the cultural
paragraph of the Maestricht
Treaty. It’s the first time that a
European Union Constitution
paper has included the word
“Culture”. The first ime. The 56th Treaty
of Rome didn’t. In 1993, two sentences in
paragraph 128 place emphasis on the need
to co-operate not just on economic and
strategic matters but on cultural ones.

KG It’s not defensive, like the French fear
of the Hollywood invasion?

WM No, it’s positive. It’s about the
multicultural Europe which many
Europeans are not aware of after the
collapsing of so many boundaries, the new
Europe that’s being created without cultural
institutions. Culture doesn’t need
institutions like ours to come about so |
think if we're doing our work well, we
should be of service, we should be very
close to the ground and support those
activities which find it difficult in the
marketplace. It can’t be done on a bi-lateral
level. It needs to be done on a European
union level. So directors from the four
institutes—German, French, British,
Italian—have been meeting every 6-8 weeks
for the past three years and we have
developed a couple of projects. The big one
is called Opening of the Mouth . It's the
first ever project proposed by a group of
European Union member state cultural
institutes outside Europe for funding from
the European Commission of Brussels.
There’s a program called Kaleidoscope
2000 which supports cultural programs
within Europe but also exchanges with
regions outside Europe. This is the first
genuine Australian-European exchange.
The 1dea has been developed by Daryl
Buckley from the new music group Elision
together with other composer friends in
London. He conceived the idea for the
1997 Perth Festival. It involves a number
of European collaborators: people from
the Netherlands, France, about 25 young
artists in all who've worked with him on
the concept. When he first told me about
the idea, | said this i1s great and we
developed it a little turther. | took it to
the working group and they liked it very
much. So we proposed 1t via the
delegation of the European Union in
Canberra and it's now being considered n
Brussels and we've recently had fairly
positive feedback. It's a mulndisciplinary
performance site-specific work with music
and sound art and s set in a huge tactory

Depending on tunding, 1t will premiere in

Perth and travel in Austrahia betore it goes

o Lurope

Wolfgang Meissner

Opening of the Mouth crosses borders,
national cultural policies, disciplines. It’s
something which uses new technologies and
also the oldest concepts of performance. It's
based on the Egyptian Book of the Dead
and other burial rites and rites of passage.
It’s also linked to what happened in Europe
this century in terms of people’s voices
being shut out or shut in in concentration
camps or gulags.

KG What do you see as the challenge for
the new Europe and Hungary in particular?

WM It's one of bringing west and east
together within Europe. So many
misunderstandings have been traded
across those borders because of lack of
communication and information. In the
last century and into this one, places like
Prague, Budapest, Bratislava, Warsaw,
Minsk, Cracow, St Petersburg, they used
to be Europe, on an equal level with
Milan and London and Paris. It’s these
peripheral metropolises that are coming
back into the European fold. A cultural
institution just needs to sit and listen. If
you're perceptive enough there’s so much
that will enrich you.

Hungary has been a site of resistance.
We know that in 1848 Hungarians were
amongst the most fervent revolutionaries
and suffered because of it. | was there in
June this year and spoke to some artists,
gallery directors, authors. The 1956
experience is still very present as part of
the Hungarian national experience in
intellectual life: a crucial moment of
cultural pride when they went out in the
streets fighting not just for less oppression
and more bread but for a notion of life in
terms of culture. The Hungarian people
have a crucial bridging role between west
and east within Europe. There’s also a re-
nationalisation there—Hungarian
intellectuals understand the danger of
that. But [ think it’s a process the country
needs to go through to redefine whart its
national culture is.

KG What about the challenges you face?

