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Rea/Tim e ha great pi a ure in pr iding re d r with a ub tantial intr duc6on to th "Betwe n art and natur e ' theme f u tralian 
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futur es, plus M , e DIA9 7, Adelaide ew Film Award , The Fifth 
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Literature 

tephen Mue kc interview . 

• 

Festivals 
e tival of the Dreamin , -oncemporary Performance Week 8, Bri bane 

Biennial Festival of Mu i , Gorman House Fe tival of ntemporary Art , 
Australian Youth Dance Festival, Hotel Pro Forma rerurn from Denmark 
with Orfeo . 

Performance 
Open 97 at The Performance pace, Urban Theatre ProjectS Circosis in 
Brisbane, Zsuzsanoa obo lay' Awakenings.The opera Project's The 
Berlioz: Ou, Vampires Ourselves. 
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Faith at Greenmill. 
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Perspecta in 
perspective 
Ja qu !in illner intr du 
th Rea/Time ur e f i ue 
nd th me in u tralian 

P r p era 19 7: Between Art 
and 

Between art and nature, w 've covered all 
ba . u h a broad rati n le i ran hibiti n 

Lauren Belkowia. Follies, 1997 bansllla. IIMltlder, cllllhes 

maintain n inter red bur vig rou ly 
independent approa h ro u ha rubri . 

Jacque/me Millner 
ditor, Perspecta s11ppleme11t 
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The between-ness of 
art and nature 
Mark Jack n p ulat on e ol gical thinking 

"Between Art and arure"? Thi overall 

u 
7 

of 

ro 

u rralian Per pecta 
in rrum nral prpjecr or ra k of harne ing arr 
• nd nature in rhe rvi e of a good cau will 
ultimately be c nringenr on the degree ro 
whi h th se in riruri n an think rh ir e 
project of engagement ecol i all}. 

Mark Jack 0 11 teaches in the Faculty of 
Architecture. ni11ersit)• of Adelaide 
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Filling the void 
ndre 

pr m1 
amara look ar what th 
ay and t hn I gy 

hi t ry fa th ri ha tO ay ab ur art and nature and find 

art and narur remain a oid that Benjamin 
propo es we an fill it, and brain a gra p of 
co mi proporti n , b means of the 
traditional antithe e of narure t hnolog)' 
and hi rory. In r hnol , he argue , • new 

Vera Mclller, My Wild Li fe (Cletatl). 1996 

Betwe n art and nature. hat doe 
this mean? 

e could look at it two ways. The ritle 
impli that we are dealing with neither art 
nor narure, but omerbing else that traddl 
the gap between the two. lt i not clear what 
inhabits thi inter titial orbit, but it d not 
appear ro be "art" srrictl peaking. It would 
be fair to a k then, why m unt a m, jor 
conr mporacy art evenr around rhi non-art 
themati ? Titi i n r a ea of being 
do mari about cerm , for it g co th 
h art of any trong curatorial premise: one 
ha t de id whether th thematic 

ntributes to a {re h under tanding of 
contemporary art or whether in tead it 
impo es a lums s iologi al glos, upon rhe 
art, i it a ea e f lat hing onto the cau f 

ology and rben cratching ar und f r an 
to fit the bill? (These remarks muse be 
prefaced by the fu t char the)' r pond ro rhe 
cur:u rial 'pr mi of P r pecta and ar mad 
in adv n f the e hibition ic If.) 

n che r.h r hand, the title hincs at me 
communion between art and nan1re-th 
brin ing together of MO different things. TI\is 
ra the qu tion of how the w uld be 
linke<l. lf one look ar W rem an hi t ry, in 
which th mediation of art and nature ha lx.-en 
a major themari eh relati n bet\ een d1e I\ 
appears far more complex than one would first 
imagine. f c urse, many poop! pr wne there 
· a narural af:finicy between art and nature. or 

me of ur m re vocifer us j urnali t-criti 
the rraying from rhe presumed organic link 
between arr and narure i th r r cau of the 
malaise of contemporary art, if n r the wh le 
onrcmporary i ry. But can ir all be thi 
implc? 

Lf we rak the example of two f the t: 
kn wn ~ nnulati ns linking art and nature, we 

n realise that differences f ba i d finiti n 
are va t. The perceptual model of art that EH 

mbri h outlined in Art and 11/usio11 (1 60) 
confirmed the idea that art draws i 
inspiration from the bservaci n of narure. 

mbri h thought anises ~ red pri r 
perceptions and aJtW rk again r narure. By 
mean of thi 'mix and match' pr of 
perceptual r rin arti ntinually elicited 
gradual modificati n f .isring sch ma in an 
effort ro achie e ever greater ocular accuracy. 
The perceptual model of an a orman 
Bryson has su ested, a umes chat the 
arrwork spans "an arc char runs from th 
brush ro the retina". ( orrnan Bry n, 
"Semiology and Visual lnterprecacion", Visttal 
Theory: Painting and Interpretation, Bry n, 
MA H lly K Moxey eds, Cambrid e, 1 91) 
Bry n' omplaint with perceptualism · that it 
redu the an:work co an artificial, seaml 

heren e, devoid f any of eh fuss of 
representati nor of the ial w rid. 

far back a the early 15th century, 
however Leon Batri ta Alberti had proposed a 

eo-Plar n· vi w of art that differed markedly 
fr m eh· model of empiriail resting. AJberti 
pronounced that an artist should not follow 
nature blindly like some compliant puppy. The 
artist should avoid sheer nature and in read 
extraa onl its best qualici . Acri in effect, 

hould a era.a from narur ; th need co 
fabricate its ideal fonn. Under no circumstance 
h uld an artist follow a Ii~ ral perception of 

nature because that meant obeying it in all i 
errancy. To follow nature blindly is wholly 
una hetic. The ideal is a fonn of artifice, 

lberti w uld seem to u and it cannot be 
found in th empiriail reality whi h mbri h 
believ grancs art i impetus. 

Yer the linking of art and nature i far 
more complicated than even this divergence 
f opinion implie . In J 7th and 18th enrury 

a rheti thought, the term 'narure' wa u ed 
o e ten ively ir became omething of a 
arch-all. ln 1927, a Romanrici t holar, 

Arthur Lovejoy, anempted to urve thi 
variety of meaning (Arthur L vej y 
'" arure' a A theri orm", Modern 
Language otes, Vol. UJ, J 927). 
remarkable feature of Lovejo 'sac ount i 
that it reveal how imilar definitions and 
u of the t rm 'natur ' n, parti ularly 
with the advcnr f Romanri thou ht~ 
provoke quit antithetical underscandin . 
For an artwork ro acquire the J ignanon 
·narural', it had to adher ro c rtain 
requirement -Lo ejoy Ii t 1 
ubcaregorie , many of whi h ar 

contradict ry: ymmerry (regularity and 
geometry), a )'mm try (wildne ), naivete 
(unadorned emori nali m la k of 
ophistication, the qualiti exemplified b 

'primitive art), adheren e ro the rul , and 
randard f bjective beauty (the immutable 

in human nature, imiranon of long-a cpred 
models) the d~regard of rules and 
precedent (free expre i n, f ling a 
ponraneou and rheref r m re 'natural'). 

To c nfuse rhe i ue further, the t rm 
nature' could mean an thin from rhat part 

of empirical r alicy not rran formed by 
human endeavour or art (a view whi h 

nrradicts both ombrich and lberti) to 
qualici a iated with the artist ("freedom 
from influen e of onvenrion , rules, 
traditio " and " elf-e pr ion without self­
consciousne "). The latter value ugg r rhe 
advent of moderni t ae theti prin iples, but 
th e, to would appear to dcri e fr m a 
d finition of nature'. De pite i br vity, 
Lovejoy' informative urvey contain o 
many variation of care ories o many 
qualification and contra ting uh-categories 
that it au one to pau e and r fleer on ju r 
how loo ely the term art and n::trure are 
bandied about in contemporary critical 
parlan e. M.ighr we not a k whether we 
really know what we are talking about when 
linking art and nature? 

An intriguing re ponse to the art-nature 
nexu wa ff red b the rman criti -
philo pher Walter Benjamin. He wa 
inclined to examine the concept of nature by 
oupling it wirh what it i u ually ppo ed 

to-hi cory and technology. A problem 
ari , he uggescs when our view of an and 
nature rely upon a ymboli ideali tion 
which emphasises nature a plenitude or an 
id Ilic ta i . Benjamin felt it n ry ro ur 
this organic tie between art and nature. One 
could sa , in the wake of Benjamin that our 

concept of narur- are deeply embedd d in < n 
a theric philo phy heavily burdened by 
organi i t thinking. This might not ound 
urpri ing when dealing with rh concept of 

'nature' but Benjamin found it inevitably 
avoid a key (rh ugh perplexin ) feature of 
rhe 'naruraln ' of narure--namely, decay. 

ccay i an inherent feature of nature, 
but one whi h we have diffi ulry a epting, 

pecially in our thinking of art and nature. 
In contra t to the aesthcri of the cla i i t 
ymbol, Benjamin adv ate an alle rical 

approa h whi h empha i the .. eternal 
rran i n e" of nature, it verripene or 
imperfecti n. It ntemplar an 
"e era rdinary er ing of nature and 
hi tory" , hi h he call "nature-hi tocy". 
Hi to then a quire. rhe quality of a 
peri bing nature. The allegorical brings us 
inco the crearurely domain of bisrori al­
narural under candin . This means hru ing 
off that part of a tradition forged up n the 
teleologies of perfection, eternal harmony 
and the human ma rery of te hnology and 
nature. To Benjamin mind there i 
omething peculiarly lifeless abour this vision 

of nature as harmoni plenirud whkh is 
nearly always accompanied even 
ne irared, by pr umprion of techni I 
m rery. He counter it with the only activity 
worthy fa peri hable nature-hi tory and 
char i a destru rive reativity bent upon 
making room or clearing paths. 

Thi doe not mean Benjamin offer rhat 
we lack a 'co mic' view. For him "th 
paroxy m of genuine o mic experience i 
not tied ro that tin fragment of nature that 
we are accu t med ro call ' arure"'. Any 

rure in regard ro a communion • ·rween' 
art and nature will read a quire empty if it 
rclie upon nothing more rhan a vague hope 

"phy i i being organised'· but chi i only 
po ible if we reali e rhar "te hnology i the 
ma r ry not of nature but of th relation 

cween nature and man" ( alter Benjamjn, 
"To the Planetarium" in" ne- ay treet", 
One Way treet and Other \: ritings, rrans. 

dmund Jephcort Vero, London, 1985). ln 
effect Benjamin might warn us that we are 
ar our mo t imperious when we presume 
ourselves innocent in our appr ach to 
natur . The notion of an imperiou 
rechnol gical ma rery char ar on e cm o 
remote fr mart and aescheti find their 

unt rpart in Gombrich' per eptuali m 
\ hi h v ill only re ogni nature a an 
eternal candard when ir i r tally inert and 
ready for ppr priarion. 

Benjamin cau u r reflect upon the 
artifice in our very vi i o of nature. Hen e, 
he treat the m hani al a organic and the 
human a inorgani . For him, the creaturely 
reaJm of the aJlegori al is a mu h composed 
of ima as it i haracterised by rhe imprint 
of technology. lf our perceptions of nature 
are a linle bit Mickey ouse, then Benjamin 
could be happy with that. For Mickey 
Mouse was the machinic body par 
excellence, one that even outstripped 
contemporary technical capacities. "Mi key 
Mou ho us that the natural creature 
till r mains ven after it ha div ted i If 

of everything r embling mankind. It break 
through the hierarchy of natural reatures 
that i conceived of a culminating in man" 
(W. Benjamin Gesammelte chrift-en, 

o/lected Works Vl, uhrkamp Verlag, 
Frankfurt am Main 1 72-89). 

Afldrew Mc amara teaches art history a11d 
theory in visual arts at the Academy of Art , 
Queensland University of Technology 

sue Peelley, L/s1enlng to Clara, Ethel and Ada (Cletall), wool. photos , mixed media 

Sue Pedley's project Ustening ro Clara. Ethel and Ada Is concerned with representing those Ineffable values 
about community, intimacy and human-scale time so undermined by the ascendancy of economic rationalism. 
Her evolving Installation, set up in a row of shops long vacant in the heart of Erskineville village, plays host to 
a sense of suspended. slow time which seeks to elude the instrumentalism of the ec-0nomic paradigms driving 
recent changes in her suburb, including the closure of essential regional services In the name of efficiency: the 
destruction of old industrial landmarks, and the relentless encroachment on public land. 
Pedley evokes this non-instrumental lime by focusing her attention on the laborious process of weaving. Not 
only is her three-dimensional wool-modelling painstaking and lime-consuming, it is in a sense never complete, 
always in a state of gradual change. Her project is not driven by the desire for a finished product: rather her 
work comprises the very process of making small, subtle connections between one thread and another. so that 
after time these connections begin to transform the room. organically evolving into a large, indomitable 
structure. Pedley's weaving takes a very specific pattern-it is modelled on the molecular structure of gypsum, 
the main component of her favoured material, plaster. Pedley has long been investigating the subtle secrets of 
plaster, its architectural history as well as its chemical properties. In this installation, her rendering of plaster's 
unseen inner intricacies embodies an apt metaphor 1or the seemmgly fragile, yet inherently strong, community 
lies in her neighbourhood. 
Pedley's prolect of 'listening· also entails a fast and loose documentation of the groundswell of community 
opposition to certain developments in her suburb: a barrage of snapshots of community protests and events. 
counterpoised with historical images of Erskmeville village and protest placards. Wrth these photos and signs, 
Pedley's project plays the traditional galvanising role of community art. yet this more traditional role 1s inflected with 
the subUeties of the artist's specific process-based installation practice. This interplay grants the proiect a greater 
complexity, characterised by that sense of non-instrumental lime which renders Pedley's studiolgallery/shopf ront 
a place of respite from the exigencies of the economically driven. rational world. Jacquehne Millner 

Listening to Clara, Ethel and Ada, 106-112 Erskinevil/e Rd, Erskmeville, August 1-September 14, part of The 
Performance Space's resPonse to Perspecta. Screaming Green. a/so featuring works by Julte·Ann Lona. Mark 
Joseph and Rod Berry 
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The nature of things 
u B t put rh 

them ri ur r lation t 
p lpo 

en ir nment 
r of in tallati n art ro 

Janel Laurence and Aona Fol • Edge of the Trees. 1994 . 
Museum of Sydn y 

lr i again t rhe ba kgr und of chi very 
common app roa h r art and arr hi tor 
rhar rhe rig rou and original ontriburion 
of a thinker uch a rau!> c, n he een. 

hile I am n r entirely ·on in ed by her _____ _. 

con tru ·tion of the emergence of 
po rmodcrn culprurc .1 omcrhing ,1k111 to 

a logical necc iry, her ,1pproach Jo· signal 
a deci ivc h,fr from rhc modernist concern 
w,rh the .1utonomy of arr. to arr with .1 
more e pan ive , icw. The reg, rr,Hion of 

hifr ,·cry effectively counter the 
homogeni ing iconograph1c1I 
tradmon, , h, ·h rill dommarc 
much I ·al and inrcrnarional .,rt 
hi tor , and al o c. pl. m rhc 
po\sil ilir of , ork-. concerned 
with the environment. 
In tallarion, then, become the 
re ulr of both a formal and .1 
con ·eptual hi fr-form and 

the 

offering ,in ,mmcr i e 
e. peri n e-in orh r ord , one 
i plun d into the pace of the 
, ork rather rhan b ing parare 
from it. The form ( r relari e 
f rmle n ) of in tallation thu 
lend it If t the c ncemplation 

four urrounding . Indeed, 
in tallati n an in orpora re eh 

urrounding natural r ulrural milieu in a 
w, y that few other arr form an even 
b gin t approach. In tallations an 
genuine! be bef\ en arr and narure: part 
of the work i al ay rhe 'gi en' 
urroundin g and how that 'given' i 

handl ed re t v irh the arti t. 
Th 

nvir nm nt . Th 
apa ir ro illuminate the 

p,1rtK1p.mve mquiry .1ml hum.in 
d1111inurion. )ne yc.1rn, ro 1111Jcr 1.1nJ .1nd 
cc ,di. .ind yet the work re\1\r, the !,!C\ralr 

which m:1h i u.11 ,1ppropria11011 
p1h!>1hlc. hi refu .11 w er 111tn .1 "nglc, 
compk· r · image prepare~ the viewer for rhc 
h1ghl reflective .1nd inrcrprct,111\'C 1c, of 

Joyce H1nterd1ng. I-Tone Aenotogy Ian Hobbs 

f rhe 

h d 

ii i 

11e Be I teaches in the Archite t11re Pr ram 
at j, ~~i11er: ifY of. .e~lm I ,gy, _dney 
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The nature of sound 
as art as sound 

brief guid t und in Per p ta l 9 

PERSPECT A 1997 has committed 1tsell to sound 
m several d1mensIons-in the gallery as mstallatton 
m a children's hospital. in live performance. on radio 
m many forms, and in conference-confirming the 
ubIquIty of sound as art and a mindfulness of its 
preoccupation with nature as ·raw' material. It also 
entails the unexpected, unusual ways of working 
with and from sound as well as dislmctIve ways of 
thinking about it as an ·acoustic ecology', and of 
looking at visual art through sound 

Listen out for and look into 
Sound Frames· A Guide to the Artfulness of 

Nature "An acoustiguide lour of the Gallery's 
191h century Australian collection. re-examining 
many well-known images of the Australian bush 
in terms of contemporary thinking about the 
environment and history". This is made up of 15 
soundscapes that you take with you to selected 
paintings. The writer of Sound Frames, Martin 
Thomas, put it lhis way in a Sydney Morning 
Herald interview: "The paintings become so 
familiar lhat people stop looking at them. I 
thought it was an important part of the agenda to 
get people lo look through listening'' Presented 
by The Listening Room, Radio Eye, AGNSW. 
Throughout PERSPECTA 1997. 

Social Interiors: Spatial Circumference. Rik Rue, 
Shane Fahey and Julian Knowles, performing 
together and apart ·aim to accurately map the 
organic aural characteristics of particular 3-
dimensionat outdoor environments·-·a series 01 
concentrated habitats within and around rainforest 
regions in New South Wales." Their sounds will be 
juxtaposed with videomaker Peter Oldham's ·super 
close perspectives and distortions of natural 
habitats·. Presented by SIN (Sydney lntermed1a 
Network). Art Gallery of NSW, Sunday August 24. 
2.30pm. Domain Theatre, Level 1: $12/$9 

SOUNOcheck.two. Terra Acousllca: features papers 
by MartJn Hamson, Alan Lamb and Virginia Madsen 
"addressing ·acoustic ecologies': representational 
practices using the medium of sound to explore and 
negotiate ·natural' and constructed environments". 
Theatrette Level 4 Sunday, August 17 2pm Free 

The Listening Roorrr. "Austrahan and mtemational 
sound works that explore. compose and remake the 
natural iorld" Featuring· Jane Ulman Sherre 
Delys, RIk Rue. Andrew Mclennan. Jim Denley. 
Stevie Wishart. Virginia Madsen. Tony MacGregor. 
Gareth Vanderhope (sound design on Shine. Babe. 
Romeo~Julter, and Elwyn Dennis. Mondays 9pm 
August 4-September 15. ABC Classic FM 

Radio Eye: "documentary features discussion and 
performances that invesllgate-and celebrate-the 
many ways In which human beings lhmk about 
nature". Listen out for special guests Enc Rolls and 
the French philosopher and novelist Michel Serres 
recently IntervIewed by Tony MacGregor in Paris. 

Say Ahh. Sherre Delys and Joan Grounds "create 
installations of embodied sound to re-animate 
environments, awakening the world of fantasy and 
invoking the inner life of nature", in this case creating 
a walk-through installation with sound at the 
mnovatlvely designed Westmead Children's Hospital 
and employing glass-domed (and wired for sound) 
bo1anist cases (Rea/Time cover photograph) of a 
kind once used for the transport of plants. Royal 
Alexandra Hospital for Children, Westmead, July 31-
September 14. Check The listening Room for related 
programs created by Oelys. Grounds and Oelys 
also have work at the Ivan Dougherty Gallery, Selwyn 
Street Paddington. and will be part of an Artists' 
Forum on Wednesday August 12, 1-2pm. RT 

Catching a wave 
nna Dzeni detail Harr ankin' r ati n fa had wgram 

I'm trying to 01 1erco111e tbe /imitations of 
the l,mdscape tradit1011 i11 1/,e visual arts, 111 

bro.id terms, not 111st i11 pbotograpby, 
because it i pred,euted lnstorically 011 tbe 
separntio11 of h11ma11s {mm 11at11re ... of the 
e11 e of the en11iro11111e11t a ,m ob1ect to be 

ol, erPed, apprecic1t1•d, used ... it is es e11twlly 
t1 11tilit.iria11 t•iew of the world ... et1e11 in 1t 
romantic versio11 ... 1t is all ahc111t what 
lmm<111 beings c,w get 0111 of 11 111bether 

(land/sea), if'> 
juxrapo ing of chaotic 

rgani fom1s 
(wave/ hadm ), and rhe 

(raft/imaging 
r hnology). '> 

performan ·l', che 
work\ reacion 1 

approached a a ph c 
kinetic, communal 
public mual-it is a 
ollaborarivc arr work 

und rtaken m :i natural 

s,mryn Gill. R,sirig Damp !detail ), 1997 . d1g11.a1 image 

S1mryn Gill is reticent to descnbe her work In advance of its exhIbIhon-she likens this to a game of Chinese 
whispers where mev1tably the descnplion will become but a poor translation or her artistic mtent. However, she 
does divulge her process, sketching out a number of anecdotes which provide an interesting background for 
reading her work for Perspecta, renamed (from Rising damp) Between a rock and a hard place. 
Gill is a recent and somewhat reluctant arrival to Sydney, having lived most of her hie m South East Asia but 
relocated here for her partner's professional opportunities. Gtven her reluctance, she feared that unless she 
came to negotiate Sydney head-on, perhaps she might never feel settled here. Hence. she devised a means of 
seeing Sydney at close quarters. underside exposed, unadorned by the glitz of nightlife or the glint of harbour 
renecllons. After lengthy negotiations, Gill managed to persuade a demolillons contractor to take her along on 
his rounds. Armed with the trusty companion of the erstwhile traveller. the map, Gill would set ott to obscure 
Sydney locations as the demolition jobs came up, thus forcing herself to traverse her new city In the 
demolition's aftermath, she would trawl the detntus in search of compelling pieces of broken walls. m 
themselves strange custodians of Sydney's history. Some chunks might betray hve layers of paint. 
corresponding to the fashion colours of different epochs-purple. and you knew you'd hit the 70s! Gill 
collected these remnants and then overlaid them with text-not with the nouns we are accustomed to reading 
on maps, but with verbs in the present participle. sporting the suttix which transforms nouns Into verbs: 'Ing'. 
Gill sees her project as akin to a Richard Long walk. if back to front: a walk through the urban wilderness 
punctuated not by evocative poetic fragments about the landscape but by seemingly random action words. Gill 
hopes the entry of these pieces of domestic rubble into the museum will prompt one to ask: who collects? who 
names? She hopes that her work's resonance with modernist antecedents such as Long and Carl Andre might 
beg the question. who may quote and who may only mimic? Jacqueline Millner 

Simryn Gl11's Between a rock and a hard place will be exhibited as part of Websites at the AGNSW from August 2-
September 14 • along with works by Aona Halt, the Arnhem Land Weavers, Lauren Berkowitz and Stephen Holland 

boundarie of environmcma l expre ion ha 
lead him to :iim f r the hadO\ of narure in 
morioo-serring hi ighr on the very ed e 
of rhe world-the breaking wave on rhe 
horeline. The Wave e tend the work of 

friend assemble a 4 x m rre recran ular 
ram of regon beam· and angl iron 

tensioned with wingnuts marine ble and 
tumbuckles upporting an overhead 6 merre 
aluminium tripod with a fla h arra)' hung 
from irs apex. n e night fall , several 
prepared heec:s of monochrome 
chlorobromide phorographi paper are vn 
face-up using a sail needle and fishing line 
onro a fi. hin net rr tched aero the 
rrucrur . thin, rran lucent strip of 

mputer-altered appr priated drawing i 
then rapled along the paper' edg . The encire 
I -o kil gram a semblage i then carried ro the 
hore and ar an appropriate moment as a 

wave msh aero the paper' urfo , rhe 
flash i triggered, imprinring i~ imag . 