WM I'm going to see it I can do what |
think I've been reasonably successful at in
\\.’Iu‘\, o !H\i\ CONEMpPOrary energics, to
CNCOUrage young artists (voung in mind,
not just 1n age or body) and those that find
maost difficu

t to position themselves

within the cultural territon
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A festival in the technological nursery

Maryanne Lynch sees The Dreamers, Ghost in the Machine, Furioso and #14 at the Brisbane Festival

The inaugural Brisbane Festival is over,
and the mop-up is now taking place. Mixed
opinions, mixed audiences, mixed results. A
reasonable expectation was that some of
the mistakes made by other Australian
festivals would not be repeated; an
unreasonable expectation that the whole
shebang would be up and running in four,
five, six short months or whatever it took.
My view is that this festival is off to a
shaky but not wholly unsuccessful start,
though I'll take it all back if the same
mistakes happen in 1998.

Yes, tick the boxes for lack of passion,
uneven quality and a festival in search of an
identity. Bur also tick endeavour, exchange
and promise—all of this illustrated for me
by two local pieces, The Dreamers and #14,
and two interstate pieces, Furioso and
Ghast in the Machine. These works
combine dance and drama, bodies and
technologies, image and word, in manifold
manifestations of the alienated self in an
alienating world. Two were from the ‘main’
program and two from the ‘community’
program, bur this distinction never held
up—as it didn't in general. Instead, | saw
four ‘theatrical’ pieces attempting to join
old and new means of storytelling, notably
psycho-social narrative and digital and
other technologies.

Two that really failed to deliver were
ostensibly at polar ends of the performance
spectrum. The Dreamers, the latest
production by Kooemba Jdarra, from a
script by Jack Davis, was a big semi-
naturalistic tale of an indigenous Australian
family battling the odds created by a white-
dominated world. Ghost in the Machine,
performed by Hellen Sky and John

# 14, 1996 Brisbane Festival

McCormick, featured computerised imagery
in a movement piece that explored relations
between women and men. Despite their
differenges, both succumbed to the same
fate: an awkward relationship between tale
and technology, rendering the latter as
special effect or even gimmickry.

The Dreamers was, | suspect, in
difficulties even before it went into
production. The text’s historical
significance may not be up for question, but
this isn’t enough to make it a good play.
Director Wesley Enoch scemed unsure
whether or not to play it straight, and the
result was a curious pastiche of kitchen-
sink acting and whizbangery—for example
overwrought lighting and a set in which
naturalistic and non-naturalistic production
styles collided. The problem partly lay, it
seemed to me, in the lack of connection
between the action, on the one hand, and

Bodies percussive,
gymnastic, enabled

Julia Postle surveys Graeme Murphy's Brisbane Festival dance program

The Brisbane Festival’s official dance
program, with Graeme Murphy as artistic
adviser, presented two American dance
companies—Parsons and Momix—
alongside Meryl Tankard’s Australian
Dance Theatre and Sydney Dance
Company. Work by Brisbane-based
companies, such as The Queensland Ballet
and Expressions Dance Company, was
conspicuously absent.

The one-off Dance Gala was sold-out,
with 20 samples from companies and
individual choreographers (again not much
of a Brisbane presence). It felt like a dance
cisteddfod of sorts—the recollected evening
is now a series of blurred images. One
piece that spoke to me out of the rabble
was Into Dharma, choreographed by
Stephen Baynes and performed by Wakako
Asano. Each gesture and each step was so
precise and yet also so fluid, she seemed to
‘move stillness’.

New York's Parsons Dance Company
presented a program of six works from
their repertoire. In Scrutiny (1987), the
dancers playfully hop, skip, leap and float
on, off and around the stage, with
sweeping, swinging arms. Their movement
is percussive, at times matching the rhythm
of the music, and at others working against
and between rhythms. The constant, often
abrupt, changes in direction, rapid arm
swings and lirtle solo explosions mark the
movement crescendo in this work. Parson’s
trademark solo, Caughr (1982), 1s as much

1 feat in athleticism as it 1s In precision

!