Returned co the arrist' Melbourne 
darkr m in a lightproof P pipe, the 
xpo ed paper is manually proces ed in 

tb 11 ·s m ,terial like coal or guld or an 
at·sthetic respunse. ,1 e11se of hea111 • .. . ,md 
I'm d1ssall (ied wit/, tbat. TIJJt In me i p lr/ 
of the problem. 1y interest is an eco/o ,fr~ ii 
e11gageme11t ... a11 econm tric engagement with 
the world ... the slnd owgram for mew.is one 
1t-ay of achieL1i11g that ... Harry Nank1n, The Wave, fragment 2 {detail). 1996, silver gelatin shadowgram 

cu comi ed chemistry and then furrher 
manipulated in the studio with hand-applied 
blea h, hemical toners and pen ii. The. 

Harry ankin 
In the middle of Melbourne' ummcr, 

phoro raphi arri r Harry ankin and an 
a embled re\ trekk d down ro Bu hranger 
Ba on che ourhcrn I rorian coa t to 
c ure :mkin' vision--a had wgram of a 
wave. Thi wa no small und rtakin . 

ankin' aim\ a ro record a ma ive life­
ize image of an ocean wave breaking on a 

wild sea horc , directly onro phorographi 
paper. Thi wa mad b immer ing a 2 
quare metre rafr of black and whire 

phorographic paper in rhe sea ar nighr and 
expo ing it co flash and m nlighr. The result 
i a ph rographi hadowgram of a wave 
frozen in motion-a detailed negative pi ture 
of churning awarer, foam, kelp and derriru 
overlain by the linear hadow of marine 
cable holding the assemblage in place. lr wa 
layered with rhe artisr' uperimpo d re r 
and imagery and various parare hand­
applied, po r-photographi modifi arion . 

Th Wave i part phorograph, part 
ulprure and part perF rman c. 

photograph, it i an act of 'geographical 
divinarion' revealing an imprint of nature 
whi h would ochenvisc be inv· ible to the 
naked e e. ulprure, it ymboli 
c nrradi tion in our responses to nature by ir 
sirrin .u rhe jun :rurc of abradjn realms 

inrer 
ankin ha previously worked e tensively 

a a ph t rapher of the wildern . l11i in 
part led t his revi i n of the nature-

mmodifying onventi n f rhe moderni r 
land pe cradirion which in lude in le-

int per pecrive, the minianiri ed im ge, che 
material pararion f viewer fr m su jeer 
and subjecr from recording medium. It al o 
led ro hi rejecri n of the narure-denying 
'gr undle n ' of po rmodern relativism, in 
fav ur of rrategie privileging the 
unmediared interpla of arti r, emul i n and 
ecosy tern. The result is an amalgam of 
analogue phocorechnology, lare-cwenrierh 
enrury plein air 'land art' and rhe applied 

in ighrs of a mareriall -grounded, 'ecological' 
or 're on tru rive' po tmod rn philo phy. 

ankin' Cathexis how at rhe M A in 
19 4 illusrrared the po ibilirie of uch an 
approa h. nder rhe cover of darkne he 
di carded rhe amera in rder ro produce 
terrestrial hadowgram , pmring the 
hadow of enrire living tr e on huge 

sheer f phorographi paper. The image 
caughr the immense cop and ·ale of rheir 
ubje r. But ankin' drive c ex.pand the 

with all of it I eaury, grandeur and dan er. 
he ub-ricle of th1 proj r-Theoria 

acra 11darum (The a red Theory of rhe 
\; ave)-parodies, with it marine rwi t, 
Thoma Burnet' mi raken Flood-ba ed 
c nj cure on ropographical gen i , 
publi hed in 16 1 a Tell11ris Thcoria acra 
(The a red Theory of th Earth). D pire 
Burner' di dain for rhe wild, rhe heer 
grandeur of hi observation generated 
publi fascin:iti n with nature and greatly 
influen ed the dire tion of Romantic idea 
including rhe seminal treatise on 
n ironm nr.al aestberi s publi hed in 1757 

Edmund Burke' Inquiry illl'o the Sublime. 
Thi fas inarion remain today, where 
romanri ideas abour nature a den, an 
attitude of ientifi rationalism beliefs in 
rhe a red elemenrs of rhe land and a kind 

f utilit rian pragmatism are in competition. 
For ankin, che ebb and flow of th e 
onre red belief about the use, value and 

meaning f nature, are allegorised in The 
Wave: a ingle morn nt in the endl 
rhythm of nature on a ertain night on the 
hore of a particular beach beneath the 
hitting dunes of Bu hrangers Bay. 

how are u h imag, made? ankin' 
in pired and d dicaced ream of oil agu and 

ho en wave will be re- wn imo the original 
net and rafr rru cure for exhibition. 

The \: ave i a on eptually elegant and 
original artwork. The print are the only 
marine ologi al hadowgram ever 
ancmpc d in situ. lt i one of the large t 
photo raphic artworks and perhap the 
largest hadowgram ever created. In a milieu 
infaruat d with the digital, The Wave re­
inve t traditional phoro-re hnology with 
ne, value. It al o re-a err the importance 
of meaning over technique and re-affirm the 
ontological distinction berween the virtual 
and the organi . It contributes to the 
emerging discipline of ecological a theric , 
offering perhap the only cogent 
photographic equivalent of 'land-art' 
pioneered by pracririoners such as Andy 

oldsworrhy and Richard Long. It 
challenges the way photography is u ed ro 
represent nature. It al o employ the familiar 
Australian location of the bea h in order to 
point to the mystery, wonder and fragility of 
the coa ral realm itself. 

The Wave will be exhibited at the 
Australian Centre for Photography August 

-30 as part of Perspecta.The ave has 
also been invited to Lisbon's Expo '9 as 
part o/The International Year of rhe a 
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All the world is one big Chelm 
K m urr ay trac k a f ran nt t pond r th faJ p r n on b tw en na tur and t hn o l )' 

You wouldn't believe it. It' the, cek 
before '\ inter ol ti .e and the b ach is 
crowded , ith people ... ar nighr. They ha e 

many layer of clothing thar the look 
more like over• ized penguin rhan men and 
women. , hat are rhe d ing there, on 
thi · de crted bea h n ar ape hank? 

1 ow ome tb reall unbelievable p:trt. 
They're 'taking' a ph to raph. Actually, 
they're going lO take rh· ph rograph and ro 
ir into a ra hing , a e. urrenrly, rhe 
phorographi paper i in three piect arrn hed 
ro nerring. Thi netting ha been rrerche<l taur 
on a wooden frame, five by seven metre in 
ize. Bu hand are ewing th • paper into 

the nerring through rhe damp and, guided 
only by a thin moonlight. 

Thi hadowgram ha been a diffi uh 
bu ine . n the fi r attempt, ju r before the 
ummer olsti e, rhe paper di imegrated in 

the swell. The e nd time the proce s took 
so lung to a emble rhar rhe high ride wa 
mis ed. The rhird rime, rhe flash unit failed to 

fire on time. Thi i rhe fourrh and l:i r time. 
ood, 111. mone)' and parien c have all worn 

paper rhin. 
hlemicl art 

Please e cu e my anempr ar village 
storytelling, bur rhere i somerhin olkloric 
about Harry. ankin' attempt ro capture a 
wa, •c on phot graphic paper. B} co111ciden e, 

ankin's family originated m one f the mosr 
legendar y J wish ommuniri in Poland : rhe 
village of helm. In I 942, many of 'he lm' 
15,000 Jew , ere ~enr to obibor death 
camp. Before rhen, it wa famou for the 
naivcre of ir inhabitant . helm is home of 
rhe shfemiel, a kind of holy fool who e comic 
bumbling lead~ ru a deeper under standin g of 
rhe world. 'I: oody lien's ch.1racter Zclig, as 
.helm' mosr fomou:. shlem1el. 

Do ou know the tor 
of 1he tailor Reb Zelig? 

The tale 1s kgitim.uely told by Isaac 
Bashevi, mger . .\l r own plam ver~1on 1, a'> 
follow,. (Thi:' writer mu~, confr,, co hl·1ng ,I 
non-Jew . .\1.m:rial tor th" art1de \\ ,1, not 
1r,111smHll'd through the l.!mily, h111 
downlo,1dcd from tht· 111rernt•t. The ( helm 
,ronc, were found 111 ,1 page ot 1he \X'orld 
/.m111\t Oq~a111,a11011 ,m•: htt/1:/l11·wu .u ;;:o. 

org.1lk11n11111trkhd111.ht111.1 
Rei, Ld1g l•,1~ '1,1d c11u11gh of the Imm.Imm 

l,(e .iml deodes to 1·c11t11rc ou t mtu the world. 
After ,i dea'llt w.ilk. he comes to th,• ao:;sro.1ds. 
wh,•rt· J s1g11{u>sl p11111ts III two Jir,•c//ons: Wit' 

11',I\' 1s lo \\',1r~.iw. ,md the opposite w.i,· pomts 
li,1ck to Cbdm. Zd1g cho<>ses tlm spot to e.it ,1 

s.111dwteh mudc l,y lus w1(1:. Be/ore h,w111g ., 
rest, br t.ikes tl,e fm•c,11111011 of n•mo1•i11g Ins 
shoes ,md {'<'111t111g tln•m III the dircctmn u( 
\\'.'.1r. 111•, 111 c.is,· he fprg,•ls the w.iy d11r111g Ill . 
slccp. \Huie In• 1s t1slt't'(J, J begg.Jr ,·0111,• • .ilong 
,111,/ t.1/.:.t•s Lt•ltg·s slJ<1<'·, but 0111101mg tht'lf poor 
nmd1 t1011. ht• drops tbem. T/,e dm•ct1e111 of the 
sboe ts 11011• r.•t•ers,•d: they pomt bi1d.: lo 

ClJdm. 
Zd1g w.,kcs t111d clcp,ms /or lt'h,lf bt· tbmks 

1; W'11r. Ill', hut 1s ,u·/11,11/y Ins own tc/11'11 of 
('/,c/111. On ,1rrw111g 11t In dC'st111,11w11, Zd1g 1, 

1mpr,•ssed at tlu• fr1e11dl11wss of tbe people ,111</ 
bow s11111l<lrly tins 1011'11 is ,1rm11gcd to 111 11w11. 

\Vlnlt• m111dcr111g down t1 stn ·ct 111st like 111s 
011,11. t1 wm11 111 tl'bu resembles Ins ll't/i: c,1lls 
out, 'Zclig you {<ml. stop sta11d1118 there. l11111cr 
1s rc,,dy. · ot q1111t• bd1,•1•111g tbc comcnft•na •, 
bc tukcs Ins pos1t11m ,11 1/,e wo111<111 · t .1bh•. 

Zdig l,.is nut enough 111011ey to rctum 
bo111<•, so be dee, les to st.iy III this very 
stra11ge tow11. But he tells 110 ont• his surct. 
a11d dre,ul the ,I")' 111bc11 the rc,1/ Zclig fin.illy 
returns home. 

. inger enc.::ip ul:ire rhe rory in .1 h:w wisL' 
lines: 

Those who le 11•,• Cbe/111 
End up III Cbc/111. 
Those wbu r,•111<1111 111 Cbelm 
Are ra / ,1111/y 111 Cbe/111. 
All m.ids lt·,1d lo <1,e/111. 
All th e ll'mld 1s 0 11t· /,,g lu•/111. 

It', helm out there 
So, i, I larrr '.mkin ,1 mt><lern-,fo} / t'lt~? 

Dot·, lw k.we I ehand the: .1rrifici:il lift·,tvll-ol 
J t J t • I I Ii t , . t .J' ~ • . ' 

rhe ciry and eek our ~ ild nature, only r 
reduce rhe whole \ orld to the re hnology of 
the camera? Thi i a rhetorical quc ri n. lr i 
a kcd to 'rehear •, a the}' ay a rheoreti al 
peculation about the relation hip ben een 

te hnolog and narure. 
ou kno1 the tory of 
\ es1em po itivi m 

lnrrinsic to the \ esrern und rstanding f 
phil ph , a voiced by Francis Ba on, i a 
po iri i r aith in thee panding empire of rrurh. 
Ju ta ien e un ove new m • teric , read}' to 

r lighr inro rheir hadow , so neer of 
lonistS advan e upon the cw'\ orld 

preading agriculrure, rrade and divine lighr. 
oda}', rhi , onder ar new fro111ierl> 

prompt an ironic po tmodern re ponse. 
-File proclain , ~The truth i~ our rherc". 

The fin an f chi enrence u e rs rhar 
truth i like an animal, , airing out ide the 
door. Thar ' rhe rom ncic er-up of rrurh. The 
econd reading provide an opportunit}' for 

self-reflection: perhap truth i only po ihle as 
a phenomenon 'out rhere', at a disran e from 
immediate e p rien e. By rhis logic.:, rhc 
· n ept of narure i a mere product of 
rcchnology, which needs an object to 

consume/protect. The rruth 1s , l~o 'in there'. 
The same our of reach character applie ro the 
·black bo ', the inscrurahle space of 
technology. The amera I rhc paradigm.me 

amhri::in period ... In the flO\ of rhi pr:1c.:ric.:::il 
logi . ir's a short Mep from mulri ·di e,·olurion 
tom bile ph ne-. 

The docror· tory ha Overton of Bruno 
L,r ur a Fren ·h anrhr pologist who ha 
rudicd lab re hnician a though rhe were 
haman . Rath r rhan analy rhe tory ·ienc.:e 

rell about irself-romancing rhe lar:1- L.1rour 
I dosd ar , har ·icnti r a ruall d 1, 

which i a glomorous form of paperwork. ot 

imply r fl ting eh world, ien ·onstru~, ir 
in a , y rhat mak rhe very er of ·ience 
~ible. Before ir un overs any 'truth', ir must 

erili , d ' infect, cahle, insul. re, pa1·e, seal, grid 
etc. BY trurh. 

the o 1cial biographer of Loui Pasreur, 
Latour claims rhar the nonnal 'hi. k ho ·· 
argument about the diff rcn e herw ·n life in id.: 
and urside the: lal rarory cannot wirru.tand 

rutin_. '. ith pa eurisauon, rh regime of rhe 
lahorarory ex-rend co the farmyard. . ience 
requirt..-s a grid of dean rran port in order ro 
function as a uni\'cr..al ystcm of knowlcdg . fn 
f ' ,. Ha1•c c1'<!r Bce11 Modem, L1rour compares 
scicnti 1c fa~,s to fro1.en fi,h: ~rhe cold cham th,n 
kt-eps rhem fr h mm,r not he inrcrruprcd. 
how ver briefly- (Bruno L1mur, \Ve Have e1.'t'r 
Been Modrm rrans. ·arherine Porter. t"W York, 
Harv ter Whl-atsheaf 19 I ). In order to funmon 
as a rd1ablc knowledge lacrory, soence musr dose 
w door on rhe outside world. 

Harry Nank,n. The Wa,-t>. raft at dusk before ,mmers,on. 1996 

'hlacl,. box·. for wlm:h rhc uncontrolled 
1ntru~inn oi light from ·out there' ~pell, rum. 

Ju;r like thl· myth of ~lmcrv,1, rht· owl of 
WI dnm rhar onh · n,e, JI du k. the '-Fth•s deft 
ch,1racreri~arion ~,t occ1denr,1I kntmltedge 
.1rran-.. ju,r when th1; knowledi;:e " on rhe 
vngc of exun,uon. rrom our enlightened 
p1hanrn1 roJay. we l..now thJS sfof} .1~ J 

cJurionarv r.1le ahour ,uhur,11 profhg,K). 
,0l1ig1sr\ such J 1 am 1-lannery anJ J,1red 

Diamond ha,c c.:enrre '>tagl'. \\ICh their ,rnril"> 
of the recurring human misr.11..t' in a"'ummg 
n.1run:·~ int'xh;tu\nh1hry. Tod.iv. rhere\ no ·out 
there' ldr. or .1~ Lei 1- 1r.111s d,um~. "1hcrc will 
nev.:r he another 'ew '\ orlJ-. (U,1uJt L.c11• 
rr.rn;;, Tnstes Tro/11.111rs , rmn;. J & D 

We1ghr111.111, H.1rmonlhworth. Pengum 19 4 ) 
lway~ :imbrian 

A rt·tired Jewi h-ducmr, whos.: father ,1lw 
migr.Hed ro u 1ralia from Pol.rnd. i fond of 
hrinl!,ing rhe big p1.:rure down ro c.mh. He 
dl·sc.:nh•~ ro me rhe origin of lift:. ··You see. ir 
beg.ins in rhe ·aml n.1n period. First. life form\ 
1 ere only one or rwu cell~ in _ ,ze, and rhey 
received all the nouri hmenr rhey needed from 
rhe brine around rh m. h water, oulJ .11 > 

wa h J\ ay their wasre producr . veryrhing 
c.:am ro rheir door . The problem ~t.ured whcn 
more ophi~ric.u ed form evoked, wirh many 
more c.:ell, •. 1nJ ir wa, h. rder to get rhc w,ncr 
ro re:ic.:h all rhe cdb. To . oh·e rhi, prohle111, rht· 
cell l"lt·gan to endo · warcr within them. l11cy 
h.1d .1 world of rheir own. '\ irh .m inrern,11 
pllmf to cir ·ulare rhl.' wa1er. thc~ ,ould mow 
,\hour. Fn1lurio11 took off.- r\nd rh.:11 hi~ ,tory 
g<x rn grou nd: bTh,u · wh\ , ii 11111 mea,urt• 
tlw , .1h-lt·l'el in your hoJy. you'll ...-c th.11 ir\ 
1he -..1111e level o ;.1lmi~ .,~ rh.: ,e,1 during rht· 

, •If) I 1 I H I I , r 

o ol/t IMS e1·l'r o/1~cn·cd ,I (.1ct. ,i tht•ory• 
or ,i macbmr th.it could s1m·11·e out 1de ol tbe 
11cttl'orks thut g,we birth to them. Still more' 
f~ 1g1h· thull ft'rllllf! ' , fw<IS .111d 111<1dm//.'S can 
trm 1el along o;te11dt•d gullcru•s. lmt tl,C) c,1I11101 

itrrvwc n11e 111111111<· in tin; f u11wus ,111d 
111ytl11ct1I ·011t•th1•re11ess • so t'J1111trd by 
/1lnloso/1bcrs ol sac11et•. 

Bruno l.Hour, . (1t•11cc III Ac/1<111 , .\lilron 
Keynes, Open Umver;Hy Pr , 19 -

Thi:, pomr :.t,111J~ ro rea. on: the real 
1.·h.1llenge 111 Lnour\ pos1t1on 1s his l.u:k of 
cy111c1~111. ·nr Latour, there i, acru.,lly no ·our 
1here' unnwd1.111:J by rhe retinue of 
doorkeeper;. The polaric.:ian, rhe an;wcnng 
1n.1cl11ne. the angel .1nd rhe hole in rhe nLone 
l:iyer .1re all med1.uor~ ot grL•,uer fore.:~. 

One re'ipon.,,.. m L1111ur\ argumenr is to 

..:re,ue ,l world where ti:chnolngy firs nugly 
wirhin the ecosy,ri:111. P,rnl,1 D.1wson' 
'Grcenworld' ('1ttp:lll1•11•11·.1•1.l,1b.11.s)'d.ed11.,11il 
gt1lfcrylp,111l,11) is uc.:h a pl.,c.:e. Her Yo11 ,m• Hen' 
lunat hologr.1m. ro he in~t.1lled nn J Queen -1:ind 
i L1nd. i concepru.1l1,;c,.I wuhin 'Greenwmld'. 
h,1 ~ on hak pearc· For r of den­
-rongu in rrc -, hook· in the running brook 
sennon in srones, good in everything~. In rhis 
, orld, dam twrherers ro-,si k rhe forest noor for 
information rhar can he reg, tcred inro the cenrr.1I 
d.1r.1I a, . in the film T11•1)"/t'r. clecrronic 
1ra11 ·riprion blend, mnlt, ly inro other norural 
ph ·nom •n,1. 

1-1.irry ankin re-.pond m the fol~ 
!tt'J amrion of nature and technology too, hut in 
rhe oppos1t~· 1\ay. Ra1hcr rh:111 rurning 
tt'chnolog) lll!iiJc n.mire, 'ankin to ,e 11 our. 
nw p.111t1pnc.: re)!lllle, Ill wh1 ·h phorngr,1phcr 
c.:apr1m. rh~ flec:nnit mrnni:nr in hi hbck ho , 1s 

• t r I I 41 , I ,t II ~ I t . J l J 

ovcrthrown-p.1pcr is ..:,t\l inm rhc ~,.,_ In th.: 
pro,:e . fo,1my air w:iter .1nd tlo:tring ,t.-.i\1 l't' d 

rc.K1 dire ·rly , 1rh rhe ·hemi..::ils on rhe p.1pcr. 
Ar lc,1, r rhar'. rhe theory. 

Fourth , ave 
One ur C\ o deer m give the ~ignal and 40 

nc.ld hand, hoi I rhe tr.1me along the :..1nd and 
inm rhe warcr. 1 ler the hraver oul~ r.1ke the 
!.C:l \ ard ide where rhe urf i, , :11. 1 high. H.1rr ' 
wair unril the right m menr in rhe s1 ell for u 
ro 10\ er ir onro rhe receding w;11er. In mi­
d:irkne -, , e , air or the w:ive ro urge nnm 
from stage. Here ir comes, I ur H:irry ht , 1rares. 
A cloud covers rhe moon and ir'~ diffic.:ulr to ..cc 
, hat' happening. The, a e rerrcars 
unrc ·orded. nurher rakes ir pince, hur still 
I l:ir11 \ ait!.. Finally, 1 he rhird is fla hed, hm 
a tcr . u ·e ive waves, it\ h:irdly ,I dear line. 
Yl·t another failure. 

ortunJrdy, an kin· friend have 
hroughr a sp:ue roll of paper. Tht• are 
determined rhar rh1 bt· th • la t outing . 
Perhap 1he c:imcra operator 1ust wants ro 
heighten rhe :.u pense. 

ah of th eart h 
Bur I digrcS'i ... 
One of the belief we used to moc.:k 111 

·pre-sc1enrific' ulrure i the notion char the 
sk)' 1s ;olid. Thi: ancienr Je, ,~h ,rnd .:arly 
'hri\li :111 understa nding of rhe firmament was 

of .1 hcmi phere of beaten meral thar 
l'parared rhc fiery he:ivens wuh a l:iyer of 

cooling w:irer, , hich , ould occa ionally 
desc nd ro carrh as rain. 

In the Old Te tamenr (now called rhe 
·•First Tescamenr") there are specific.: c.:onrracts 
made between God and rhe people of l<;rael. 
One ot rhe mo t inrere nng of rhc e is 1he 
'covenant of salr'. 

A11d e11r ry• obl.i//011 of thy me,11 offermg 
shaft thou seasu11 11'1th salt; neither shall thou 
suffer the salt of the ctwenant of tby God to be 
lack mg from thy m eat uffe r111g: with .ill tlmre 
of(ermgs, thou sht1lt offer salt. 

Lev1ti u bk l: I 
Accord111g ro an incerprerarion in rhe 

M1dra h, the origm of the covenant of salt stems 
from a complaim by the lower warcr ar rheir 
d1\Uncc from GuJ 111 the heaven,. Thu,, ,od 
requc-.,red man to indudc air on rhc altar 111 

'>.lcnltcc. (bttp:lll<'u11•.yat.:d.cm11/salt.htm l 
gr.11n of s.1lt rhu, -eal, th pacr hc1w. n GoJ .1nd 
has pt"<1ple. higher and lower water... 

Without salt. there would he no cmpires;. 
Thc Bnmh ..:olumsed che world on ,.1lred 
heel. ,1nd the Durch ailed tht' world on 
rollmop .. \ ' irh ~omt' L11011n.m lilen e, 11 

may llt' ,;11d rhar rhe air c.:rysral, m 
phorograph1c emuls10n laid rhe foundanons 
oi a ~loh,11 culture. 

A, world building mows on m digirnl 
rerra111, chi material pa kagmg of colon1sanon 
hegms to unravel. This pr e~s •~ dramatised in 
ue Pedley's 111 tallation l.utcm11g to Iara. 

r tbel ,wd Adt1. Pedley' s arc is scratcgicall)' 
designed ro highlaghr rhe rhrear io 

[r kineville'~ loc.:al po r office pmeJ hy rhc 
111cxorahl force~ of cconomk r.111onali anon. 
t lcr merier oi plasrer serves well m re fleer rhc 
,rand.irdismg force of in\lltution like the post 
office. By working down m the molecular 
compo mon of gyp urn, Pcdlt'} 1 able ro 
demrs11fy this m.uerrnl. Hers 1s ::i anure-like 
art rhar harhe in the inexorable tide of 

Cut 

It\ p,1 t midnight and \ e're back again on 
the hcac.:h. Thi is definitely rhe la t chance. 

ith ankin' ignal, we lower rhe frame omo 
the wer sand. n cue, rhe wave surge forth 
uwr rhe paper and chi rime Harry rrigge ·s rhe 
tl.1sh at ju t rhe righr moment. For a secrnd or 
rwo, everyone relaxc a mu h a it i po sible 
in rhe freezing water. nfommarcly, thar brief 
momenr of rein ·ation i long enough for rhe 
ba ·kwa h to appl • force again r the paper 
and ... rip. l11e seaward ection is torn in nvo . 

For rhe :ike of team p1rit, Harry rrie ro 
repre hi di , pp incment. o me, it eem a 
firring con lu ion. hrough th1 poetic a , of 
bringing re hnolog ro nature, rhe sea h:1 
recovered it elemental wildne . There is a 
world our ide helm, hut you have ro rrnvel 
to helm to find 1r. 

Kel'l/1 M11m1y I a Melboumc-basc,1 wruer. His 
ll'i!b s1tr, i~ at htTp:IA\;erpl~.n;-r.au/-kmurrar 



Artful 
protest 
Julia J n re i eh tr dition 
of n 1r nm nra.li t arc in 

u trali 

u rralion arti r have f r man ea 
expre ed their on em for he 
environment_ ake for e.·ample Arthur 

creeton's i/11011 Dam n11d Mount D011110 
811011 , D 2000, painted in I 40 and 
no\ rcco ni ble a a propheci vi -ion of 
che barrenn , hi h accompanie che 
fear-felling fa narive fore t. nbekno n 

rreecon at the rime he painred the w rk, 
year 2000 would be om a f u f r 
ir nmenml on em in u rralia, wirh 

ta 1ng o che' reen' I mpi ame 
ydn and an in rea d 

n i u n ompelled by rhi impending 
wacer hed. Jn the run-up co 2000, the bi­
annual flag hip e hibirion of u tr lian 
con remporar arc ha undertaken a ni. jor 
·hifr in keeping " irh chi focu . 

H w i ' ature' to be regard d in che 
I 90 ? " hat role an arr play in rel ri n 
to environmenta l i u ? an arc reate 
p irive hange? H o\ do environmental 
action group relate co art? lf arr hould 
be a the artist John ~ ol eley recent! 
declared, "about rhc way we live", then 
che ubjecr of chi year' Per pc ta i 
timely in the en e that "the ~ ay that e 
live" -or more pe ifi ally the impact of 
human ociet on the environment-i the 
mo t pre ing i ue fa ing u in the late 
rwemicrh century. By interrogating nature 
through art and ice ver a, Per pecta ha 
the potential ro timulare thoughr, 
di u 1011 and acri n: art an, for 
in tan e, rake rhc appr a h of rai ing 
awarene through imagery pre c.:nring 
pra ti al visual ' olurion , and/or 
in orporaring po itivc a rion, uch a 
regeneration, into the a rual pro e,s of the 
work. nc alient e ·ample o the.: power of 
imagery to 111 ve political ends in recent 
Au tralian hi ·rory i the gal ani ing force 
of Peter Dombrov ki ' ph r graph Rock 
lsl,wd Bend f che rdon-helo -Franklin 
river, whi h fcarured in a Labor Parr y 
·ampai •n po rer in I accomp:rnied I y 
rhc caption " ould you vote for a parry 
rhar will de ·rro , rhi ?" ,\ reen leader 
Sol Brown ha nor d, --1r wa - th · right 
pi ·cure, t rhe right time. nd ir, .1i. 
·rucial in aving the Franklin~. The • o 
I am 'c.1mp. ign ignificd a turning point 
in public riwarene s of cnvir nmcnral 
i ~ue in ustralia, and an evocative image 
was at its c ntrt '. 

n example of environmcnrali r arr a 
lirrlc farrhcr from home might be found 
\ ith Jo cph Beuy , a founding member of 
the ,crman ,rcen Parry, and hi work for 
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D umenta 198 . Beuy pla ed hundr ed of 
r k our ide a mu -cum nd hall nged rhe 

crman it of a el co plant ne tree for 
ever r k. h time a tree wa planted, a 
r k wa planred ich it. a el no\ ha 
many more rree rhan ir did before Beu ' 
hallenge. rher erman iri did nor cake 

up the hallenge and the ro k left over are 
a on canr reminder of the tree rhar \ ere 
not planted. 

rr a a tivi m i championed by uzi 
,at lik in The Re-e11cha11t111e11t of Art. 

, here he write , '· [ believe char what, c 
will ee in the nexr fe~ )'CJn i a new 
paradigm ba ed on the notion of 
parti iparion, in which art will begin to 
redefine ir elf in rerm of ~ocial 
relatedne and e ologi al healing, o char 
:trti r will gravitate roward di ferenr 
a rivitie , acrirude and role rhan rho e 
rhac operared under rhe ae rhetic of 
modernismtt (Gabl,k. 11-:;1, The Re­
e11clw11t111e11t of Art, hame and 
Hud on, e, ork, I 1 ). fh1 
prediction finds :tn c h in ydne) · arri r 
Jennifer urptn u g ti n that arri r 
\: ork in ollab rari n ..: irh nvironmenral 
org:rni Jtion , .t 

.rawford have done with the u tralian 

.on ervacion oundari 11. he arri rs · 
projecr Memory Line i a ymbolic 
re torarion of th original route of a 
reek at Fairfield. winding pathw. y of 

tall gra , ir aim i to rni e awart:ne of 
the narural formation of the c k's 
route, \: hi h contra t rrongl _ , ith the 
concrete drain through which the \ arer 
lrn been ·h.innelh:d . 

pe::iking ar a dcvcl pmenr.11 
. ympo ium or Per pecr.1 in February 
199 Turpin ob erved char an arri r can 
step sidewJys to offer a new w.1y of 
lo king at an cn, ·ironmcnral problem, 

. .. .. . .. ... .. . .... . . .. . .... . . .. . . .. ..... . . .. .. . . .. . .... 
Asi;iinkii" 

ARTS 
RESID E CIES 

I Australia ....... ···••-•··· .......... .......... ·····•·•· . ·: 

ASIA 

Th A ialink Centr in p rtner hip with the Au tralia Council, in v ite 
ap plicati ns from artis and art manager for res idenc i in A ia by the 
foll wing do ing dat s: 

• Performing Arts - I 2 Sl•ptt>mlwr I 997 
• Arts Management - 12 St>plt>mber 1997 
• Literature - 3 Odober 1997 

· • Visual Arts/Crafts - 10 Octobt>r 1997 

F r more inf rmation contact: Arts Program , 
The A iillink C ntre, Univ r ity of elbourn , 
107 D rry St rlton Vic 3053 T I: 03 9349 1 99 

Fiona Hall's new work for Perspecta continues her exploralton ol the body and its intersection With junk 
culture. Slash and Bum comprises a series ol lile-size body fragments. including heads and limbs. •lh1ch 
the artist has knitted from video tape and suspended ,n a darkened room on simple lrames to achieve a fully­
formed yet ltleless look. Hall has specifically chosen to knit video tapes of war films. lict1onal representations 
of actual wars such as the first and Second World Wars. the Vietnam War and the war between European 
settlers and native Americans. her lilies including Apocalypse Now and Gall1po/1. The Video cases form an 
integral part of the work: they sit in a regimental grid on the floor. underneath the body part they have helped 
create. their remaming tape tugging at lhe severed limb with the msistence of an umbiltcal cord. Their 
configuration might evoke military precision as much as a cemetery tor the war dead 
Hall has knitted each of these pieces herself. a re11ect1on of both her concern for process-a means of 
entering into the meditative state created by repetitive bul intimate manual labour- and for mvestmg the 
work with the personal attention of one's own hand. At the same time. of course. the work also 1s 
testament to the artist's outstanding technical skill. a trademark which has no doubt enhanced Hall's 
popular appeal. Knitting is also important lo the artist as archetypal ·women's work'. long devalued as 
such. She seeks to counterpoise this personal. time-mvested travail with the archetypal male labour of 
war While she states that this piece is not so directly concerned whh gender issues as some ol her 
previous work-for Instance. she does not intend for the heads to be read as male. but hopes that the 
differences in size and shape might evoke the fact lhal everyone suffers m war-yet she also affirms 
that "II I wasn~ female I wouldn't be making this work". The popular cultural obsession with war. as 
symbolised by the endless stream of war films Hall encountered whtle making the work. led her to 
suspect a certain masculine imperative. or as she puts ,t. necessity, for war. and indeed for its conlinual 
re-enactment. In contrast lo the spectacular histrionics of the war mov1e, Hall posits a Quiet. reverential 
space where the very material ol these virtual replays ol war-video-tape-has been seQuestered tor 
personal mourning and memorial. Jacqueline Millner 

Fiona Hall's Slash and Bum forms part of the Perspecta exhib1hon Websitesat the AGNSW from August 
2-September 14. along with works by Simryn Gill, Stephen Holland. the Arnhem l.ilnd Weavers and 
Lauren Berkowitz. 

Fiona Hall, Slash anct Bum (detail) 

uch 

human faece a wa ce and pre enr 
practi al alternative t the flu hin of 
dige red urganic .matt r inro e, erage 
and our c ea. he con cru 1ion in lude 
a er of ma II metal bo cs filled \ irh 
omp reJ human fae e in whi h plane~ 

gro~ , offering an cnvir nmenral nd 
pra rical olurion to the di po al of 
human 'wa re'. he E ode ign 
Found. rion doe ri e the 

bjecr 
·arr'; rather, the ohjecr were intended 
to he " upplemenced , irh on\'er arion, 
ro b wrirren about and wrirren over, ro 
be appropriated, re y led and u ed in 
other way .. _ s ony Fry comment , 
" ontrarr r initial appearance , the 
objc t h uld b r gardcd a mean not 
end ... R,,rher than the creared, the mad , 
the e objects were brought into c i rencc 
in ord r to re- ·reate, remake~ (Fry, 

ony . and '\ illi , nne- faric eds, \'. aste 
not \Va te, codesign Foundarion, 
Rozelle, ydney, I 96). 

nother rraregy mi ht bc char 
employed hy environm ntal acrivisr 
group rh.ir h,we u ed ,·i ual i111Jgery 
exr n ivelr in their ampaign -in 
prore t~, media prom rion , 
merchandi ing and e hibirion . crtain 
imagery can mhody the identity fa 
parci ul.ir group. he~ ilderne 

ociery i \ ell-known for it rrademark 
pi ·cure que wilderne ph r graph . 

hile simple image , the c photograph 
mJkc J trong rarcmenr b . hO\ ing the 
magni icenr :irca of, ild me thar 
could he lo r forever. xhibirion are 
another w.iy of onveying me age 
rhrough imagery, for example he 
'\ ildeme . ocicry· rcccnr D11go11gs of 
H111dm1brook , June .. 1-Jul)' 6, \ hich 
featured rhe work I 00 arri t in 
respon~e to rhe la rrle ro a e Port 
Hin ·hinhrc ok from rhc damage or 
l:irgc - c,1le developm 'nt. Exhibition 
u ·h a~ this promote pul Ii awarene ~ 

of e1wironmenral n cm through 
.irrwork. infurmarion and ampaign 
marerial, .1110 al o provide .i much­
nccde I fundrai!tinit opporrun,r)' for rhe 

cau c. The 19 6 reenpeace arr pri:ie 
c hibition The Enviro nment and Me, 
ro k the e I gi al rh eme one rep 
further a nd en ouraged c hibiror to 
rcfle t ir n t only in the ubje t matter 
of their work bur al o in th e material 
used. The winning enrry, Zi ohen' 

ulprure Trap o More, i a prate r 
again r the verfi hing of lob rer and 
ompriscd found and re . led 

mareri::il , in luding a large ru t 
lob t r por. 

f our e reenpea e are le 
ren wned for rheir genreel arc sho, 
than their dramatic media events, which 
illu crate another powerful blending of 
art ::ind proresr. harlcs uber ha 
ugge red, recnpeace a ti i t "could 

be thought of a per orm nee arri · t , 
produ ing chall nging theatr piece 
enacted wirh the involvement of ma s 
media. uerrilla r::i tic a an arcform. 

ulrure randing on the ide of narure " 
( uber, harles, ~Re-working 
priortt1e : recycling marerial , " Art/ink, 
De ember 1991 ). The media 'action ' of 
rhe organi arion certain! live up to rhi 
raremenr. The image of rhe recnpea e 

acti\'i · r in a tiny boat floating in fronr 
of an enormou ship i a familiar one. 
and wa employed in a 'Crie of acti n 
held around Au rrali in protc r again ' t 
the Bi entennial , val Revie\ in 19 

n a tion in eptcmber 1990 aw rhe 
entire front ourryard of the J, pane c 
Embas yin anberra wrapped in 00 
metre of driftnet t draw publi 
arrention t the u c of chi de rructivc 
fi hing method by Japane e fleet . In 
March 19 th e Queen ictoria rarue 
in ydney' B wa equipped with a 
ga ma k to prate t again r the rrh-
We rem ydney 2 rollwa y. 

her her arr re pond ro 
en ironmenral ri i by rni ·ing 
J\ arcne , actively rearing han e, or 
presenting vi ual solution , all are 
imp rtant approache . hecher r not 
thi imagery i known a ·art i of 
lirtle on equen e. \\;fhat i imp rranr i 
, hat arr can be. Per pecta ha rhe 
potential to timulare idea an<l 
di u ion on rhe role and not ire of arr 
whi h deal with envir nmenttl 
concern . nd, in the pr e of rhi 
cultural examination, thi v ide-ran 1n 
event an con tinu e ro f u an ncion 
on one of rhe mo r important p liti al 
i ue of our rime. 

f 11/ia Jones has recently researched th e 
nature of vis11al imagery re/at111g to the 
destruction of Australia's 11at11ral 
e111'iro11111ellf, foc11si11g 011 the I 9 Os 
onward . This year she bas worked 
The ir Hermann Black oiler)•, 
U11it1ersity of ydue , <111d as a research 
a s, taut 011 Per pecta. 
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SYDNEY et 14 SEPTEMBER TO 6 

'«ittimJ~~~ev nl!~Ag_ess 
If 

Rochel House Leah Purcell 

16 TO 20 SEPTEMBER 

From Aotearoa the Bruce Mason Playwrights' Award-winning Briar 
Grace-Smith's Ngo Pou ohine is a magical, compassionate work 
about the passing on to the next generation of mana and strength. 
Australian premiere 

Singer, actor, song writer, star ... that's Leah Purcell. A long way 
from the little girl on the mission who trained as a boxer and as a 
singer. Box the Pony rounds up more sacred cows than a cattle 
dog ... and leaves you saddle-sore with laughter. Giddyupthere! 
Leah Purcell's story is written by Scott Ran in. A world premiere. 
commissioned by the Olympic Arts Festivals. 

23 TO 27 SEPTEMBER 

Mareo Kane 
'-1oonfoffte at ,pm 
Nin2ali Lawford 
~rngalPat 9pm 
Canadian Margo Kane was taken away from her family as a child, 
comes of age and searches for her roots. This consummate 
performer creates a stage full of memorable characters. 
Australian premiere 
A hit from Perth to Edinburgh and many stops in between! 
Ningoli is Aboriginal story telling at its most accomplished. 
"The production deserves its international hit status. w SMH 

Devised by Ningali Josie Lawford, Angela Chaplin and Robyn Archer. 

25 SEPTEMBER & 2 OCTOBER 

The 7 Stages of Grieving is an extraordinary portrait of indigenous 
Australia and draws a powerful parallel between Elizabeth 
Kubler-Ross's 5 Stages of Dying and the 7 phases of Aboriginal 
history. ·utterly disarming ... intensely movinf The Age 
Co-written by esley Enoch and Deborah Mailman. A Kooemba 
Jdarra Indigenous Performing Arts Production 

M•••&!D 1v P1uo•~1•& ll•1s 

Deborah Ha1/mon 

30 SEPTEMBER TO 4 OCTOBER 

Murie e Borst 
'-1ore tlian eathers ana 13eads at 7pm 

Ph~el\9J~ ~&!wneJ~P~ m 
From the United States comes Murielle Borst in an hilarious, 
power-pac ed comedy routine. Four ative American women share a 
love of dance • ballerina, fancy shawl dancer, stripper and pop star. 
Murielle plays the lot showing that a ative woman's life is ... more 
than feathers and beads. 
Australian premiere 
Deborah Cheetham tells the story of her journey from a white 
Baptist Abba fan to Koori opera singer. Accompanied by the 
Short Blac Quartet, Deborah interweaves operatic arias into her 
deeply moving story. 
By Deborah Cheetham. orld premiere commissioned by the 
Olympic Arts Festivals. 

PLAYHOUSE, 

SYDNEY OPERA HOUSE 

ONE SHOW $20/$15 
Two SHOWS BOOKED AT THE SAME TIME 

$15/$10 (EACH SHOW} 

PH (02 } 92 50 77 77 

S ILAMIUT· THE GREENLA O THEATRE COMPANY 

A 
. 

r a n r1t 
e ~rtfern ~igfits 

AUSTRALIA/I PREMIER£ 
Co EPT H.C. PETERS£ 
(HOREOGRAPHER/O1RECTO !NORA LDR£NTZEN 

THE ROMANCE ANO MYSTERY of the Northern Lights are evoked 
in this beautiful dance-theatre work. A celebration of the Arctic 
culture of the lnuits that spans thousands of years. 