4 1agh ¢ !
choreography. A flashing strobe arrests him

mid-air in successive poses and locations
about the stage. It’s trickery, but the
shaping of it is remarkablg, Parson’s
choreography has a sense of humour too;
clever mini-parodies of ballet, unusual
combinations of movement styles, and
quirky explorations of relanonships.
Throughout, Parson’s dance technique
evokes borh the formalism of Balanchine
and the experimentalism of Cunningham.
In contrast, Moses Pendleton’s
continuing exploration of dance-illusion
with his company Momix was not well-
served by a program of twenty short works
and excerpts from larger ones. It was a lot
of fun, but there were oo many weirdly
wonderful investigations at once. In
Spawning (1986), three women in g-strings
dance with, play with and bounce around
on huge balloons. Skiva (1984) has a
woman and man (Erin Elliotr and Tim
Acito), both on skis, demonstrating the
possibilities for new movement that
sporting equipment creates. They swing out
towards the ground over the front of the
skis in a delicious, suspended motion. Acito
throws himself into backflips over the skis.
In The Wind-Up fromBaseball (1995),
Cynthia Quinn performs a magical spinning
dance with an exaggerated version of a
baseball in one hand. Sporting allusions are
pervasive, as 1s the gymnasnc, athletic
moving body that Pendleton seems to love
o ;h.l”(!l!'_l‘ nd extend
In Free Radicals , Sydnev Dance
Company pursues the percussive
radically

relanonship to new ends. with a

performers,
technologies, space
on the other. In The
7 Stages of Grieving,
produced by the
same company last
year, nothing felt
gratuitous.

Ghost in the
Machine tired me
out with its repetitive
twirling-woman-
seized-by-man, then
spun-and-sent-flying
and its insistence on
using computer-
generated effects,
whenever and
wherever it could.
Two projection screens provided barriers,
frontiers and shelters, as well as visual
backdrop, but the Mandala system made
the performers merely appear to conjure up
the next effect. The work seemed
disembodied, an odd thing to say about
something as gritty as two interacting
bodies, but the point was that the bodies
didn’t really interact—with each other or
with the space—only with the computers.
This relationship could have been played
up, bur it wasn't.

Most readers will have already come
across Meryl Tankard's Furioso, either in
performance or review. In the Brisbane
production, dancers, space and technologies
coexisted in ever-changing relationships, no
single element demanding its own
importance at the expense of another. The
piece was both more classical and more
circus-like than I had anticipated—that

different approach from their Synergy with
Synergy (1992). A celebration of rhythm
and movement, Free Radicals embraces rap,
folk, body percussion and alrernative
instruments, as well as contemporary dance
and song. The interaction berween the
dancers and the musicians is explicit; in one
section, the dancers massage the necks and
shoulders of the musicians, and then lie
down to receive a rapid Swiss massage
themselves. In the program Murphy makes
reference to the human scale of this work in
contrast to the monumental scale of
Synergy with Synergy

The most meaningful work [ saw at the
festival was Village, a community project
facilitated by the Queensland Performing
Arts Trust D'Arts Program. Led by
lecturer and arust Janet Donald, the work
was realised by a group of young people
with intellectual disabilities and QUT’s
Academy of the Arts (Dance) students.
Sally Chance choreographed and directed
the final stages of the work, and Colin
Offord composed and directed the music.
In the opening section, the performers sit
or lie in pairs, leaning against each other,
and slowly begin to move through a senies
of resting places; the small of the back, the
heel, the curve of a stomach. Later, a duet
between a young man and an older
woman in an electronic wheelchair is far
more powerful than most classical ballet
pas de deux.

Of the other work | saw, much has
already been said. Meryl Tankard's well-
travelled Furioso left me breathless. Zen
Zen Zo's The Cult of Dionysus
(RealTime 14), a Brisbane work, proved a
compelling interrogation of classical
drama and contemporary movement.
Let’s hope that the artistic directors and
dance curators of future Brisbane
Festivals program more local works in
future. In so doing they will acknowledge
the quality of Queensland dance and also

» some of the magical intimacy of

final image of women climbing up the wall
of an illusion!—but with Tankard’s slant
on life and death and meaning. Once again
focusing on heterosexual relations, Tankard
nonetheless said much about much with
minimal huffing and-puffing.