EVEREST THEATRE, SEYMOUR CENTRE 
16 TO 26 SEPTEMBER 
S34/ S29 PH (0 2} 93 64 9400 

OCTOBER 1.9 9 7 

-
IS 

DIRECTOR & CHO £0GRAPH£R STEPHEN PAGE 
PRODUCED I ASSOCIATI WITH TliE OLYMPIC Aus FESTIVALS 
COMPOSER DAVID PAGE 
DESIG ER PETER ENGLAND 
1.JGHTI G O[SIG ER J OSEPH MERCURIO COSTUME DESIG £R JE lfER IRWIN 

HOT O THE HEELS of Bangarra·s highly acclaimed Ochres comes Fish, 
direct from its 1997 Edinburgh Festival world premiere season. 

DRAMA THEATRE, SYDNEY OPERA House 
1 7 TO 2 7 SEPTEMBER 

Mn~alelah 
aLHnf~or oaot 

A real collector's piece 
SAMUEL BECKETTS revolutionary 20th Century classic performed 
in the Bundjalung language in a translation by Mick Walker. 
Bradley Byquar (Estragon) and Anthony Gordon (Vladimir) are 
joined by Max Cullen as Lucky. 
Produced by The James Joyce Foundation. 

8ANGARRA STUDIO THEATRE 

27 SEPTEMBER TO 6 OCTOBER 

$20 S 15 CONCESSION PH 02 9250 1777 

CALL FOR YOUR COMPLETE BOOKING GUIDE TODAY (02) 9320 9134 
24hrs 7days bookings FirstCall (02} 9320 9133 

Booking Fees Apply 

P RESE TEO BY 

l~t Ji bnty ornin.9 ~tralb The Festival of the Dreaming is oj 
supported by the Australia Council ..,~~~~ 
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Common ground 
ibb cmp ter peak irh Jud 

The Bad,efor o/ rts III Performance 
t11dies is a three ye11r (11lf-1i111e degree 

offered by tbe Dep11rtme111 nf Human 
Movemclll. Recreation and Performance. 
The course cn11ce11trates 011 thl' production 
,md a11a/y·1 of i111w11,11111e, cro.s-
di ciplinary performance, teaching a 
am1bi11at1wr of d1scipli11es borroll'ed from 
111odern dance a11d ,lra ,n.i . The course aims 
/tJ produce a11t,momo11s thinkers, makers 
and perf or111ers ll'ho e<imbi11e both 
di·rnrsit•e md lwdily practices-people 
who 11•1/l lu111e ,1 /1mctic,;1/ and th(•oretlc.il 
kmnl'ledge of tbe co11nter-traditl(J11S of 
performance t/Jt1t h,111e ln•e11 large/ • 1g11ored 
111 ma111stn·am bi tortes. 

U The cr111rst• is ule1111fh•d in ,,me 
/wop/e's minds 11•1t/J tJ cert.Jin style of 
cn11te111pnr<11')' d,111ce pr<1rtice but. 111 /Jct, 
u•hut 1s offer,•d here , a BA m f'erfomi.mce 
. tudit•s. T'11rb<1/1s u•e cm,ld begin by t,1/ki111~ 
.1bout the dc1·elopmc11t und or1e11l.itm11 n/ 
the progr,1111. Hou did it come mto hei11g 
l,,,,k in J 990f 

J\1 A· a re~pon\e to ext ting 
inrcrJi~c,plin,1r · "ork hy pracririoner . Our 
con em in de11eloping che cour e was ro 
look ar whac acrually , a\ happening m 
rcrms of the pr cc of making 
interdi ciplinary work and rhe d1fferenr 
proce of making p rforman e, wherher 
m dnn e or theatre or the vi ual arr . e 
c ok rhar inqui11• a lhe ba e fr m whi h to 
develop and produ c a cour c. 

LD o a forns 011 i11terd1scipli11ary 

alton ur e ordjnaror of th e Per forrnan e tudi program at 

performance was. 011d is, one of the 
d,stmct/lle features 1J( the course? 

J e . ft ' nor fo u ed on a &in ular 
enre or d, ipline, alrhough it ha been 

influen ed rron ly by che work of 
choreographer and dancer of rhe 1960 in 

cw York and the inten.li~ iplinary work 
of .trri r like ib n, age, unning ham 
and foreman going on during that period. 

l.D o why Per(om1ance t11d1es as 
opposed lo a redefined Dance or Theatre 
pract,ce-wht1t 111f or111ed the dunce of 
course 1t1fe~ 

J~ o ,ome degree 1c wa influen ed by a 
1ornr rncere c chat raff here had 111 

contemporary <lane and theatre practice 
,md m · own mtere~t m per ormance m 1hc 
ri,ual art . The 1cnr:ri.: label''•" a war of 
hringing toguher quite a lot of differcm 
p r,pe tJ\·c~ 111 wh,1t perlorm,m ·t i and 
might he. \\ c wi hcd to formal!) n: ogni~e 
that d,U1ce, rhea ere and p ·rforman e in rbc 
vi.,ual am,,, h1I · re-raining rherr p,1rticular 
hi writ: and e ermal d1ffercnccs, also 
hared ommon knowledge. '\; 'c rook up rhc 

name •Performan c rud1es' to indicate chat 
there was common ground hared hcrwccn 
rhcm. ~ e wanted ro rcarc an pporruniry 
co mve r1gate rhat common ground. 

LD Presumabl , there w,1s a judgement 
made at that t1111c that there were e11ough 
resources in t/Je field, aesthetic ,md 
i11tellec111al, 11po11 wbich to build a course 
of 1/11 type. Rather than accep ting that 

co11ve11tio11 withm tbe academy that yo11 
can only ever look at things that are at 
least 30 b111 {}referably SO years old, you 
choose to attend to what 1s act 11<11/y 
happe11mg 110w; and there are ric/J 
tradition to draw 011. 

J\: I'm nor urc char rho e performance 
tradiri n were e rabl1 hed in term of an 
academi environment r any institutional 
environment in thi ounrry and I think in a 
way rhar's why what we did wa actually 
quite ne\ -not in term of artistic pra ri c 
bur educ, ttonall~, in an msnrunonal ·en e. 
Thcr weren't a grear number of pla 
where a cour e like eh•~ could happen at 
that nmc. 

I al\o cir ir wa 1mporranc chat work of 
th1i. narure bad orne formal re ognirioo 
and some place wtthrn an a ademic 
in. 11rutmn. I dunk rhcrc w,h a real en 
that ir would be po.,i11vc ro pur ir within 
.. ome \Ort of re ogni~cd form r 
csrabli hmenr and char chi!> would be 
profirahle, in omc-wa}. or valu,1ble. 

LD The term •J>erfomwnce tud,es· is 
perlJ<1ps most stm11gl)' associated wttb 
academic studies of performance-I'm 
thi11ki11g here of tlu· 11.mrk of tbe e11tre 
for Performance tudies at ydne 
Unh•ersity. In contrast this i.s a very much 
a practice-based, hands-011 cour e. That 
said, I would have to add that this 
f,mda mental orre11tat io11 and commi tment 
to practice is coupled with a vigorous 
e11gageme11I with contemporary cultural 
and critical theory. The course combines a 

SCREEN CULTURE RESOURCE ORGANISATIONS 
. . 

Are you looking for 

-• Industry recognised full-time accredited courses, short and part-time courses 

-• Facilities and equipment hire 

-• Production support and advice 

+- Access to digital media 

• 

Then contact the Screen Culture Resource Organisation in your State 

New South Wales Victoria South Australia Western Australia 

./ 

0 M·R·C· @] 
~ I I 

OPEHChonnel M E T II 0 

Metro Television Open Channel Media Resource Film & Television 
Centre Institute 

Tel (02) 9361 5318 Tel (03) 9419 5111 Tel (08) 8410 0979 Tel (08) 9335 1055 
Fax (02) 9361 5320 Fax (03) 9419 1404 Fax (08) 84101787 Fax (08) 9335 1283 

metrotv@s054.aone .net .au openchannel@openchannel.org.au into@mrc .org.au fti@opera .iinet.net.au 
www .home.aone.netau/metro www .openchannel .org .au 

www .mrc .org .au www.imago .eom .au/fti 

·Your entry to the film, television and multimedia industries 

na Uni r 1ty Melbourn 

wide number of /}ractices, discip/111es and 
metbodologies to enable students to 
prod11cti11ely '"thi11k througb performance· · 
as Mark 1i11chinto11 described ,t in 
Rea/Time./# I 4 (August I 997). I tl,i11k the 
co11cem with 011 active workmg through of 
various theoretical perspectit•es m 
performance is .ii o sometbiug that 
di ti11g11ishes tbe co11rse. I know that my 
oum swdio practice .md teaching has been 
challenged a11d I thi11k e11ormousl • 
enriched b)• the demands of tins 
mterdisciplin.iry context. 

J\: The whole focu of our work i on rhe 
making and the talking ob ur the makmg 
and the rhinking of rhe makm , rarher than 
pur uing whar I think of a a e ondary 
proce s , here ·ou're I okmg at and 
commennng on and writing ahour 
performance in rel. ttw i~olation from 
phy ical pra rice. The primary fm:us of 
tud> here i rhe ,1cru,1I m.1kin~ and pract1cc 

ot performan e. 
I do rhink we're gradually Jeveloping a 

language with \'htch to talk about rhc way 
parm.:ular d1sc1phnes, borh di,cur 1,·e and 
b d1lr, meet, jom or overlap or mform ea h 
orher. I also rec gni e rhat there is a need 
ar ertain cime to reflect, to acknowledge 
that ea h genre of performance, ea h bod 
of theory, ha a ort of eparntene ·a well; 
ea h of the di iplines doe have a di rincc 
hi cory and lineage that ha inf rmed it. 

However one thing rh r i quite 
imp rtant abo ut eh cour e i chat, in fa , 
ic' not ba ed on old knowled e. While ir 
mighr a knowledge pa t cradiri n and 

nvencion of perf rmance, it' a rually 
not ba ed on them. That for m i ~ har 
continue co be incere ring. I d n t feel a 
th u h the cour e i or ani ed ar und a 
b dy of kn wledgc that i I ed down, 
omplctcd and therefore knm n. le' mu h 

more about an arcempt to ray with 
"harever i hanging and that' what keep 
it hvcl}. Wle are n t ignoring the historic 
of the pa 4 we do actually wanr to have 
them, ro re uperate rh ·m and to u e rhern. 
Bur the hallenge i ro make a way ro 
indud tho c per,pe rive w1Th uc raking 
on old structural model!>. In relarion ro 
dance. for c ample, ir i!> important to 
re ogni e rhar ont mporary danc ha 
dev I ped inro form chat are nor derrvattve 
of ballet. here re ne~ form , , irh 
different philo ophie , different training 
y tern , oncep and rationale . 

LD \Vhi ch returns m e to the q11est10T1 of 
the associ tion sometime made between 
this course and new dance practice. t 
the present tim e, Performan ce t11d1es at 
V. U. T. 1s one of the few places m 
Australia where someone who wants to 
be exposed to 11e1 ap/>roac/Jes in 
111oveme11t and 111oveme11t-b,1sed 
co111pos11io11 ca11 do o in qmre d ngorou 
fas1Jio11. Processes and systems like 
ideokinesis. for example, are t.1ke11 u1, 
here more in their own terms as oppo ·ed 
to being offered as a 11011-esseu/1,1/ 
supple m ent to a mainstream dance 
trainin g. 8111 I wonder abo11t 1dent1/)•111g 
th e work that goes 0 11 here as · Junce'. As 
course coo rdinator yo u repr esent II e 
cours e Otl th e Tertiary D w ee 0111uil. 
How do you perceit1e that link,1!!,e? 

ell, it may be per ei"ed a a lirrle 
uriou , but I think it' rurally appropnare. 
!though the our e i. nor ex lu 1\'clv 

de igncd fClr Janee rraining, rhar\ nm \\har 
11\ ahour .11 all; ir "founded 111 mun·rnent. 
It ha<; ,trong sy,rem, of movement 
cducauon .H 11 core llw fa1.:r " rhat omc 
~ruJenh will ukc th.H into J.1111 .. ~· .111.I 
rnhcr, will pro~rt•!., in (1th ·r \\,1~ •,. I h,tH' 

no 11 fi1.:ull\ 111 term, ot II hcmi-: wen "11h111 

thl' \ 1da tr.tme ot d:rn~e. 
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Exciting New 
Multimedia Course 

WHAT IS THIS THltH CALLEO 

PERFORMANCE? 
Produce a full Multimedia 
programme from conception 
through to a finished CD-ROM . 
Orginate your material on film . 
video and sound as well as 
computer . A unique practical 
course that will open up new job 

opportunities . 

Camera Assistant's 
Course for 

Film and Video 
sponso recl by 5 

~~o/ 
-PANAV/5/0N 

Designed to provide Camera 
Crews with the ideal Camera 
Assistant . Full on workshops with 
Panaflex 35mm . Arri 16mm . 
Analogue and Digital Sony 
Betacam . Steadicam plus Lighting 
and Grips . 

Also subsidised rates on 
production facilities for New film­
makers 

Join us in an exploration of 1nterd1sc1pltnary 
performance mak111g which combines visual 
design dance and theatre production 111 a 
comprehensive undergraduate program or honours 
year taught by practIc111g artrsts and l'llrters. 

The Acaclemy of P/Jotogen,c Arts 
;', ',f,.,<,!• f ..-, . r "· 1' I,'' ,:_ .·.,,, - • ,I'. ' : ; .' I \ •• · ', I 

Postgraduate research studies PhD and M A are 
also offered through research 111 performance 
making 

Tel 1021 9974 4480 
Fax (02) 9974 5484 

http //www apa edu au 
Email carole@apa edu au 

For more rnlormat1on contact 
Undergraduate Studies - David W1ll1arns 
(03) 9688 4386 
Honours - Libby Dempster 1031 9688 4963 
Postgraduate Research - Mark Minchinton 
(031 9688 4018 

Faculty of Performance, Fine Arts & Design 

DESIGN • THEATRE 
ART HISTORY & CRITICISM 
MUSIC · DANCE · FINE ARTS 
• Bachelor of Arts - Dance 

Bachelor of Ans · Music 
Bachelor of Ans - Performance 
Bachelor of Ans - Thearre Theory t Practrce 

• Bachelor of Arts Fine Arts 
!3,lchelor of Am An H1srory t Cn11osm 
Bachelor of Design Visual Commumcat1on 

• Bachelor of Design · Industnal Design 

POSTGRADUATE PROGRAMS: 
b research 

• 

M~·si~;·~r·A11s··rH~~~·~~·;·········································································· 
Docror of Phrlosophy 

by .<ou~ework ............................................................................................ . 
Master of Arts Performance 
Master of Design D1g11al Medra 
Graduare Cenihcare/ D1ploma Dance 
Graduare Cert1hcare/ D1ploma Singing Pedagogy 

Key If l'ttearcb opp rtv JU s elude 

Art History & Tb ory, Art Therapy, ultlm Illa I New Tecbnolog 11, 

TIIIIIPI, Malcology, D nee, Des n Theory, Cont mpor y 

l»a'flf'IUICI, Asian I Abor I Cultures, &end r I Space, 

Vllul C-Nkltlon , lte·specllic work, Proteul I Pr ctlce. 

FOR MORE INFORMATION, PLEASE CONTACT: 

(047) 360 647 

The UNIVERSITY http://www.newcastle.edu.au/ 
of NEWCASTLE department/dm/ 

A degree by research offered 

in the Faculty of Arts and Social Science 

and the Faculty of Music. 

:Mastero 
Creative Jlrts 

The new postgraduate 

degree allows Creative Artists 

to develop projects and be recognised for 

them by the award of Master of Creative Arts. 

The Department of Drama offers opportunities to 

develop projects which may be : 

• a season of public 

performances, 

dramatic or musical 

• an original play 

• an experimental 

radio drama 

• a play in 

translation 

• a major production 

utilising innovative 

techniques 

• a community-based 

performance project 

• a film script 

Any of these may be offered in association with its 

industry partners The Actors Centre, Surry Hills. 

FOR FURTHER INFORMATION IN THE 

FIRST INSTANCE CONTACT: 

Telephone: (049) 215 001 

Facsimile: (049) 216 927 

Email: 

dmjet@cc.newcastle.edu.au 

Department of Drama 

The University of Newcastle 

University Drive 

Callaghan NSW 2308 



The National Art School has the longest 
contmUJng history as a public art educatJonal 
1nstitut10n 1n New South Wales, enJOYlng a 
National and International reputation as a 
major producer of quality graduates. 

The school is housed 1n a unique National 
Trust complex of buildings in an 
architectural environment aesthetically 
sympathetic to the study of creative arts 
and 1s ideally located at the commercial 
and cultural heart of Sydney. 

fUll llMf COURSfS 
The following 3 year full time courses are 
offered for the 1998 academic year. 

• Adv. D iploma of Arts (Fine Arts) 
• Ad v . Dip lo ma of A rts (Ceramics) 

f Vf NING ClASSf S 
AND SAIURDAY SfSSIONS 
The following courses non award, fee 
paying courses for the 1997 academic year. 

• Painting • Drawing 
• Sculptur • Photography 
• Printm king • C ram cs 
• Art History & Theory 

fURlHfR fNOUIRlfS CONJACl 
~ ARr ~ Enrolli ng Offic er, 

.P~® ) Na ional Art Sc ool, 

~ ~"' ' -;- Ph (02) 9339 8623 
~ Fax (02) 9339 8683 
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Univer ity fTc hn logy, ydne 

Gradu ate 
Studi es in th e 

Media Arts 
Gr.idllllC ertili cJ lC m .rCJtlVc A,hcnmng 

lute c,ruli te m ccn mdi & 

p UCCI n 

Gr.i<lwtc .c:mtitJcc m nun g 

• <lu:ite crafi JlC 111 nung for the crecn 

Gr.a<luate D1plonu m ommurucau n 

mc:r of rn Mffll.l Pro<luco n 

I ocl r of ,rcaavc Am 

You .re uwrtc<l co .iuen<l lhe .uinu.u 

Graduate Information Evening 
Your~ urcc for ui nnaa nab ul 

gr.iJu; tc rud1e,, 111 the mcd1.1 .in:s at 

Frida 26 cptember, 1997 

uthric TI1catr 

DAU Building 

Level 3, 702-730 H arris trc t 

BR Y 
6pm - 9pm 

r coul\C: mf muu n oma t . 

nivc ity lnf< nnati n crvi c 

phone (f>12) 95 14 1222 

t'rn;ul u1fo otli e(a u .c<lu .au 

r , ~rt Level 4 (Gr und Ar) 

Foyer. HRl ADWAY 

Visit the a ulty H om pag 

http://www .uc . du .au/fa /h / 

I u ar int re t d in th Medi Art y u h uld c nsid r th 

Fa ul ty of Humanitie and o ial Science at UT S 
Leader in the field of 

Graduate Media Arts 
Education 

The a ulty f Humaniti • and ociaJ 1 nc offe a range graduate tudy 
opportumoe in the •dia rt . our in lud • rradu c certifi t • in 
crcati e advertising, er en tudi • and pr du tion, writing and wri ting for the 
. reen, , , ell a duat • dip) m in c mm uni ti n whi h all tud n s 
lO tail r a progr m to uit their parti ular area o inter t and pe iali aci n. 

In additi n , fr m 199 , the uJcy will be ffering i new M ter o Arts in 
edia Produ 'on . Thi i an exciting de el pment that aim to attra t tud n 

wh re I oking to pu u innovativ producti n , ork at th po t-gradu te I vel. 

tud nr.< ar en ouraged to c n i r the ast r of in ricing and th 
D et r of rcaci e rcs, al o offered by th Fa ulty . 

, ulry Humanitie and 'al cien e 

Graduate Information E enin g 
• in it ou to attend our annual radu te lnft rmati n ening 

taking pla e this year n rida 26th ptemb •r. 

uthri • he tre , DAB Bui lding 
Le el 3, 7 2-73 Ham treet 

BR AD Y 
6pm - 9pm 

orkin f r 
ur futur 

The Actors Centre 
Celebrating 10 Years!! 

On-line , up to date , industry aware. Sydney's base for 
industry practitioners to continue their technical and 
artistic development . 

Spring Calend ar of events out nowl 
Phone for information. All welcome . 

Quality . Reputation . 

241 Devonshire St 
Surry Hills NSW 2010 
Ph: 02 9310 4077 
Fax: 02 9310 2891 

FLINDERS STREET SCHOOs oi M1JSIC:5 - . Music Technology Centre I I I 
For a Career In Music Technology 
Flindl•r, SIH'l'I Slhool of Mmit i, ,l 

Hl'lpm.mn Atadl'my p.trlrwr. A, ,m h ,mcl 
hl'ing p.ul of lhl' Adel.1idl' ln,litiuh- of TAH, 
wl' ,lrl' proud to hl' thl' iir,t TArc t,unpu, in 
Au,tr,1li,1 lo offl'r B,Hhl'lor Dl').\rt'l' tourw,. 
Thl'w .ut•:-
B,ll hl•lur oi Mu,it I Hun, .) 
B,1t hl'lnr oi Mu..it · 

/1( I Olllfl,Hl\ in~ 
(umpo,ilinn / C orulm lin~ / 
Or< he,tr,11 
,1udi1•, / P1•riurm,1n1,•/ 

Adv,inu•d Diplom,1 oi Mu,it 

Ct·rliiit ,1h• 4 
(l•rliii1 ,1h• I 

Tt•,1, hin~ 
Mu,i1 "'udi,•, 

"ludio li-,H hin~ 
,\.\u,it T1•1 hnolu~\ 
.\1u,i< Tt•t hnuloi:, / 
l',•riurm,11111•/ ( ornpu,ition / 
< 11ndu1 tin~ 

rur d1•t,1ik .!:-•1 flintf,,,., "lrt·i ·t. ADCL •\ll>l '" ;non 
Ph : OK H.!.! I 41 IK f.1,: OH H.! I.! 114;•1 
f-m,11/: .ingd/,,nw ,, .11/..t. 1.,1·, •. ,,1.<·tlu .. 111 

TRAINING AND EMPLOYMENT 

ARTS, MEDIA AND ENTERTAINMENT 

TEAME is the Australian national employer of 
individuals pursuing and develo p ing careers in: 

• Multimedia 
• Marketing and Management (Cultural Industries) 
• Arts Administration 
• Television and Video Production 
• Media Journalism 

TEAME proudly presents new services to compliment 
our achievements: 

• Trainee Recruitment and Group Training Services 
• Industry Learning Resources 
• Professional Recruitment and Human Resource Services 
• Training Consultancy and Development 
• Multimedia Project Development and Consultancy 
• Corpor ate Management Training Resources 

for Information on TEAME please contact 
TEAME NSW 02 9212 1239 TEAME VIC 1800 676 368 

teamensw@teame .com .au 

TEAME QLD 07 3895 8050 

teameqld@teame .com .au 

AGENT WA 089 227 8358 

teame@teame.com.au 

TEAME SA 08 8221 6510 

kayeb@teame .com .au 

AGENT TA 0362349 422 

http ://www .teame .com .au 
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Growing a research culture 
Rod Wi ler in conver ation with Maryanne Lynch 

ML Could you give a brief description of 
the er1tre for Innovation in the Arts? 

ntr wa established in 199 

ML How does it coordinate or initiate 
academic research? 