Last but not least was #14, a hybrid
performance piece devised by a collective of
Brisbane artists and staged at the historical
Spring Hill Baths. This work also urtilised
the Mandala system, but with greater
success. For its stunning visual impact,
picture this example: the pool emptied of
water, a male form crucified against its
surface, a great gridded rectangle of colour
seizing him and splintering him into one,
two, three, four self-images, each taking on
its own life, taunting, tormenting, cajoling
the performer in his agony. Conceptually,
however, #14 was all over the shop, its
fragmentation becoming its weakness and
its visual poetics wearing a little thin. |
wasn't looking for a narrative, but I could
sense someone trying to tell me one, #14
began to feel a little like the man lying on
the pool floor: interesting but high and dry.

Not least from bitter experience, I've
come to the conclusion that using digital
and other technologies in performance
requires many more hours of development
than traditional productions. We are still in
the nursery as far as this goes, a condition
demonstrated by the different levels of
engagement with the technological text
demonstrated. Similarly, the festival itself
still has a heap of growing up to do.

Brisbane Festival, August 25 - September 8
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Dancing in an empty disco
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Peter Anderson moves through the 1996 Brisbane Festival

It’s Friday might—acrually it's Saturday
morning—I'm playing at being the daggy
single guy alone on the empty dance-floor.
I'm at Dale Frank's Disco (Bebaviouralism
Like his recent Pool Shark installation at
the Institute of Modern Art, this is a
moment of realism in the world of art—a
Disco posing as a disco. Dale has most of
the elements just nght—the lights, the DJs,
the music, even a few of the crowd-—but
some things don’t seem to work. The
security guards don't fit the warehouse
locanon, and the Brisbane Festival
administration has organised the licensed
bar only from eight tl midnight, so the
piece looks like it will never properly sink
into the drunken denouement of a real
disco—although, of course, 1t is a real
disco, just like this i1s a real arts festival,

For me Disco (Bebaviouralism)
epitomised my experience of the festival. It
was the second last of around 15 Brisbane
Festival events | managed to see over the
two weeks, most drawn from the Volt
component of the Festival’s program. But,
unlike Dale’s disco, which was self-
conscious (and perhaps a bit ironic) in
asserting its status as art, the Volt program
seemed a little unsure of what it was
actually trying to be. While located under
the “Community Program™ heading, Volt
(subtitled “the new performance™) was also
regularly identified by the Festival
administration as the “visual arts”
program. Now while it is true that some of
the program’s productions did have clear

links to the ‘tradition’ of performance art,
others seemed more clearly linked to
theatre, dance, and cabaret. The facr thar
the program existed (with reasonable
financial support) was a big plus for this
festival, but | have ro admit | really
couldn’t divine a reason for some
producnions being in the Volt program,
while others were not.

For example, Parlour Volatile, a nght
piece of camp theatre [‘l»l\ mg on potions of
drag and gender (again), was part of Voly,
while Children of the Dewil (which | saw on
the same night at the same venue) was not.
Both were pieces for solo performers—
Moira Finucane and Russell Dykstra—
devised in collaboration with the respective
directors—Jackie Smith and David Bell—
and requiring fairly rapid shifts between
characters. In Parlour Volatile there were
also some nice frocks, and songs to mime
along with, as well as some bleak and ugly
moments. In Children of the Devil, the
props didn’t get much more complicated
than a brick and a stick. However, the
piece did begin with what might be seen as
a homage to Jarry's Ubu Roi (first
performed 100 years ago this December),
replacing the riot-inducing exclamation
“Merde!™ with some realistic looking prop-
department poo. The whole thing was
mostly bleak and ugly...as well as being
very funny.