RW ainly by indicarin trate i 
directions for r earch and upporting the 
engagement of taff member in particular 
project . a e in point: the pr je r thar we 
have currently running, with rhe 
in olvement of Qu en land Performing rts 
Trusr i the tudy of 'fe riv. I culture, and 

meching I initiaced. 

ML \ hat ab ut arts-practice research? 

R The i ue in performing art n ri nally 
i of tea hing and w ckin t the c alfoce in 
rhe tudi being l'n a di tinct activiti . To 
hav attempted on th one hand, to define 
ome of that rudio activity a r earch and 

on rhe other hand to law a little more time 
into the daily working llv of tertiary raff 
in these area ha been a diffi ult task. 

ML I'm interested to talk aboid an 
academic in5titutio11 initiating and 
devefoping new artwork, partia,larly i,sing 
new techn ologies. 

RW The Centre prioriti d th creation of 
n w arti ti works. urrendy, our peration 
ha a different balan e. At the time there wa 
an a knowledgmcnr of, i r instance, Australia 

uncil grants within rhe ompetirive resear h 
grant trucrure of the national university 

rem. Thi Centre wa builr on the fact chat 
artiSti practice would be acknowledged 
within the resear h paradigm. Unforrunacely 
the usrralian Research Coun ii and DEET 
(Depanment of Educati n Employment, 
Training) reneged on that. 

One of the reasons i r the change in the 
ntre's empha is i the pragmatic one: to 

try and see how we acrually fund rhi sort of 

activiry in the universiry sy rem. ne of the 
other de elopmen th t' taken place i 
we've t up an undergraduate ur in 
multimedia d ign. The way I look at that i 
rhar we ar current! growing a po t raduate 
and r earch culrur . ur of that and rhe 
undergraduate cour e, we'll r onne t with 

ur mi ion in a ouple of year . 

ML Funding the 11tre was about the 
need to build a (011nda1io11? 

ML The entre still ·eems to be i11itiating 
artwork. 

R It conrinu , and the fu r that the PhD 
population ha grown co 1 over the pa t 
four ears i an ther explanation for chi . 

ML o doctoral stud ies ca11 include a 
creative component? 

R W norma I PhD would be ma be 0-
100,000 word . We've moved to a ituari n 
where omeone can write around about 
50,000 w rd and be examined on 
e hibition r pr ductions, on oth r thing . 
lr's rt of half and half. 

ML How do you evaluate this work? 

R lt ' a matter f e pert readin and peer 
review. And those are the n o benchmarks 
thar are used nor only within the univer icy 
bur within the ans y rem. Research that i 
generated either at a culrural level or a pan 
of ome rt of ong ing research into vi u I 
and performing an:s i n'c n essarily going ro 
be transparent ro a lay reader, bur the essen e 
i rhac rhe ourcomes have ome sort of 
innovative relation hip to their own field. 
Hence it requir reader who are e percs in 
the meaning-making ystems of that 
field.There' quite a bit of activity happening 
nationally to ore through these i sues. Part 
of wh t i going n i a clarifi ri n of the 
relari nship berween the Australia Council 
and the Ausrralian Research Coun ii. 

• 
M Part of tl,at disa,ssion is about when 
people are artists and also work on staff at 
11niuersities. lsn 't it a different matter when the 
two roles are put together in a formal way? 

R W I chink it's ro do with how we 
understand research in the different 
conce ts and how we understand new work 

ir If. hat w 're talking ab ur here i 
building a ommuniry f judg ment over a 

uple f generation . 

ML I g11ess that would appl, e11e11 more to 
cross-art and 11111/timedia work. 

nyrhin • that ro boundaries 
bee me very diffi ult m terms of th 
upervisi n and xaminari n pr edure . It' 

important that ther academi di iplin n 
look at the pracric and be convinced that 
there i rig ur and rhat is equaU imporrant 
in terms f pr fessi nal art pra ri e. 

ML \ hat procedures for de11elopme111 a11d 
e11al11atim1 ha11e you i11iti 1ted or would •011 

like to implement for 11ch u,ork? 

It' a man r f tf) ing ro creare a ne\ 
nre t over time. ntiall , ir' making a 

p for arri t-researchers who-. anr co 
chink about their w rk and h work i 
fuelled by uch thinking. The way we make 
rhar pace i b)' trying t deal with eh lar er 
conte r writing national guideline 
lobbying et . t a pra rical level, nurrurin • 
the a pirarions f char parti ular genre of 
arri t, bur trying to do rhat in a pragmaric 
wa , reflecting the reality of the y rem a it 
urrently exj t whi hi movin mu h more 
lowl than the individual arti t·r ar her. 

ML That's curious iven the rise of 
interdisciplinary academic subjects. And it's 
not as if cross-art ruork is new. 

open up som activity acr 
boundari . heth r. rhar will go on with ur 
different financial dimare is uncertain.~ e did a 
project in 1995 called yberc.abaret which was 
part f the Biennial. It wa a flawed project but 
it brought together rodents from all f the 6 ur 
disciplines in. rhe Academy, a well as rhe 
profi ional rele · ion producrion ream and rhe 
technology. le went out live on the internet, and 
we were bringing in stuff foe the ped rmance 
from i~ around th world. What I want now 
is more of that sort of coUaborati n happening 
at a postgraduate level. 

ML You mean professional arts proiects? 

RW I don't want to give the impr ion that 
the Cenrre has vacated char territory. For 
insrance, we've been upporting quite heaviJy 
the work of Brink Theam: over the last 
couple of year and we're now seeking 
partnership fund from the Australia Council 
f r collabor-arion to go forward. The Centre 
wa involved in the producrion of # 14 
which was in the Brisbane Festival last year. 

"JOINS THE RANKS OF THE BEST, 
MOST IMPRESSIVE FILMS OF THE YEAR" 

1997 ACADEMY AWARD WINNER 
BEST SCRUNPlAY UIDAPTEOI BlllY 008 THORNTON 

ne of the orher recent example o 
conrinuing to implement rhe original 
a pirati n t work wirh rti r. i the 
ommi ioning and pre ntari n during the 

rival of a new pi y by Jani Balodi 
called Double Take, whi he plore the 
e ten iv u e of video in live per orman e. 
But rh Brink mod I i likely to be the 
ru ial ne. Here i a gr up with an 
pproa h to art-making that m a ur up in 

many a wirh the a pirarion f th 
enrrc and , e g t rogether :t a partner hip. 

ML ~ hat sort of selection •stem will you 
have? 

ML Does that also tie in with the 
commercial aims of tl,e entre, a stated in 
tl,e mission? That's a bit of a push from the 
(1111ding bodies too. 

R The reason that wa o trongly rared 
in rhe mi ion wa the reali ci n thar, 
parri ularly in rhe 'fringe' performin ar 
in the O , a generation of ne, work 
, a n t allowed co thrive. The tran lation of 
rearive work into elecrronic media either 

film nd video or mulrim dia wa rrongly 
in my mind. It ha mu h m re potencial 
than we've et reali ed. 

ML Do y II view commercial prospects as 
a c nsequence of the development of the 

ntre and associated degrees or courses, 
or are yo11 are linki11g those prospects 
direct/ to the 11tre's acti11ities? 

R th. I think that a mi ion aim w to 
en ender an th treet (and student) popuJati n 
a n e of the need for thar entrepreneurial 
thinking, a well as th ntre becoming 
involved in i own entrepreneurial functions 
in order ro generate funding. Th policy 
oncext, both in rhe arts and in universiti in 

a sen i now pushing .in exactly the same 
direction as in the mi ion ratemem. 

ML Are you concerned about a techn o­
ratio,ra/ mindset taki11g over other sorts of 
outcomes ? It 's a concern expressed about 
the Australia Council. 

RW Our work will indicate our approache 
a Long as we continue to talk about the 
arts a a special domain which ha its own 
knowledge base and require expen within 
that field to determine value. The visual 
and performing arts in Austtalia have been 
proi i.onali ed wirh the formalisation of 
preparation and training, and I see what 
I'm involved in here as part of this . . In a 
generation 's rime I would hope rhar the 
so.rt of cro sovers th t now eem 
fraughc ... well they'IJ probably be fraught 
in a different way! 

Slill "'"'"'"' Blade 
g "" """ '""' ""' "' '""' """ ~ DWIGHT YOAKAM J -T. WALSH n Island through t'Mrcury Records 

(~; , 011q1nal 50undtracli by Daniel Lanois oul now o 

OPENING ACROSS AUSTRALIA 
SYDNEY July 31 • MELBOURNE July 31 • BRISBANE August 7 • PERTH August 14 • CANBERRA Sept 4 • Adelaide October 2 R[GH~~-~,c~Hc:.~~~,;~;\,o,·. 
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Music technology: synchronistic studies 
Di ke r p rt n u i ~ hn I y training in the parrn r h 

I 

audirion f r T FE' new ercifi are 4 in 
Mu ·i e hnol gy, they can whip our a 
high quality D T tape or a "limited 
edition" D of rheir p r om1an r 
ompo irion , or both. The trouble is they 

, re ften mu icall)• illit rare. They dmit it: 
within the p rfonnin arr indu rr • rhe 're 
fa ing a bri k , all. 

he linder 

r nc up to 

I I !I ·--.\I ill',\! 1 '-"Ill t j I \ !> ! II\ \':\I 1, j 

I I ' I\I ' ' 

J, I r I 1111, If l 1! , f111 , ' , , • 

invites apptic:ations for full-time 
training courses in 

ACTING 
DESIGN 

TECHNICAL PRODUCTION 
Three year Bathelor of Dramatic Art Degree courses 

THEATRE CRAFTS 
Two year Associate Diploma course 

DIRECTING 
VOICE STUDIES 

MOVEMENT STUDIES 
PRODUCTION MANAGEMENT 

One year Graduate Diploma courses 

Auditions and interviews will be held in Clpiral cities 
throughout Au ·cralia in vembcr 1997. 

APPLICATIONS FOR 1998 COURSES 
CLOSE 1 OCTOBER 1997 
For a Prospectus and Application Form 

writ,, fax or t,l,pltOH to: 
Th, Admissi1t11s Oflic,r 

NIDA, SYDNCY NSW 2052 
T,l,pltone: (02) 96971 600 • Focsimil,: (02) 9662 741 S 

ACN 000 2S7 741 

'~ 1 ! ) \ I • 1 , , , 1 1 I ' • 1 I , ,t I<. ,, ''• ' 

• 

f d laid , Helpmann adern 

re our e , fa ilitie , nd idea . Under it 
au pi e th re are fertil ground f r 
inter-institutional o-operarion in Ion • 
term our e de i n and curri ulum 

§ ~ 
• • 

-0 Cl) 

~ ·~ 
~~ ~.::,"6 

"1ance ':I 
Where Practice Meets Theory 

A part time coursework MA ideally 
suited to practitioners who want to ex­
plore the connections between their 
creative practices and contemporary 
critical theory, or who are seeking to 
acquire or upgrade teaching qualifica­
tions. 

Candidates are required to take 6 
semester length courses (each course 
consists ot a weekly 2-hour seminar). 
Compulsory courses include: Playtext, 
Body, Space (analysing the perform­
ance process), and Theatre, Culture, 
Society (theatre and social proces­
ses). Options in 1998 include: Space 
in performance ; European theories of 
theatre; Performances East/West; Em· 
bodiment; Approaches to Acting; Soci• 
o/ogy of Theatre; Feminist Performance 
Theories; Translation for performance . 

Entry requirements: Normally a BA, 
but professional diploma courses 
together with performance practice 
may also be acceptable (consult the 
Co-ordinator before applying .) 

Application forms available from the 
Faculty of Arts, (02) 9351 3240 
Closing date: October 10, 1997 

For further information: 
Assoc. Professor Gay McAuley 

Centre for Performance Studies 
Ph: (02) 9351.2706 
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Disorientations 
h I 

Bachelor of Mus ic Theatre 
Three years full -time • Speclollse In 
performance. technical. creative 

or management studies . 

Bac helor of Jazz Stud i es 
Three years full -time 

Vocal, Instrumen tal. Composition 

Assoc i ate D i ploma of Mus ic 
Two years full -lime 

Vocal, Instrumental. Composit ion 
Classical. Jazz or Contemporary 

For Information about courses. 
scholarships and performance 
program contact 079 57 3727 

418 Shakespeare Street 
P O Box 636 MACKAY Qld 4740 

Central Queen land 
U !VER ITY 
Crlrb,.Jlmt Jtl\f"•11 l96i-199i 

Where Students Come Fir t. 

u tral ,an Dr am 

'A kaniing exptritnct in a vibr/1111 htrt' 

Held on-campus at the 
University of Southern Queensland 

TOOWOOMBA , OLD 

McGREGOR 
SUMMER SCHOOL 
5 - 16 January 1998 

Offering classes in: 
Music (All Orchestral Instruments plus 
Piano, Percussion, Gilbert & Sullivan 

Workshop , Computer Music), Set 
Design & Scenic Art, Circus Skills for 

Juniors , Painting , Drawing, 
Printmaking , Sculpture (Clay and 

Wood), Ceramics , Textiles , (including 
Silk Painting, Machine Embroidery, 

Quilt ing), Paper Marbling, Calligraphy, 
Stained Glass/Leadl ight, Wood Veneer 

& Furniture Restoration , Upholstery, 
Photography , Creat ive Writing & Kite 

Making 

McGREGOR 
WINTER SCHOOL 

29 June - 4 July 1998 
Offering classes in: 

Chamber Music for Strings & Piano, 
Visual & Creative Arts & Other 

Subjects 

For further information contact : 
The Manager, McGregor Schools USO 
PO Box 220, Darling Heights Q 4350 
Ph: (076) 31 2755 Fax: (076) 31 1606 

Email: mattewc@usq.edu.au 

<l1 cu ing J.1p. ne c rhe.11rc U ·hino' paper 
begged 1hc q11e'ition ~,; hJr is J:tp,111?-The 
sen e of dhonent,H1on here pr hlem.ui e 
J:ip:ine e rhe:im: culture :in<l therefore 
become :i ice of re i ranee for ·riti ·a lly 
engaged arr1 rs :ind hol.ir in Jap.111. 

( n frid:iy rh confcrcnc.:c , enc ro the 
ciry :in<l rn rhe rhe, ere. Ar rhe Malthou e, 
the onfer n c f u , a re-oriented 

nne Bo :ire rhc 

the ro, at 
communiry th arre in la ka, en uring u 
·onfi<lently of how imporrnnr rh arre i or 
c:in b . Bog:irr end d hy des riling rhar 
momenr in rche. r ::ii , hen all 1~ falling 
apart. From a race of terror, the director 
w lk forward ,1nd \:t}' ~, kn , !~ and 
before arriving on rhe floor w1rh the 
a ror he doe . 

Bog. rr al 
whi h 

1he:11ri ·JI rcpr enta110n. l\og.1rr 1111..cd of 
the <lif ercm:c h,:r, een the ( ,crm.111 
.1ppro. eh o .1rg11ing O\'er e, er~ point 
be ore getting up to mme .111d tht i,h.:1le 
, 1ll111gnc of men ·.rn :iaor-. 10 111,1 rry 
ever thing. The ,er111,1n word 
·Auscin.mder erzung' 111 •aning ~to t.1nd 
.1p:1rt from- he ·amc :t kin I of 111Jn1r.1 for 
her ideJI rcht.irs:il pro ·e "· 

In the clo 111g addre ,, Profe~\Or P.11r11:e 
PJvis rom rhe niv~r iry o P:iri 8 u~e I .1 
return ro hi r r :ind a r rurn ro the c xr. 

we al o kn w rh heritage of 
rarion:iliry in whi h :ir and Freud and 

rher have rhe ri ed the human ubjecc. 
\1 hil r the w rid and thearre it elf eem 

Rachel Fe11sha111 was the co11fere11 e 
co1we11or and therefore mi ed man f the 
other es 1011 • The full co11fere11ce paper 
1111/1 be a ailab/e later i11 the •ear from 

11iversity 

"fi-lllliti1111, 11/ Fxccllc11n · 

ociate 

Diploma of 

Performin g 

Arts 

(Mu ic or 

Theatre Production) 

(2 years) 

Professional training in 
Theatre Production 

or Music 

L"\I\TRSlfl 

01 L\S \J..\ :\i L\ 

Professional training in 
Theatre 
or Music 

L /11/II i /'/1'-.: 

,\ssoc l'n1tl'SSllfll1hn Ll•hrl'V 
Cl·ntn: fl ir I 'l'rh 1nninh .-\rh 

Unin·rsitv ol l,1sm,mi ,l 
1.0. Box I21-t LrnnCl'Slon, 7250 

l'h : (OJ) hJ2-l Y=il)l) L1x: (OJ) 612-l J9~7 
Wl'b 11.lgl'S: http:/ / \\·ww .pl·rh1rm.ut,1s.l'du.,1u 
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The resource be with you 
The entr I elebratin it ] 0th anni er r : Dire tor Dean r y peak v ith K ith alb h 

institution aero the country, say Dean, 
are ruming out cl to a national total f 

00 three-year-trained a ton. a y r every 
year at the very ame tim chat the number 
of audition pla ~ pr portion• rely 
dimini he . Th nrre opened in 1987 but 
within four years Dean wa feeling 
di illusioned th ntr wa n't attracting 
uffi i nr pro~ ional a t0rs. While visiting 

London and Mo ow he wim d actor 
on rantly going to audition t r an 

incredibly diver e ran e of rol and 
theatri al ryl . "If a to here had those 
opportumt1 they'd be much more likely co 
keep them lve in trim, v ally, phy ically 
and emorionally. But there are very few 
audition for thearre in ydney". He kne, 
that rhe nrre' parameter would need t 
e pand to be relevant ro d1 a r: " then 
we began to open out our charter. e 
decided to link people to people people to 
ervi e , r get the rvi e rhey wouldn't ger 

anywhere el e. 
"We are becoming more a r ur e ntre 

f r pe pie t hannel their wn calen and 
reativity, to fo rer a new project r r further 

their car r. ne in ran e i , we rang Jan 
mpi n a number of years ag nd said 

we'd like y u ro run a urse here. he said I 

----

Q) Subscription -
6 issues-E October 

F December 

ro February 
April 

Q) June 

0:: August-

d n't know, h,1t I'd teach really. I a~kt.>d 
what would be her f nta y c u , and he 
replied that h , a readin a k at 1h 
morn nr and c uld !>he po~ibly work h p it. 
The book wa Tbe Portrait of a Lady and he 
did a work hop over rhree weekends and 
donared her fee ba k ro rhe Centre because 
he'd had a wonderful rime. Film dire ror-

free a ring fa iliri 
venu , where po ible, allowing them to do 
these in the ciry in read of our ar the film 

hool ar Ma quarie." 
Dean i ad mane though that '" e're 

nor ju r here to ell c ur es. he only 

Have RealTime 
posted to you Name 
direct-
within days of Address 
printing-

Telephone 

cou rse where people J ay for an entire year 
he J urnc for 24 hour . a week with 

co rah Paull, hri ic olrai, anya 
Gcr rlc and ffi) ' elf. , e audition 110 or ~o 
people a year and take 20. lr· rhe only 
our e like ir, looking at one' own 

pcrs nal and rearive development, finding 
ea h a ror' auchencic rearive ur e. 

raduare go n to orher ours , co three 
ye r ours or a number hav gone on ro 
rella dler in ew ork f r example. lr' 

an adulr ro adult our c, a ror are n r 
referred to a cudent , the ' re not rhere ro 
pi a u , and there· no major drop ut 
rare". ( arcy pr e hi di like for the 
a ting our e that i prefac d by "Lo k at 
rh per on n r tO you. They probabl 
won't be there m three year' rime~.) 

He disringui he tron ly between the 
work of the entre and three-year training 
course in univer 1t1 and cl ewhere. 
"Becau e of the limited opportunirie for 
ace r in Au tralia we've been very cauciou 
here nor to set up a school. We're about 
facilitating projects, fi ring our re urce 
offering one-year ur e like The Pow r f 

ccing. We d n't talk in rerm of career, of 
going our and getting work tomorrow. It' 
a cour e in tearing the hannel f 
ommuni ati n and emparhy. A ring kill 

are lit km . Through the devi cd w rk, 
rh a tor get co c ncacr their own 
imaginariv re ur e and at the end we 
h pe they al o be ome more demanding 
and di erning audien e member . They get 
a e t pla in work hop th normally 
, ouldn't e p rience, the)' hear from taff 
what is happening in theatre around 
Au rralia. hey emerge from their our e 
here knowing how difficult the artf rm is 
and h w mu h r pecc it de er e . " 

Credit Card bankcard masteroard visa (please cilcle one) 

Name on _Qard 

Card Number 

Signature 

Amount 

D pire de laring a different ph,lo ophy 
from other trainin!t organi ation~. arey 

thar the c in ritucion re peer the 
rors' ent re and rctcommcnd rnlcnrcd 

people wh< don't m. kc ir in rhc ann ual 
audiri n ro con ider enrollmg in rhe 

tor ' •nrrc. The e rudcnr d n•r have 
ro ive up three yc.ir of cheir live and 
ctarning capac1ry to md out whether or not 
acting i for them ... They can ome here 
three day~ a week and work the other four. 
There arc. lot of people around who have 
the talent bur rhey don 't et the han e ro 
explore it. The an plore it here at nine 
r 12 dollar an hour O minute a week, 
or ten hour a week, for four or eight week 
our e , r d a whole year. The few drop­

outs imply di over how diffi ulr the craft 
i and it's good co find out early in an over­
ommitred indu try." arey' a ppr iation 
fa diffi ult iruarion f r arti t and 

in tituti ns i nonerhel go d-hum ured. 
"The wa thing are going howcast will be 
a 25 olume box set, ollector's item in a 
few year • rime." In che meantime the 
u e of hi Masterclass-Auditio, . 

Manual Volume II 0011 rakes him to the 
where he'll vi it and turor in a range of 

training in ricucion . 

For more on the state of tertiary arts 
education see Annmarie Chandler on 
the Vanstonisation of film education 
(OnScreen page 20), Dean Chan on 
the National Graduates Show at PICA 
on page 41, and Annemarie Lopez's 
interview with Stephen Muecke at 
UTS on page 29. 

Please forward money order/cheque 
payable to Open City Inc for 

$24 for Issues 

Mail to 
Real Time 
PO Box A2246 
Sydney South 

21,22,23,24,25,26 

NSW 1235 Australia 

Enquiries 
Tel (02) 9283 2723 
Fax (02 ) 9283 2724 
email: openclty@rtimearts.com 
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film, media and techno-arts 
Feature 

From her to eternity 
Adrian Martin is tak en with Olivier Assayas' Irma Vep 

A friend was recently comparing two g nerations of French filmmakers, two 
generations that have both come after the famous French New Wave. There's the 
immediate post New Wave generation, directors like Chantal Akerman, Philippe Garrel , 
Jean Eustache and others who are scarcely known in this country. They tend to be 
uncompromising, austere filmmakers, minimalist in their style, quite experimental, often 
severe in their approach and choice of subject matter . And then there's a newer 
generation of flashier directors, filmmakers who are into modem American cinema. rock 
video and th more kinetic, visceral kind of experimental cinema . Leos Carax is part of 
the next generation, and so is Olivier Assayas. 

My friend suggested that the films of Akerman or Garrel move like a piec of classical, 
concert music , but the films of A sayas move like a rock song-a good rock song by 
Bob Dylan or John Cale or The Fall. What an appropriate thought this is for a filmmaker 
whose films jump to life (like Carax's or Tarantino 's) whenever music is married to 
image, animating that image and energising it. And what beautiful music there is in 
Assayas' Irma Vep, from Luna's cover of Serge Gainsbourg 's pop classic "Bonnie and 
Clyde" to the harsher, more grating sounds of Sonic Youth , via lilting Afro guitar riffs. 

Th title refers to a delirious serial made in the silent era, The Vampires by Louis 
Feuillade . That film stars an incredible vamp of the time , Musidora-not ju t a vamp in 
the colloquial sense but literally , in this part , a vampire . Her character name, Irma Vep, is 
an anagram for vampire. Assayas' film starts from a wild , crazy, impossible idea: what if 
somebody wanted to remake The Vampin today, for a modem world, a modem 
audience? So what Irma Vep shows is that attempt-which looks pretty doomed from the 
word go. A New Wave era director long past his glory days (played by the incomparable 
Jean-Pierre Leaud) gets the production up and running on the basis of a brilliant stroke 
of casting. As Leaud wonders, in his muttering, rambling, half-incoherent English­
language musings: who is, who could be, the Irma Vep of today? His idea is to use the 
real Hong Kong action-fantasy star Maggie Cheung (The Heroic Trio, Centre I.age, Day 
of Being Wild). 

Assayas' film starts with Cheung arriving at a chaotically busy production office . 
Nobody fawns over her or looks after her; indeed, her sudden presence is faintly 
annoying to all these manic p ople trying to put in place some piece of a film shoot 
schedule. Immediately we're plunged into a world where everything's going wr?>ng, in 
which everyone is a satellite flying past each other or colliding into each other. It's hard 
not to think immediately of so many other films about filmmaking-like Truffaut's Day 
For Nighl or even the American comedy Liuing in Obliuion. Irma Vep is a kind of comedy 
too, and some of its gags and flights of fancy are truly hilarious and inspired. But it's also 
an unnerving film, at times a chilling one. It's poetic and unreal: events and images and 
sounds have a strange floating quality, a weird logic, as if we've passed through Lewis 
Carroll's looking glass into a very odd world. 

Irma Vep is a very full and entrancing , euphoric film . It offers a whole world of surface 
textures spread out over the screen; one of those films that (in my experience) takes you 
'inside' or, perhaps more precisely, plasters you, moves you all over the pictorial surface. 
Assayas is one of the most self-consciously painterly of contemporary filmmakers­
everything he puts on the screen is washes and smudges, spirals and passageways for 
the restless spectatorial eye, tending towards a kind of lyrical impressionist pixillation : 
the dancing lights on the water during a fast moped ride, flashes of a body's movement 
illuminated high-beam in the rain. 

Irma Vep is a film that brings together so much-all the wildly diverse kinds of films 
that Assayas likes. It brings together Francis Coppola-style blockbuster sp ctacle and 
energy with some of the most extreme experiments of the filmic auanl -garde, and that 
combination is shocking and exciting. In particular, it's a film with a strong feeling for 
some marvellous, inspiring , composite dream of the I 960s-some divine myth of that 
time . There are intense echoes of the French New Wave, of the artistic and philosophical 
and political movements Lettrism and Situationism, and the militant, collectively ­
produced cinema of Chris Marker . There's the ghost of Serge Gainsbourg , and the trace 
of George Franju's great film Judex, which was already, in 1963, a remake of a Feuillade 
serial. There are iconic actors of the 60s, rebel heroes and free spirits now looking and 
moving and talking rather differently: Leaud, Lou Castel, Bulle Ogier . 

This is a film that confounds the usual ways of reviewing movies . It doesn't really have 
a theme in the traditional , literary sense. It has a subject rather than a th me, some kind 
of nominal centre around which everything else spins and swirls. In many ways the film 
is a Cubist mosaic built around the c ntral figure of Cheung. But even she is a sort of 
double character , shrouded in enigma . Assayas gives us a project of exploration , an 
investigation into Cheung and into the character he has to play . 

The soul of the movie is its fix on creation, on the creative process, no matter how 

chaotic , how self-destructive , how comically absurd it gets; Assayas says it's a film about 
diverse people trying to make this subject . this character or figure or centre of Irma Vep, 
mean something to them . They have to take it , take her, inside themselves somehow , 
give birth to this creature. For Cheung herself, this means becoming Irma one night off 
the set and staging her own daring robb ry adventure (although, as some commentators 
have not d. this whole scene may be a dream or fantasy) . For poor L · aud, it means 
trying to find a new way to see and show this divine , vamp-like creature-although , when 
he runs out of inspiration , he tells the costume designer just to dress her like Michelle 
Pfeiffer's Catwoman in Batman ReLum , so she walks around in figure-squeezing latex 
from head to toe for most of the movie . For the director who eventually replaces Leaud 
after his crack -up, this process of creation means trying to find an actress who can 
replace Maggie 
Cheung-another 
impossible task . 

In a discussion of 
Tarkovsky's Mirror in a 
recent issue of ight 
and Sound , Assayas 
explains that his 
movies are about 
gazes, multiple gazes, 
gazes in circulation 
that mark out- but 
never quite construct 
or fill-some central 
point , some nominal 
subject. But that 
subject is fugitive , it 
escapes, even though 
it 's surrounded tightly , 
in that criss-crossing 
web of glances and 
desires and narrations. 
So Maggie, or Irma, is Maggie Cheung as Irma Vep 

constructed at the busy 
intersection of all the constructions made of 'her' , all the grabs and games and psychic, 
desiring investments that people try to put on to her; this is where the comedy and the 
terror of this movie really make themselves felt. For instance that costume d sign r 
(Natalie Richard) fancies Maggie to be lesbian, and makes many hair -raising moves to 
seduce her. There's a bullish interviewer from a French TV movie show who uses 
Cheung's presence simply to channel his own philistine anti-art cinema diatribes . When 
things start breaking down on the set, there's an actor who takes over the directing of the 
film for a moment, barking furiously at Maggie during a private rehearsal, treating her 
like a marion tte. Assayas captures with an acid brilliance the feel of a real film shoot all 
the incredibly prodigious rituals of back -biting , gossip, allegiances formed and dissolved 
and reformed . 

Assayas is also a master at capturing th structure and texture of little life-stories 
hooking into and out of each other . His special gift as a film artist is the intros and outros 
he gives each character . These tend to be abrupt-people come in breathless, in the 
middle of some crossfire, and they eventually disappear without any ceremony of farewell. 
There is a whole nightmarishly comic sequence devoted to Leaud and his massive 
nervous br akdown in the middle of the night. Maggie is whisked to his hous , shown his 
sanctum ; Leaud raves, then he's pumped full of medication and passe out; Maggi is 
whisked out again into the street; and all through this, strange characters ar emptying 
and filling the house at an alarming rhythm. As ayas (like Abel Ferrara, John Cassavetes 
and Maurice Pialat) is a poet of the type of film in which the scene is already in full motion 
when we are thrust into it, a scene which is never allowed to reach its normal point of 
completion or exhaustion. As in the films of Andre Techine or David Cronenberg, lives and 
stories proceed through chance encounters , collisions , jump -starts, digr ssions and 
deviations that take everybody dangerously , thrillingly far from home bas . 

Finally , the euphoria of the film corn s from a strange, all-pervasive feeling of loss. 
The dream of the 1960s is dead and gone, and now everyone is floundering, whizzing 
around vainly in circles. Assayas accepts a certain light , giddy , speedy emptiness or 
superficiality as the essential condition of our uneasy postmodem world. But his film is 
not just nostalgic or cynical or despairing . Because creativity , the creative process, r ally 
matters passionately to Assayas . Ours is a culture where, as Leaud r marks in droll 
despair . there are only ' images of imag s', cop ies and remakes withou any real s nse or 
rhym or reason. But there is still a longing , ome desir . which can activat thos lost 
imag in thi , our perpetuall y lost world . 

Irma Vep re n d al the Melbourn lnt maLional nlm Fi Lival. July JO.JI, and at Lh 
Bri bane lnLemalional Film Fi liua l, Augu L 2 
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Essay 

Winter thoughts of a Raincoat 
Noel King muses on repertory' and independent cinema in Sydney 

You could be forgiven for wondering of late what distinguishes mainstream, 
independent and repertory cinema exhibition practices . 

Hitchcock 's Vertigo is on at the Pitt St cinemas, Taxi Driver has been re-released to 
"celebrate" its 21st birthday and Tarantino (via Miramax and his distribution arm, Rolling 
Thunder, named after the 1977 John Flynn film) is able to distribute four 'old' movies a 
year. 

In the past the Hollywood majors displayed a spectacular indifference to any notion of film 
as historical-cultural document, and showed little interest in film preservation and archiving. 
But things have changed over the last decad . Martin Scorsese has been able to enlist the 
clout of Spielberg and Lucas to the cause of film preservation and the majors have twigged to 
the fact that a significant market awai repackaged re-releases. Under the guise of an interest 
in things historical and archival, new audiences can be assembled at the same time as former 
audiences can be re-recruited to a viewing of the 'classic' film in question. 

So given that independence is now a niche marketing aspect of the production­
distribution policies of the majors rather than an artistic space pure and apart, and given 
that classic films are receiving mainstream re-relea e, what is the current state or play 
with repertory and independent cinema in Sydney, the city that houses the Australian 
Film, Television and Radio School and the Australian Film Commission? 

As they used to say in F Troop, "Old Chief not so good" . 
Melbourne, always the more cinephilic of the two larg t-populated Australian cities, 

boasts a lively film society scene, receives the entire Cinematheque program, and has a 
range of cinemas such as the Astor , the Carlton Movie House, the Lumiere, the ova, the 
Classic, the Track (now going the way of the Nova}, the Longford and the Kino. 

Sydney has the Valhalla and the Chauvel (both linked). Interesting things are planned 
for the Museum of Contemporary Art , beginning in 2000; the Mandolin has closed after its 
brief return to life; and The Third Eye Cinema do ed a few days after the interviews were 
done for this story. The ydney Morning H raid (July 19, 1997) reported that Jacqueline 
Brodie-Hanns was leaving her Devonshire Street locale owing to "problems concerning the 
lease" and would be starting up in The Movie Room Cinema in Darlinghurst. 

So let's see how Sydney's sadly few social spaces of independent and repertory 
cinema understand the contribution they hope to make to their city's film culture. 

*** 
The Third Eye Cinema, located in Devonshire St in an increasingly gentrified ection 

of Surry Hills, seated 200 people. It was run by 26 year-old Brodie-Hanns , a Melboumite 
who studied film at La Trobe University , worked in theatre in an amateur and 
professional capacity, and managed a couple of small businesses before moving to 
Sydney last D cember. 

As we sat down to a coffee in the foyer of her cinema she explained that she hoped 
"to expand people's exposure to and understanding of cinema and cinematic issues. I 
have a commitment to new short films and to experimental film but I think it's most 
important to show what's come before. To me, repertory is important for the way it 
acknowledges the past and the role that what has happened previously has on what 
happens today and tomorrow". 

She favours genre and national cinema as a way to organise screenings. Her favourite 
filmmaker is Preston Sturges and before the closure of The Third Eye she had been 
planning screenings to celebrate • 100 years of Bram Stoker's Dracula" . This would have 
led into "a mini horror festival, across thr e days, kicking off with Val Lewton", whose 
role as producer-director of such films as Cal People, Curse of the Cal People, I Walked 
With a Zombie, and The Body n tchers, she admires. 

She wants to link film viewing and film knowledge : "I want to create an environment 
where people can come and see film and learn about film . I'm learning all the time, 
certainly on an exhibition level , and also as I increase my exposure to film . Often I'll 
introduce a film or talk to the audience after it". 

As we were talking, a man came into the foyer and a ked whether more scr; enings of 
Pasolini's lo were planned. This prompted a nice tale of taking over the cinema only to 
discover that th film had been attracting the dirty raincoat brigade (hey, they're an 
audience too} as well as various people "who had come on a dare, and who walked out 
in anger and disgust". Worried that their experience of this film might become their 
experience of her cinema as a distinctive social space, she moved quickly to set up a 
forum in which Salo could be placed in its cultural, social and political context before 
screening. To this end she arranged film critics, academics, and people familiar with film 
censorship issues to talk about the film. After submitting her viewers to this small piece 
of pedagogical fascism, "the results were ama:ting. Whereas there used to be almost an 
80% walkout th re was now almost none". 

Brodie-Hanns is surprised at the gap between film production activity in Sydney 
("there's an ama1.ing number of short films made here"} and any focused discussion of film 
history ("I don't see how you can have a healthy film production cene without that other 
a peel"}. She insis that repertory cinema has to go "beyond trendy, sexy re-issues like 
The Big leep, the 'bankable classics' as they're called, to bring forward other mall gems 
and lillle wond rs". She would like to see much more repertory cinema on offer in Sydney. 
"The mor there is, the easier the job becomes. I don't think there can be enough repertory 
cinema. I think the MCA propo al is fantastic; they're in a great position to lead the way." 

*** 
I know you're wondering where the raincoat brigade has gone to scape public 

instruction in matters of Italian film and historical context. Let's say they've headed on 
down to the Rocks to check out the MCA. 

Brodie-Hanns 's reference to the MCA alludes to their Capital Appeal which now has 
SI O million in pledged support from private and corporate sources for a Stage 2 
development. Conversation with David Watson revealed that the SW Government has 
made available a northern site (currently a carpark and a building at 132 George St}. 
After an international interviewing process which shortlisted two Australian and five 
overseas candidates, the impr ssive young Japanese architect Kazuyo Sejima has been 
appointed to envisage the new design. The Spanish architectural publication El Cro enus 
has devoted a special issue to Sejima's work, and George Miller (who sat on the 
committee) said her work displayed "technical rigour and an ability to enchant". 

Concept de igns are due at the end of 1997 for construction to start in mid- 1998, with 
completion expected in late 1999. Earlier this year the State government also formally 
handed over control of the two top noors of the MCA building (previously occupied by 
Tourism NSW who have moved els where in the Rocks}. The MCA is in the process of 
refurbishing these floors, which will become operative as a new space in 1998. The 
refurbishment includes an additional floor of gallery pace, an 80- eat cin ma to facilitate 
modest screening programs and educational events, and to operate as a "preview cinema". 
Since this includes access to a balcony overlooking the Sydney Opera House it should 
serve as a seductive function-reception space. MCA members and bona {id researchers 
will have access to a Visual Resource Centre {library, computers, viewing facilities). 

*** 
The Raincoat has now left the Rocks, headed towards Paddington Town Hall to ask 

Alex Meskovic what's going on at/with the Chauvel. 
Alex ha a lot of opinions, as you'd expect from someone who's been involved in cin ma 
hibition in Sydney for 25 years. He started in 1972 in Surry Hills, running a Film Soci ty 

out of the Kirk Gallery, moved on to the Mandolin in 1984 and the Chauvel in 1995. 
He sees the Chauvel as empha ising cinematheque-style films and makes lections 

from the Melbourne produced -curated Cinematheque program, supplementing it with a 
mix of what he regards as the best of new commercial cinema , short films and Au tralian 
features (a recent success saw Dead Heart find a very appreciative audience) 

The Chauvel is committed to running retrospectives which provide an historical 
overview of cinema , often importing the best-pos ible quality prints. The current 
screening of a selection of BFI re tored prints falls into this category and later this year 
the Chauvel will screen a previously un-released, uncut version of Nicola Roeg' 
Walkabout ( 1970). 

Our conversation turns to the forthcoming proliferation of new screens in Sydney: more 
than 40 planned, involving 12 at the restored Grace Bros building, two more at ewtown 
while the old porno Hub cinema becomes three 'clean' screens, two more slotted for 
Glebe, 16 for Bondi Junction, four now operating at the Randwick Ritz, four lotted for the 
Verona and so on. Alex expresses great scepticism: "The audience cake is carved up in so 
many pieces, all over the place. that it has become very hard to make money out of film 
exhibition". He sees this explosion of new screens "putting pressure on independents to be 
able to survive" . He also doubts whether there is a market to support the proposed CA 
Cinematheque venture and would prefer the MCA to function as an equivalent of London's 
Museum of the Moving Image, devoting itself more to screenings of silen early cinema. 

*** 
By now the Raincoat has moved out onto the balcony of the Chauvel, sipping a beer and 

looking across the Paddington skyline. After speaking to several people, he has a sense of 
what's going down rep-indie cinema-wise in Sydney town. He gets to thinking : the ageing, 
diminishing population of Adelaide will soon receive a 30 screen comp lex. presumably to 
allow surviving locals to have a participatory cinema experience by watching Cocoon while 
in Sydney cine-illiteracy is assured by the paucity of repertory cinema. 

Obviously it's a Melbourne conspiracy to keep Sydneysiders on the cinephilic outer. 
What is it, j ust a few short weeks since the deaths of Mr Cool, Robert Mitchum. and Mr 

Drawl, Jimmy Stewart? In London, the BBC and Channel 4 would run mini -fe t.Jvals, m 
Paris a bunch of repertory cinemas would run seasons on each actor. Maybe then we 
could notice that Stewart, best remembered for being Mr Probity in Capra films, or the 
nice-guy who never got out of Bedford Falls in It's a Wonderful Life (a film that failed on 
initial release and now surpasses Ford's The Searchers as the most quoted film in the 
New Hollywood) also played crazed characters in 1950s Anthony Mann western , having 
cut a ground-breaking deal for profit participation. 

And we could watch Mitchum in Out of the Pa I listen to deceitful Jane Greer revealing 
''I'm bad, Im dangerous, I shot Kirk Douglas, I stole $40 ,000" , before drawing her do n 
onto the beach, saying "Baby, I don't care". Or we could watch his cameo in Scorse e's 
re-make of Cape Fear and see him blow those hyperbolic new method guys off the 
screen by drawling (yes he could do it too}, "Well, excuse me all over the place" 

Nostalgia's kicking in; time to move on, for the Raincoat (who also reads Robert 
Frost} has miles to go before it sleeps. 
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National treasure goes to Melbourne's 
Cinemedia 
Tina Kaufmann reports on developments in the crisis over the NLA's Film and Video Lending Service 

As disquiet over its future occupied many within the screen community this past year, 
the Film and Video Lending Service of the National Library of Australia was belatedly 
recognised as a national treasure, which not only provided resources for most film and 
media courses, but also programming for many of the specialist and retrospective 
screenings throughout Australia . Its potential loss was described by screen critic and 
commentator Adrian Martin as "a tragic , irreparable blow to Australia 's film culture". 

At last, following a year of meetings, debate, and negotiation , the FVLS has found a 
new home and a new, enthusiastic operator . The NLA has reached an agreement with 
Victoria's newly combined film body, Cinemedia, which they believe guarantees the 
immediate future and accessibility of the collection. In fact forward bookings are already 
considerably higher than experienced by the NLA; probably a result of recognition by 
many in the commu nity of the value and importance of the collection, and the gradual 
reduction in use which partly contributed to the crisis. 

Many regular users of the FVLS still have concerns, however, especially those involved 
with the tertiary teaching of film. Dr Lesley Stem, from the School of Theatre and Film 
Studies at the University of NSW, voiced her particular reservations: will the new 
arrangement guarantee .both the acquisition of new prints, and the preservation of 
existing prints? "We use film prints wherever possible, and we use the collection 
extensively, although in a way it's been increasingly hard," she explains . "Film is 
different. I've got nothing against using video, and much of the time it's invaluable , but to 
see a film for the first time , on film , on the big screen, in the dark , is a different and 
unique experience, and one that our students must continue to have access to." 

Film study is the area she is most concerned about . "It's absolutely vital that access to 
the FVLS is continual," she emphasises. "You just can't do this sort of scholarship, this 
teaching and research work, without access to that resource, without that resource being 
free, and really , without that resource being national." 