Bleakness was also pervasive in Pyjama
Girl—devised by Maryanne Lynch, Shane
Rowlands, Joseph O'Connor and Scott

N
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Walton—a production |
think might best be
described as an
experimental
imnvestigation ol a
particular murdes

the 1930

Pviama Garl case), in a

mvstery

genenically ambiguous
pertormance mode. The
fact that it didn’t always
‘work’ in a ncar way
gave it a certain edge. It was the only piece
I saw that abandoned the audience 1o a
'l".‘l uncertamity, so mug h SO (h." they
failed to realise the piece had ended, and
left after a long difficult pause and an
awkward smattering of applause

Of the two ‘new technology® based
preces | saw—# 14 at the Spring Hill Baths
(a very evocative space) and Ghost in the
Machine by Company in Space at the
IMA—I found #14 the most absorbing.
While Ghost in the Machine did display an
admirable tightness in the interface between
the performers and the technology, it came
across as a series of set demonstrations, The
group producing #14 on the other hand—
Keith Armstrong, Anthony Babicci, Panos
Couros, Alex Karydis, Brian Lucas, Lisa
O'Neill and Ann Wulff—scemed less
concerned with the ‘wow factor” and built a
slow shifting piece with some spectacular
visual moments and grabs of text that
hinted at an underlying narrative.

In the main drama program, it was Zen

Nige! Pearn - Pyjama G

a Chapmar

Zen Zo's The Cult of Dionysus that seemed
maost often to be marked out for attention
However, | have to admit thar while |
found the piece engaging and beaunfully
staged, the Butoh influenced delivery tended
to irntate me rather than ro intensity the
expenience. Interestingly, while Zen Zen Zo
looked to Japan for ways to heighten the
dramauc impact of their work, Japan's
United Performers Studio—The Winds of
God—went for the realism of method
acting with a play about Kamikaze pilots.

In a way this sort of tension captures
something of the difficulties of this first
Brisbane Fesuival, Not enough of the
program really went for broke, and the
Festival itself seemed to lack a sense of
energy and direction, as if this time around
it was acting the part, carefully. It lacked
the Kamikaze spirit. | for one would have
preferred a little more inspired overacting,
and a few bold gestures towards the
future...even if that means a few people get
irritated along the way.

Above the line

Jean-Pierre Voos talks to Keith Gallasch the challenges for

Townsville’s Tropic Line Theatre

From time to time regional theatre
companies look like an endangered species:
several have folded in recent years, others
struggle on against significant odds, some
are likely to be replaced by a new species,
multi-art organisations like Lismore’s
successful NORPA, in the not too distant
future (RealTime 14). And not all arts
conservationists are convinced that these
small theatre companies are worth saving.
They are accused of conservatism, of
inappropriately mimicking their state theatre
company counterparts, and of indifference to
community needs. Of course, we all know
that there are in fact many kinds of regional
theatres with distinctive ways of working
that counter these charges.

Townsville’s Tropic Line Theatre is an
example of strong collectivity, shared
management, the nurturing of new
Queensland plays, the development of
young actors, the programming of
mainstream fare with provocative new
works, and some community involvement.
Originally based ar James Cook University,
the company produced four to five plays a
year and director Jean-Pierre Voos taught
as well. Since becoming independent two
years ago, Tropic Line creates 10 1o 11
shows a year, “almost a show a month”,
says Voos. “Being independent gives us
greater scope, gives me more time to direct,
it's what the rown needs, and the frequency
ol prndu\.(h)n\ ofters continunty, hcquv:m V
and higher public awareness.™

University support did have much o
offer, including access to equipment,
transport and administrative resources. An
independent Tropic Line is infinitely more
reliant on box office, grants (Arts
Queensland and the Australia Council) and
self-management: “We can't afford to have
an administrator so the actors and 1 share
the tasks™. However, Voos is clearly proud
ot the company’s independence. The only

Tropic Line Theatre - The Surgical Table

problem, he says, is that the press are still
inclined ro regard Tropic Line as a
university company and underrate its
abilities. He reports that this is a prejudice
on the decline.