Cinemedia, the recently formalised body which now incorporates the State Film 
Centre of Victoria and Film Victoria, opened its doors in July to borrowers Australia wide 
who wish to access what it describes as Australia 's largest public lending collection of 
films and videos, the first step on its way to being the primary location for education, 
research and access to the moving image. The films and videos now available are made 
up of three collections: Cinemedia's own Access Collection , the French Embassy Film 
Collection (some of the best French features and documentaries , together with academic 
and cultural films ), and the jewel in the crown, the NLA's Film and Video Lending Service 
(made up of the Screen Studies Collection and the General Collection). 

Earlier this year those who had responded strongly to the threat to Australia's most 
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important film collection decided reluctantly that they must support as the only 
practicable solution the proposal that Cinemedia be the chosen national operator for the 
FVLS. NLA Director-General Warren Horton argued that this was in the best interests of 
the film and video comm unity and the best solution in a time of strategic change. He 
stressed that its implementation should not only ensure the immediate maintenance of 
the service to users, but also sup:,ort the long term interests of film culture In Australia . 

Indications that the National Library was seriously considering reducing the FVLS to 
maintenance -only status, with no acquisition program or budget, raced around the film 
and video community early last year. That the NLA was also putting out feelers to find an 
organisation interested in taking over the collection, preferably without its budget 
support, was voiced at meetings called to address the issue. A barrage of letters and 
faxes alerted the NLA to widespread community concern, which included the strongly 
held view that the collection was a unique and vital national resource that must be 
preserved and must continue to function as a library , with the key elements of access, 
affordability and ongoing acquisition. 

At December meetings to inform the community, Warren Horton explained that as the 
NLA does not recognise film as a "core" activity (seeing its main responsibility to 
Australian print and electronic resources), it had held discussions with organisations with 
a fundamental commitment to film over a more sensible and functional arrangement for 
the FVLS. These negotiations led to Cinemedia 's proposal to store and maintain the two 
collections, continue the development of the Screen Studies Collection ( currently over six 
thousand titles , supplementing a widely representative sample of popular classic and 
contemporary features and short films with auant -garde and experimental work , a fine 
selection of documentaries , and an impressive cross section of silent cinema) as a living, 
growing entity, and operate the lending service, thus answering most of the community's 
demands. The issue that the FVLS remain national would be addressed by the NLA 
retaining ownership of the FVLS as a national resource, and maintaining overall policy 
involvement and control. Warren Horton insists that the NLA has a long term 
commitment to the collection , made concrete by the contract with Cinemedia , and that a 
more vigorous constituency will emerge as a result of the move. "The NLA has 
outsourced other activities , and they have become stronger through those changes." 

Cinemedia , with its own extensive lending service within Victoria , was really the only 
organisation able to take over and operate the FVLS on a national and ongoing basis, the 
NLA argued. John Smithies , Acting Deputy Director of Cinemedia, explained that 
Cinemedia has established a curatorial approach to acquisitions for its own collection , 
and has reinstated film as the primary collecting medium . "We're going back to buying 
and preserving film , and we've established advisory committees to assist with . 
acquisition . For.the Cinemedia collection the committee is Adrian Martin , Annette 
Blonski , Ken Berryman and Allan Finney , with Cinemedia board member (and AFTRS 
head) Rod Bishop; meetings coincide with board meetings when Rod is in Melbourne, 
and we're aiming at a collection of world cinema." Current holdings are being cleaned, 
repaired and re-catalogued , while an internet-based booking service has been developed, 
and trials of broadband cable delivery of video are being conducted. 

The Cinemedia Access Collection will be moving on August 25 to 222 Park Str et, 
South Melbourne {between the Australian Film Institute and the National Film and Sound 
Archive) : these premises have better access, are two or three times larger than currently 
needed, with better facilities and modem , air -conditioned storage. The FVLS will be 
provided with an active collection management service, internet access to its catalogue , 
and maintenance for the two collections , the catalogue database, and specified items of 
equipment. The LA will pay Cinemedia a sum of $100 ,000 per year for acquisitions to 
the Screen Studies collection , and a monthly sum for the operation of the lending 
service. Two new positions, a collection manager and an acquisitions officer , are 
currently being advertised. 

New titles for the Screen Studies collection will be acquired under a joint collection 
development policy; the advisory committee includes Dr Jodie Brooks from University of 
NSW's School of Theatre and Film Studies, John Turner from the Australian 
Confederation of Film Societies, Andrew Pike from Ronin Films , John Smithies, and an 
NLA representative, and they will be having their first meeting probably late September. 
"I hope all the members come primed with ideas and issues for discussion, including how 
to develop an acquisition policy for the Screen Studies Collection that will be different 
from and complementary to that for Cinemedia 's own collection . We value this collection , 
we want it to keep growing, and to ensure that it remains separate and accessible,·· John 
Smithies says. 

Smithies understands the community 's unease about change, but hopes that he has 
addressed it; to worries that charges could increase and delivery times be longer he 
insists that Cinemedia is determined to keep costs down and maintain an efficient 
delivery service. He points out that plans for Cinemedia 's own collection to be circulated 
on a national basis could soon improve the service with a greater turnover . (There will be 
a joining fee for access to the Cinemedia collection , as there already is for Victorian 
users.) Anxiety about Cinemedia not being a national body is answered with the 
argument that no comparable national agency was able to step in; "Cinemedia is 
determined to establish national credentials , he insists. 

The Screen Studies Collection acquisition budget of $100,000 is a substantial 
reduct ion from previous years, and John Smithies doesn't consider it sufficient , 
promising ongoing discussions with the NLA. Warwick Cathro, NLA Assistant Director 
General, explains that it's in line with other NLA cuts, and the budget should sustain 
viable growth . A number of other issues, still to be addressed include representation of 
national borrowers on advisory panels, the possibility of panels in other regional centres, 
the situation of de-accessioning, and whether th collections would compete for 
acquisitions : these are on the agenda for further discussion between the two 
organisations. 

For 50 years films-and more recently videos-have been gather d to assemble a 
wond rful collection that has s rved Australian screen culture well; a wide community of 
concerned u ers-teachers and students, researchers and members of many 
audiences-will be hoping that this new arrangement will ensure the growth and 
continued health of the FVLS. 
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The big squeeze 
Annmarie Chandler on the Vanstonisation of tertiary film education 

Filmmaking has always been difficult to teach and maintain within course structures in 
tertiary environments . This is why there are very few courses, outside the Australian 
Film, Television and Radio School , which actually teach film as a medium. Mostly they 
teach its surrogate forms in video and the more recent moving image work associated 
with multimedia studies. The AFTRS national resources guide identifies only 11 
organisations nationally, from some 64 (tertiary, private and community), teaching 
16mm and/or Super 8 film production. 

While courses in the theoretical subjects associated with Screen Education (now usually 
posited in Cultural Studies disciplines in the Humanities) are relatively easy to mount if you 
can attract good staff, the actual production side is far more problematic to offer to 
undergraduate or graduate students. It involves a substantial commitment to resources 
including academic staff, technical support staff and a variety of expensive equipment , 
especially if you are aiming at professional levels of education. But the most significant 
costs for film production are associated with budgets for external services such as 
laboratory processing and prints, the main reason many institutions opt for video instead. 

Understanding the effects of the Vanstone education policies on media education 
requires a knowledge of the situation before the Coalition took office . All universities are 
federally funded for undergraduate course places allocated within Australia and before 
the Vanstone up-front fees policies arrived, all places to Australian undergraduates were 
a federal responsibility. 

Commonwealth funding is based on a "relative formula" supplied by DEETYA 
(Department of Employment, Education , Training and Youth Affairs) for the relative 
costs of an arts program through to a science program with the latter receiving the most 
government income for a place. Thus all subjects are weighted according to these 
classifications and the universities receive and allocate funding internally to their faculties 
based on their own educational profiles . 

It is worth noting here that DEETY A has never considered arts-based activities such as 
filmmaking as warranting anything higher than the general arts-based funding required 
for 'chalk and talk ' subjects. Thus neither Labor nor Liberal governments recognised 
tertiary activities surrounding media production professions outside their funding for the 
national AFTRS. Most universities compensate for this by adding loadings at their own 
cost. Some are prepared to do this because the subjects are very popular , attracting 
students with extr mely high Tertiary Entrance Scores (TERs). 

Consequently, the recent Vanstone policies have not been a direct threat to these 
courses but merely continue the internal pressures already on them regarding viability. 
One of the cries from colleagues that all film production staff are very used to hearing 
whenever there is a budget squeeze (which is regularly), is that "we must stop teaching 
film"-probably because all they can imagine are Hollywood-scale budgets for film 
projects. However the way universities fund and deliver subjects, this would be a no more 
significant cost saving than cutting any media production activity with a related drop in 
demand and prestige for the educational body. 

The largest uncontained costs (ie stock and processing) are already being borne by 
students at final project levels, who have choices of either film or video-making 
depending on their ability to raise finances. And the subjects are always selective so that 
only a small band of overall arts students have access to scarce 16 mm film equipment, 
which if industry standard, can outlast any piece of electronic equipment-the University 
of Technology Sydney still works with Ari BL's over 20 years old that produce 
magnificent 16mm images on the big screen, and have maintained limited Super 8 stock 
for the resurgence in this high qua.lily film medium . 

The Coalition's cutbacks to the sector are making it very difficult for all universities to 
sustain their quality of teaching and infrastructure though film is no more threatened 
than any other subject area. The largest threat is the internal wmythos" surrounding 
filmmaking often adopted by more envious colleagues who can only see its superficial 
popularity amongst the student body and have notions of extravagant associated 
expenditure. Strategically, this means that those who teach the subjects have td'be as 
tenacious as the film industry itself in preserving their areas and production-managing 
their subjects within the changing monetary and educational constraints of the university 
sector. I suspect many good film courses in Australia have lost ground to more generalist 

CALL FOR ENTRIES 
Short films invited for selection 
Canberra Festival 1998 

Movies by Moonlight 

Closing Date 
Preview Tapes & Entry Forms 
7th November 1997 

Celebrating the Art of 16mm 

Entry Forms and Information 
Film West PO Box 153, Milperra NSW 2214, TeVFax 02-9TT4-2043 

NSWAlM 
AND TV 
OFFICE 

media production thrusts through this sort of pressure alone. Some faculties do not like 
the necessarily selective nature of the subjects either and argue on equity grounds that a 
common medium like video is more appropr iate for reaching a larger group of students. 
These people often have little understanding of how graduate opportunities in the film 
production area per se relate to direct film experience or a small national industry . or 
how it might be possible to structure flexible media courses that accommodate a number 
of outcomes and student choices. 

The Coalition 's cutbacks reduce operating grants to all universities by 1 per cent in 
1997, a further 3 per cent in 1998, and another 1 per cent in 1999. This means there is 
pressure on all institutions to make up the shortfall from other financial sources. The 
policies regarding the introduction of "full fee paying undergraduates" present probably 
the most ominous challenge to film courses. However, there could also be a debate o er 
whether extremely high TERs {different states in Australia have different names for the 
high school entrance score), are also fair indicators for a requirement for tertiary 
education in this professional area. While they bring a certain intellectual prestige to the 
subjects at scores of 95-97 out of 100 for entry , they also cut out many good students 
who have high filmmaking aptitude and commitment to the area. Some universities 
therefore maintain a 50-50 split for entry based on the TER and a Non Recent School 
Leaver (NRSL) category based on a questionnaire surveying background and experience. 
This means however that if you don't score a high TER you have to wait at least two years 
for candidature after completing your HSC. The mix of students has always proved 
successful as many undergraduates straight out of high school soon drop their illusions 
about a glamorous career path when they meet experienced people and realise that a 
degree can mean little within this field to anyone but themselves, whereas a combination 
of determination and creative purpose means everything. On the other hand, a solid and 
reflective intellectual framework for media production is also becoming popular with 
experienced media people studying at post graduate level. 

The introduction of full fee paying local undergraduates is currently being debated 
around the country with a number of the more established and prestigious universities 
deciding to introduce them. They have been earmarked for popular courses where 
students just miss out on entry through a slightly lower TER than required and capped at 
I O per cent of overall undergraduate places in a course. There will be obvious pressure 
from uninformed sectors of the university hierarchies-who just see demand and 
dollars-for courses that teach film to take this kind of student. The full fee however 
means full cost recovery and in an arts-based area that teaches film productlon , taking 
into account costs for teaching, technical support staff and infrastructure , this would 
represent something like $45,000 for an undergraduate degree. Commonwealth funded 
undergraduates currently pay around $9,900 for a similar degree under the Higher 
Education Contribution Scheme {HECS). Students who choose to work in film ho e er 
are also making their own contrib utions for stock, processing and prints on top of these 
fees which can range from a few hundred dollars to over $20,000 depending on the 
project . It will be interesting to see how many local students will be prepared to pay full 
fees for access to a 16mm camera and a screen education. In many ays the might be 
better off using such funds (if they have access to them) to make a film or a number of 
low budget shorts and create their own track record. 

The dangers to film education of a combination of the Vanstone full fee paying policy 
and the mythos within institutions surrounding such courses and their demand. is that 
universities may see it as a way of funding these programs generally without many 
government places or their own internal subsidising of infrastructure. This could happen 
if the current quotas change to allow more full fee places in these areas. This ill require 
those dedicated to their areas to yet again mount cultural and economic arguments 
about the whole sector and the role and overall cost effectiveness of tertiary film 
education within the national media production arena. The fact that the AFTRS no longer 
offers undergraduate awards is another strong reason to maintain them elsewhere within 
tertiary education . 

Annemarie Chandler teaches film and uideo production at the Uniuersity of Technology 
in ydney. 
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Future unhealthy 
At the Sydney Film Festival, Gillian Leahy considers the fate of 
Australia n documentary filmmaking 

An impressive slate of Australian documentaries screened at this year's Sydney Film 
Festival (SFF). In the Dendy and EAC (Ethnic Affairs Commission) Awards , five 
documentaries screened including Anna Kannava 's remarkable The Butler , produced by 
John Cruthers. In the main program a further eight screened , six of those feature length , 
and Trevor Graham and Denise Haslams' M bo-Life of an I land Man received an 
emotional standing ovation and was voted best documentary by the festival audience . 

Both these films combined material shot on the new medium , Digital Video (DV) as 
well as 16mm film . Documentaries at this year 's festival showcased a who( range of 
shooting formats from domestic VHS video to 35mm film and almost everything in 
between, including combinations of hooting mediums and gauges. 

Films were similarly varied in budg t and in the production values they were able to bring to 
th screen . H re the range was from, on the high end , films like Grizzly, th be r film about not 
finding a bear, to, on the low end , a one-man -crew film I very much liked, Cyru Frisch's I 
Shall Honour your U~ a film from the etherlands, shot on what looks like VHS blown up to 
35mm , about the death of the filmmaker's friend and teacher , film critic , Hans Saaltink . 

These two issues of production technology and size of budget dominated discussion at the SFF 
forum enta,y In Australia-what does the future hold?which took place in the State Two 
Cinema on 19 June. David Noakes of the Australian Film Finance Corporation (AFFC) chairing 
the session, led off by saying that although Australian documentary had had a good showing at the 
festival, the health ci the doc:umentary industry was not secure. The industry produces about 40 
projects a year between the three commissioning · , Film Australia, the ABC and SBS. There 
had been a reduction ci funding to the sector of about 25 percent brought about by budget cuts to 
the various documentary funding and production lxxties. This had had the combined effect of 
reducing lxxh the number of documentaries being made and the size ci their budgets. Every 
aspect was being cut. DV projects were gaining favour because they allowed one person crews, 
and wages to directors and producers had reduced. This has seen a change in subject matter 
and approach , with the quotient of v · • films increasing and a drop in documentary series . 

Sharon Connolly, executive producer from Film Australia (FA), commented that the 
tr nd to lower budgets, and concomitantly DV production , had reduced diversity in the 
documentary area . She expressed the opinion that the DV films, at their worst , produced 
tabloidism and at their best , original material. Later in the session, Marcus Gillezeau rightly 
poi nted out that the discussion was tending to mix up issues of style, format and quality . 

Con nolly's main focus was the cuts recommended in the Gonski report which would 
serio usly th reaten FA's ro le as the traditional home of A ustralian documentary . The 
cha nges suggested include th e privatising (se ll ing off) of the very valuable film archive, 
along with the Natio nal Interest Program (NIP) and the film facility itself , the building at 
Undfleld. Th NIP prod uces approximately 20 docos a year for a total budget of $6.4 
millio n. Film Australia, she said, had no objection to becoming a commissioning body . 
Already 70 per cen t of programs are initiated outsid , but total privatisation would mean 
that it would become difficult to meet the cultural objectives of the NIP. She said it is 
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hard to see how private companies could mount the important , but largely parochially 
relevant programs that FA can, such as the current Federation series. 

Further discussion in the session pointed to FA's pecial ability to provide experienced 
producing skills to less experienced directors and their ability through their marketing arm and 
overseas contacts, to place the documentaries they produced into overseas markets . The latest 
federal budget has given the NIP a further two years of life, and given Film Australia itself another 
year while a 'scoping ' study , which will look at the feasibility of privatisation . i completed . 

Filmmakers Pat Fiske and Michael Cordell talked about the way current cutbacks are making 
an already tough industiy tougher . Filmmakers are now subsidising the industry. Fiske's solution is 
to offset lean periods with other forms of related film employmen and she points to the level of 
stress on one person crew DV films (such as her Following the Fenceline) where the recovery rate 
aft.er finishing a project is long, and where the lack of a crew leads to a less collaborative shoot 
without useful and reassuring input Cordell with his business partner, documentary maker , Chris 
Hilton , tries to establish ways of working which minimise the troughs by sharing skills, trying always 
to have one project shooting with another in development, and the ability between them to go for a 
bank ov rd ft if a project corn up where shooting needs to start before finance comes through. 

Cord II observed that the only doco makers who can stand on their own feet financially are 
nature filmmakers , and that without the government funding bodies , (the Australian Film 
Commission , the Australian Film Finance Corporation and Film Australia) and the government 
TV stations (th ABC and SBS) no cul turally r I vant documentaries would be mad at all . 

Representing the TV players were Tom Zubrycki from SBS and Jeff Barnes, who ha 
replaced Michael Rubbo at the ABC. Barnes gave a rundown on the slots availabl on ABC for 
documentary , lamented the possible effects of the budget cuts and tried to dissipate the 
paranoia that the ABC was, or ever had, only been interested in verite style programs . Zubrycki 
talked about how a small and flexible unit like SBS Independent was able to make deci ions 
quickly. Their last round saw ten films being made , eight on budg ts of $200,000 and two on 
budgets of $250,000 . They would have two new rounds soon , one in August and on in January 
and were also looking at some half -hour films with budgets of $60,000-$90,000, mostly DV 
projects . Zubrycki felt a situation was emerging wh re there we.re two classes of documentary 
makers being created; one more experi need lot who generally can command reasonable 
budgets and another younger or I experienced group who have to scrimp and save a lot to be 
able to make their films. A group of producers is needed to take the second lot into th first 

While the documentary industry basically remains vital and strong , there are early warning 
signs of rious disease. If Film Australia is privatised, and budget monies availabl to the sector 
continue to fall, and concomitantly, the ability of both independent producers and the 
documentary production bodies to provide assistance to less experienced filmmakers is reduced , 
the industry faces a very uncertain future. The current cuts have already produced serious 
difficulty and reduced diversity of style. Currently it seems very daunting to try and mount an 
expensive documentary project, such as one that needs a larger than normal -sized crew, or a lot 
of travel , or time, or research, or archival material. And if too many of our experi need 
documentary makers bum out and seek greener climbs, the industry will be much the poorer. 

Documentary makers who wish to lobby on behalf of the sector should contact the 
Australian creen Directors Association's Docmnentary ubcommitt ee on 02 704 . 

Gillian Leahy lectures in film and video production at the University of Technology, 
ydney and is currently making an Accord documentary for BS, Our Park, a study of 

her local park over a year of its life. 
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Review 
-- - -----------------------

New frontiers 
Robyn Evans previews the 1997 Internati onal Documentar y Conference 

Preparations for the Fifth Annual 
International Documentary Conference 
are well under way in Brisbane, as 
Australia 's documentary filmmakers gear 
up for their major professional gathering. 
The biennial conference, which began in 
South Australia in 1987, is an 
internationally recognised event which 
attracts around 500 delegates from 
Australia and overseas. 

The four day conference has earned a 
reputation for offering lively debates on 
some of the ethical, social and political 
issues associated with documentary 
filmmaking. Incorporating a program of 
screenings , it's a celebration of the 
documentary form as well as a 
professional forum. 

This year's event is being staged by 
QDox, the Queensland Documentary 
Association, and in recognition of the 
changing climate for filmrnakers and the 
world they document, this year's theme is 
"New Frontiers". The conference will 
address the threats and freedoms facing 
docu mentary filmmakers as we approach 
the millenni um. Conference director 
Melanie Guiney believes that Australia is 
a key player in non-fiction film 
productio n, and that this year's event will 
provide the industry with the necessary 
tools to maintain that posit ion: "The past 
year has been very diffic ult for the 
industry, but I believe the conference will 
generate real opti mism and confidence 
about what lies ahead. So much hard 

Column 

Bit depth 

work 's been done by filmmakers and 
government agencies in establishing 
productive relationships within the 
international marketplace , and it's now 
paying off in real terms . Australian 
documentaries are highly regarded 
overseas , and opportunities are definitely 
there for the right projects". 

A key element in the conference's 
objective to make documentary 
filmmakers 'market-wise' is the 
immensely popular Documart. Here, 
filmmakers pitch their projects before an 
audience including an impressive cast of 
international and local broadcasters, 
financiers and sales agents. The pitchees 
give valuable feedback on the projects 
pitched and information on what , as 
buyers, they are looking for . 

Documart returns this year by popular 
demand, and QDox already has an 
impressive list of guests who will be part 
of the market contingent, including Nick 
Fraser {'Fine Cut' , BBC), Andrew Brann 
(Channel Four), Sophie Chalou (Canal 
Plus, France) , Chris Haws (Discovery 
Channel Europe), Paul Sowerbutts 
(!TEL), Christine Yon Preyss (Telecast 
lnter;national , Gennany), Dominica Siu 
King-Long (Radio Television , Hong 
Kong), Mitchell Block (Direct Cinema, 
USA), Kim Dalton (Beyond 
International), Geoff Barnes (ABC) and 
Claire Jager (SBSI) . 