Voos directs most of the productions,
working with “the ensemble, as we call
ourselves™, a company of 11, including our
young director Tanva Sorrell. Some seven are
graduates from Voos' teaching years at James
Cook. “That means that some of my
performers have been working with me
continuously for five years.”™ This is a
reminder of Voos' grear faith in ensembles. In
1970 he founded the long-lived and
influential performance group Kiss, which
not only visited Australia several nmes, but
emploved a number of Australian artists now
prominent in the performance scene here.

The emplovment of talented local theatre
workers is an issue for Voos. “I'd like to
cut down the talent dramn to the ‘south’,
Unlike other companies, such as New
Moon, that have artempted 1o make a go of
it in Townsville in the past, we would only

import actors from Brisbane and elsewhere
when there was absolutely no alternative. It
hasn’t happened yet, partly because I'm
interested in developing our own actors and
choosing plays, including new works, with
them very much in mind. The same goes for
encouraging new directors.”

As for play programming, Voos says, “I
cast my net very wide to entice a larger
general public. I'm not happy with it yet
but there are signs of progress. That’s one
reason why we have to do so many plays. If
we want to do four or five cutting edge
plays then we have to please the general
public with Shakespeare, with The
Crucible, our next production, and the odd
potboiler. These *safe’ plays aren’t
subsidised by Arts Queensland.

“Part of our policy is to produce new
Queensland works, to foster young
playwnights in our New Plays for
Queensland Fortnight. It's limited to
Queenslanders, and we get some 30 to 50
scripts submirtted. These go to a panel to
select the most promising six: then three are
workshopped in one week and three the
next, and we bring the authors here.
They’re transformed by the experience.
Michael Beresford-Plummer from James
Cook University coordinates the event for
us. It's good work that we do because we
can offer three or four of these writers
productions. This year Tropic Line are
doing three that we developed from last
year's fortnight; another one's going on in
Brisbane, and Jungfrau (Dymphna Cusack’s
novel adapted by Jonathon Hardy) is being
done by Playbox in Melbourne in June,
1997, And some of this vear’s best will go
INLO Our owWn program next year.”

Carefully construcred company life is an
important part of Tropic Line. “We
convene at 9am. The first hour is a spent
on administration and stage management. |
chair the meetings and the company are like
ministers: they take their jobs very
seriously. They know exactly whar they're
dong. It’s a protit sharing company, they're
all interested in its success. Ar 10am we do
a physical warm-up devised from my vears
with Kiss. At 11am there's half hour for
clementary acrobatics and then, if there's

time, if the play we’re working on is not
too demanding, the actors train their
voices, they learn songs, some are learning
how to read music. Lunch at 12. Rehearsals
from two to five. With some plays, like The
Crucible, we use community actors, so we
have to rehearse three nights a week until
9.30pm. Some of our actors have part-time
jobs so timetabling is critical. One person in
the ministry is in charge of that almost full
time job. She's my boss!

“There are five community actors in The
Crucible. They would be professional actors
if they had the courage or the nght
circumstances. For example, there’s an
optometrist who's excellent, but there’s no
point my twisting his arm, he's got a family.”

1 ask Voos if this all-consuming
umetable is too much for a senior artist like
himself.

He retorts, “It's my life. It's what | want
to do and the members of the ensemble do
take a lot of work off my hands. | couldn’t
do this without them™.

When Tropic Line was part of the
university it toured widely in Queensland,
but with its independence, an enlarged
program, the huge distances involved and
the inevitable financial losses, touring is an
ambition rather than a fact. “It’s in our
charter and we want to do it, but other
than a recent successful trip to Br<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>