Documart is supported by sessions 
dealing with market realities in 

The first in a series of new media columns by Jonathon Delacour 

Whal a strange, demented feeling it 
gives me when I realize I have pent 
whole days before thi ink tone, wilh 
nothing better to do,jolling down at 
random whateuer nonsensical thoughts 
haue entered my head. 

Yoshida Kenko c 1330 

While no-one can claim immunity 
from nonsensical thoughts-some can be 
channing and witty, like those of the 
Buddhist monk Kenko--others are merely 
stupid . One would be hard pressed to find 
a better example of wilful stupidity than 
our government 's recent announcement 
of "principles for a national approach to 
regulate the content of online services 
such as the internet ". 

A joint press release from the Minister 
for Communications and the Arts. 
Senator Richard Alston, and Attomey ­
General, Daryl Williams, proposes a 
"framework (that) balances the need to 
address community concerns in relation 
to content with the need to ensure that 
regulation does not inhibit industry 
growth and potential ". This ludicrous 
proposal, which can only have been 
dreamed up by people who have never 
had any contact with the internet , 
envisages that the online service provider 
(ISP) industry will udevelop codes of 
practice in relation to online content, in 
consultation with the Australian 
Broadcasting Authority (ABA) ". 

As a result, anyone unhappy about 

online content must first complain to the 
relevant ISP; the ABA then has the 
authority to investigate unresol d 
complaints. Conceptually , it is similar to 
the way in which film , television , radio 
broadcasts and computer games are 
currently regulated . A distressed viewer 
might call a television station to 
complain about nudity or language in a 
movie . If they do not receive a 
satisfactory response (whatever that 
might mean) from the television station , 
they can then complain to the ABA 
which conducts an "inquiry " and, if it 
finds the material was inappropriate , tells 
the broadcaster not to do it again . 
Prosecutions are exceedingly rare. 

The system works tolerably well 
because there is tangible evidence of any 
"offending materiat in the form of reels 
of film or videotape , audiotapes of radio 
broadcasts , and floppy disk or CD-ROM 
games and, because potentially 
objectionable content has already been 
filtered out by the censorship system . In 
the case of the internet , this process can 
already be effectively mimicked by 
filtering and parental control software 
such as CYBERsitter , SurfWatch , Net 
Nanny, Rated-PG, X-Stop , Cyber Snoop, 
and Cyber Patrol-just a few of the 
alternatives which render internet 
regulation unnecessary , as long as 
parents are prepared to accept 
responsibility for limiting their children's 
access to the net. - -

documentary -making . Other key sessions 
include a retrospective on the development 
of cinema uerite, featuring screenings of 
classic films rarely seen in this country. 

The retrospective will be attended by 
some of cinema uerite's leading 
exponents including two-time Academy 
Award winner Barbara Kopple (Harlan 
County U A and Ameri can Dream), 
Britain 's BAFfA Award winner Molly 
Dineen (The Ark and The Company of 
Men), and Duan Jinchaun , winner of 
the Prix. Du Cinema du Reel (Paris) 
Award , for 16 Barkhor Street South. 
The filmmakers will screen and discuss 
their work . 

As part of a focus on investigative 
documentaries and 'real' TV, John 
Edginton , one of Britain's foremost 
investigative documentary filmmakers, 
will present his recent film Mumia Abu­
Jamal : A Case for Reasonable Doubt. The 
film was the subject of controversy in the 
United States recently when the 
Philadelphia Police Department 
endeavo ured to have it barred from 
broadcast on Home Box Office. 

Looking to the future with a focus on 
new technologies , Martin Freeth, 
currently Head of the BBC's Multimedia 
Centre, will showcase two interactive CD­
ROM projects produced recently in 
association with a major documentary 
television series. The interactive 
programs, one on Northern Ireland and 
one on the life and music of JS Bach, 

But let's assume, adopting the position 
of the fundamentalist Right , that these 
software safeguards are only partly 
effective and that "harmful " material slfps 
through . Only a tiny fraction of internet 
content is stored on local (ie Australian) 
servers. What can the ABA do about a 
complaint concerning "offensive" content 
on a web server in the US, or Italy, or 
Japan? What kind of response is the 
offended web surfer likely to get from a 
foreign content producer or ISP? 
Incredulity? Derision? 

And so much of the content is 
ephemeral anyway : chat sessions exist 
only in real time , web sites appear and 
disappear , e-mail and Usenet news is 
stored only temporarily on an ISP's 
server . Internet content resembles , as 
much as anything , telephone 
conversations and facsimile 
transmissions . In a sense this is the 
core of the problem: the " regulatory 
framework" attempts to impose a 
broadcast metaphor on what are 
essentially telecommunications 
carriers. They may as well attempt to 
control the air Australians breathe or 
the water we drink. 

The whole idea of regulation is so 
divorced from reality that it is difficult to 
explain why it is being proposed . Put to 
one side the government 's duplicity in not 
admitting that regulation is largely 
unnecessary; perhaps the legislation is a 
cynical attempt to appease Senator Brian 

demonstrate the potential that new 
technology opens up , and Martin Freeth 
will discuss the processes required to 
hamess that potential. 

The conference will also include 
discussions on government policy , 
funding options and broadcasting 
regulations here and in Britain , specialist 
sessions focussing on diverse subjects 
such as natural history, current affairs 
and art films; indigenous filmmaking 
from Australia and abroad and work 
from emerging filmmakers including 
some of those currently 'racing around 
the world' . The full conference program 
won 't be released until mid-to-late 
October but the conference organisers 
are confident that it will be well received . 
Melanie Guiney summarises: "It is a four 
day filmmaker's feast that will cater for 
anyone who is passionate about 
producing, watching or learning about 
documentary. It provides an essential 
marketplace and venue for industry 
professionals to network , gather 
informa tion and view some of the latest 
documenta ries. In the current climate of 
anxiety over the on-going reviews to the 
film industry, it couldn't be more 
timely ". 

The Fifth International Documentary 
Conference , Nouember 20-23 in Bri bane. 
For further informaUon or to obtain a 
registration form contact QDox on Tel 07 
3846 4567 or fax. 07 3846 4929 

Harradine , the Lyons Group and other 
conservative elements in the Liberal 
party , put forward in the kno ledge that 
it is unworkable and will ine itably fail. 

Alternatively , could it be tha 
Australian politicians are profound! 
unaware of digital culture and the a i 
is reshaping our world ? That this lack of 
understanding is not restricted to federal 
politicians becomes depres ingly obvious 
when you observe in NSW the Carr 
government's tubthumping abou internet 
pornography while they shovel computers 
into state schools and hook them up to 
the net without making any real pro ision 
for teacher training. 

Ultimately , it is not this whacky 
censorship sideshow that is truly 
dispiriting. It is that at a time when we 
need to formulate an imaginative and 
courageous response to the radical social 
and economic transformation about to be 
wrought by the internet , our politicians 
are jockeying for position like amateurs 
at a provincial racetrack . Which horse do 
you bet on when the only starters are 
confusion, dishonesty , cynicism , stupidity 
and ignorance? 

Jonathon Delacour i a photographer 
Lumed interacliue toryleller cur rently 
working on online projects including an 
AFC-(unded hypertext narraliue work 
for lhe world wide web and (with 
Michael Hill) an avatar-ba ed game for 
a 3D chat pace. 



Column 

Cinesonic 
Philip Brophy on Michael 
Jackso n as ghost 

In the Straub/Huillet film Moses and 
Aaron (1976) based on Schoenberg's 
opera, a chorus of dancers perfom, a 
somewhat gangly moc.k-ritual, culminating 
in their surging forward to the camera, 
falling into an unseen heap beneath the 
bottom of the frame. The music score 
continues, with the camera holding on an 
empty frame of the Roman arena within 
which much of the film 's action occurs. 
Ruthlessly and rigorously affixed to the 
dialectic of th ir transposition of the 
Schoenberg text into film , Straub/ Huillet's 
camera-bloc.king simply falls dead to allow 
th prime text-the music-preced nee 
and presence. Many similar 'dead' 
moments recur through the two and half 
hour film-that is, until one realizes that 
the scene is far from 'dead'. 

The sound is liue. While st;>ring at the 
empty arena, we hear a mass of invisible 
bodies panting and gasping from the 
energy their bodies spent dancing . The 
moment is moist , saline, pornographic . It 
is also a reminder of how, when and 
where the sounds of the body are allowed 
to be rendered-in this case exemplified 
by their privileging of live, continuous 
location sound recording . 

Straub/Huill t are representative of an 
approach to film sound which has typified 
th bulk of European sound design for the 
last 30 years. The resulting aesthetic (in 
some cases, a politic of fom,) shapes film 
soundtracks to indelibly fuse the actual live 
sound of the on/off -screen action with the 
energy of the recorded performance in its 
original spatial location. Without resorting 
to vague, pseudo-mystical discourse, it 
must be stated that the simulation of 
densely textured live sound is extremely 
difficult to achieve in the post-production 
environment Debates still rag across the 
world today as to the acceptabl degree of 
naturalism and artificiality in film sound. 
The French, in particular , seem very 
divided about this still. Yet while they have 
tended mo tly to reject the Hollywood 
mod I of excessive post-production­
which, ironically, owes much to French 
muslque concrete-they nonetheless have 
given us rich models of how live sound can 
be employed as a vast reservoir for th 
dim nsional irrigation of cinematic 
soundscapes (for example, in the work of 
Jean-Pierre Melville, Jean Luc Godard, 
Margueritte Duras and Alain Robbe-Grillet) . 

That sonic moment of exasperation in 
Moses and Aaron rarely surfaces in th 
cinema. It happens in pornography, 
naturally enough, where any and all bodily 
audio-vi uality can erotkize the dumsy 
proceedings. It happens in loquacious, 
brutish films by Sidney Lumet, Robert 
Aldrich , Arthur Penn, Robert Altman, John 
Ca savette and Abel Ferrara, wh re the 
throat, eh t and voice of actors are truc.k 
like drums to perform with a heigh ned 
sono-phy ical presence. And it happens 
mo t of all in the video clips of Micha I 
Jackson. In Thriller ( 1983), the protracted 
dance sequence overflows with the sound 
of bodies: gasping, spitting, heaving as their 
animated corpses (and yes, that's all the 
screen body is no matter how you dress it 
up) are energized by the music. The sound 
of the body is always celebrated by 
Jackson-not only in his self-multiplication 
and self-granulation into a myriad of snap­
crackle-and-vocal-pops for his songs, but 
also in the overlaid sound effects for n arly 
all his video dips : the foot stomping of 
Thrill r, the sexual humping of The Way 
You Make M Fi I ( 1986), th kung-fu 
chopping of Bad (1987), the primal 
screaming of Black Or White ( 1992). 

Ghosts ( 1997) recently aired on 
national television with the pomp and 
circumstance which accompany all 
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Michael Jackson 'premieres'. As the hype 
and special effects hoo-hah resides, I am 
reminded of how little truly contemporary 
apparitions of radical sound design exist in 
that oozing pool of audio-visual potential 
we call the cinema . Ghosts stands as a 
unashamedly freakish pillar of bodily 
difference and sonic di tJnction. Like the 
uncompromising work of Straub/ Huillet. it 
ruptures the dull felt blanket which muffles 
film sound, giving rise to aural experiences 
and tactile imaginings. 

But before discussing the sound design 
of Ghosts, let 's be dear about a few 
things to do with 'the cinema '. In its 
admittedly strained attempt to 'be 
cinema', Michael Jackson 's video clips 
transcend cinema. They do not fall short 
in the porno pit of pathetic allusions of 
quotation and appropriation ; nor do they 
deconstruct/reconstruct historical film 
texts. In an epoch of cinema h Id to 
ransom by 19th century music and 18th 
century novels, Michael Jackson 's 
ps udo-cinema is more real than real. It 
pushes past experimentalism , beyond a­
cinema, and into a realm of reinvented 
cinema . Forget the skin of the eye, its 
felishized optics and attendant 
photochemical grain . Listen to the colour 
of skin and the grain of the body . 

Ghosts opens with a surfeit of 
cinematic diches typical of the rock video 
vision , recreating th wam, yet chilling 
world of a spooky old movie on late night 
television . But instead of a crackly old lV 
turning vioUns into buzzsaws, the 
orchestral recording is scintillating, 
panoramic , majestic. Listening to it in full 
stereo playback , one notices that this kind 
of mix is rarely , if at all , allowed in film 
music mixes . The spatialisation is hyper ­
detailed: every instrument holds its own 
focal point, creating a sense of ornate 
spatialisation that film convention would 
d em too distracting for a lumbering 
narrative . The instrum nts dance across 
the stereo field so much so that one 
experiences space more than sound. Such 
an aesth tic is born from the recording 
and producing of music, wherein music 
becomes sound in the act of recording . In 
film, music-formally, ae thetically, 
technically-is mostly regarded as an 
unmediated source, as if what you hear is 
'pure music '. This has historically dictated 
that a blurred naturalism governs its 
presence and placement , as if we are at 
the tum of the century sitting in front of 
an orchestral pit of emi -muted live 
musicians in a dampened theatre. Ghosts 
creates a sharply defined spectral 
environment of sound within which 
musicality is a by-product of it, 
incorporation in the soundtrack . Here-as 
beautifully claimed by Japan 's Pizzicato 
Five-music is organized by sound. 

This in itself would mark Ghosts at the 
vanguard of film sound-but there is 
more (mo t of which is beyond the scope 
of this brief article ). This 'spectral 
environment' is part of a spatial narrative 
which unfolds as the video clip dovetails 
equences, numbers, set-pieces and 

effects into each oth r. We start outside 
the ghostly man ion, with orchestral 
gestures sonically flitting about us like 
animated cobwebs and flickering 
shadows. A series of thunder cracks (the 
rupturing of the ether sphere) and door 
slams (the transgression of architecture) 
erupt from the soundtrack in com plex 
figuration . Each event is a monolithi c 
ground -shaking , space-, shape-changing 
phoneme , signalling an erotic 
transgression of forbidden realms. Upon 
entering the mansion , the orche tral 
detailing is swept up by a s irling 
network of shifting breaths. The space is 
not simply 'live': it is a/i , for we are 
now inside the body of Michael Jackson . 
It is weird, it is strange, and I like it. 

Ghosts is a dear me age about 
transgression . Michael Jackson 
transgresses what we call ' race' and 
'gender'; now we are inside his world 
(•Who's the freak nowi>"), and our 

homey , hokey , uptight sensibilities 
transgress the ethereal, metamorphi c 
nature of his home turf . Michael 
Jackson's sense of his own being­
something which most of us will only 
ever ridicule rather than understand its 
fundam ntal othern ss-has consistently 
determin d the sounds and images of 
himself which he mysteriously conjures 
forth and methodically sculpts . The 
ornate spatialization of the orchestra thus 
aptly reflects what could conceivably be 
the interior of his body . Inside, w are in 
a newly -defined world of sound and 
vision . Things behave aurally in ways 
unacceptable in our constricted world of 
sanctioned physical form . Building on his 
previous tactic of overlaying sound 
effects, every move Michael Jackson 
makes-a point of the finger , a twist of 
th neck, a dart of th eye-is marked by 
a momentous sonic event. He conducts 
all that inhabit his terrain ; he performs by 
aurally animating that terrain purely 
through his movement therein ; and he 
generally unnaturalizes the audio -visual 
make -up of his depicted world . As the 
dancers (themselves signs of the rich and 
fetid roots that stem back to New Orleans 
Jazz and the explosion of Afro -Ameri can 
culture throughout the new land of 
America ) move from earth-bound steps 
to mid -air flights to Escher-like gravity ­
defying movements their footsteps 
reverberate with a glorious artificiality 
that confirms th ir po t-bodily state. 

Because Michael Jackson is first and 
foremost a mu ici n, his world-like 
M and Aaron's cinemati c text-obey s 
musical logic and aural form . (It is 
important to note that all other forms of 
narratology are either irrelevant , 
incon equential or incidental , and no 
matter how many novels you read, a 
literary perspective will render you 
illiterate in front of this soundscape .) 
Listening to History ( 1995) . one can hear 

the excessive ornamentation that has 
consistently governed Jackson's music, 
no matter whether he is working with 
Quincy Jones, Baby Ford or Teddy Riley. 
The funk of Jackson 's arrang ments is 
Gothic , Frankensteinian , lurid , 
technological. It follows the 'baroque 
bayou ' stylings histori cally d fined by 
arrangers like Barry White and Isaac 
Hayes and contemporaneou sly embraced 
by producers like Prince. In plac of the 
muscular , pumped thickness of hip hop 
(low ground swells, deep booms, fattened 
slaps and grinding rhythms), Jackson 
has aligned hims If with the slicker, 
streamlined post-funk of New Jack 
Swing . Its brittle , crystalline nature allows 
for hyper -detailing along a conveyor -belt 
which creates an interlocking grid of 
digitally -edited rhythms whose 
complexi ty is far in advance of rarefied 
computer music and a precursor to the 
often obvious edit ing of Drum f, Bass. 

Th uccession of songs in Ghosts 
s~ates aero shiny, eclectic, post-funked 
platforms . Each is heterogeneously 
stitched together in a fractal patchwork 
light years away from classical, romantic 
and modem form--because in funk . 
everything is held in place by falling apart. 
It is th aesthetic of the collapse and the 
pleasure of the breakage (as opposed to 
the tyranny of being 'tight' so championed 
by white culture), both of which can be 
heard in Michael Jackson 's music, seen in 
his persona, and experienced in the sound 
d sign of his video dips . He fractures 
space as gleefully as he recomposes his 
own face; he excerpts sound as violently as 
h destroys his own body. In the being of 
Michael Jackson , a more absolute meld of 
sound and vision does not exist. He has left 
our world where plastic surgery is frowned 
upon, race must be black or white, music 
is required to be pure, and video clips are 
exduded from the cinema. How fitting that 
he now tags himself as a ghost. 

585 ACCORD DOCUMENTARIES 

SBS Independent invites Australian Independent 
documentary makers to propose projects for consideration as 
part of its 1997 -1998 SBS/FFC Documentary Accord . 

The proposals should be for programs targeted to the prime 
time hour-long documentary slots in the SBS schedule . We are 
particularly looking for documentar ies which are culturally 
relevant , have a strong story and a coherent point of view , and 
engage either on or off-screen with the Charter of SBS. 

This financial year we are seeking up to 10 documentaries 
under the SBS/FFC Documentary Accord , of which a maximum 
of 5 will be selected in this 'round'. SBS will offer the successful 
applicants a cash pre-sale (for three runs over five years). 

The offer from SBS qualifies the product ions for consideration 
by the FFC for funding . 

Proposals for considerat ion in this 'round ' must be received by 
Friday 17 October 1997. After this date , proposals may be 
offered to SBS Independent at any time in the year for 
consideration and the other 5 pre-sales will be offered from this 
process. 

For our guidelines and further information please contact our 
producti on co-ordin ators. 

Amanda Howitt 
Tel02)9 4303931 

or 
Sylvia Wilczynski 

Tel0 2)9 4303915 
SBS Independent Fax No: 02) 94303865 



AUGUST- SEPTEMBER 1997 

A CITY WIDE VISUAL ARTS EVENT 
B ET W E E N 'A RT & N AT U R E 

Commencing in August 1997 museums , galleries and 

universities across Sydney will present Australian Perspecta 

1997: Between Art & Nature--a visual arts event that 

considers how 'n.ature' is reg rded in the 1990s. Australian 
Perspecta 1997 involves the work of over 100 artists from 

throughout Australia . 

Eighteen organisations will jointly present Australian 

Perspecta 1997 as a city-wide arts festival of exhibitions, 

conferences, performances nd radio broadcasts. Each 

organisation has initiated its own program in a 
coll borative process unprecedented in the history of 

contemporary visual arts events in Sydney . 

• THE ART GALLERY OF NEW SOUTH WALES 

ABC RADIO THE LISTENING ROOM & RADIO EYE 
AUSTRALIAN CENTRE FOR PHOTOGRAPHY 

BOOMALLI ABORIGINAL ARTISTS CO-OPERATIVE 
CAMPBELLTOWN CITY BICENTENNIAL ART GALLERY 

CASULA POWERHOUSE ARTS CENTRE 

CONTEMPORARY SOUND ARTS 

IVAN DOUGHERTY GALLERY 
THE NATIONAL TRUST S.H. ERVIN GALLERY 

MUSEUM OF CONTEMPORARY ART 
MUSEUM OF SYDNEY 
NEW MEDIA FORUM 

THE PERFORMANCE SPACE 

ROYAL BOTANIC GARDENS SYDNEY 
SYDNEY INTERMEDIA NETWORK 

THE UNIVERSITY OF SYDNEY URBAN DESIGN PROGRAM & 

SYDNEY COLLEGE FOR THE ARTS 

THE UNIVERSITY OF NEW SOUTH WALES COLLEGE OF FINE ARTS 

& THE FACULTY OF LIFE SCIENCES 

UTS GALLERY, UNIVERSITY OF TECHNOLOGY, SYDNEY 

CONFERENCES & EVENTS 

A+N=D #1 : Blind dates with art and 

nature !Indigenous Infrastructures) 

F"' d.itt·s ,trH! 1, H.dt" ,r1s. pl,!.tSt' 

((Hltdct tilt~ ",trt•l1ilt(I(,• dt!Sl<Jl1 .. 

d;itpl111t: it! tilt• Urh,111 O,!SllJII 

Pruqrctrn of Sy<ir1t•y U111v1·r•,1ty pll 

9351 4576 

A+N:D #2 : Art + nature = design? 
Ttll'Sddy AtHJllSt 26 6p,n 
Th,· U111vt•rs1ty of Sy<iri, .. , 

Pr(1ft•sstn1ctl B•:1;tr(ir1.)(>fl) ~1d1n 

Oll.1<1,.,,1ql,· 8:J1l<i111q 

Intersections 97 

art/science/ ecology/ environment 
So1tw<l.1y 16 Allqtist 9,,n1 6p•n 
Th,• U,1,v,•rs,ty of "'•'\V 5,,,,tl1 '.·V;il,·s 

C"ll,·q,· ,if F111,• A,r,, ,,,1,1 

TI•,· F.1, lllly ,,f l,f,, S, .,.,1, ,.,, 
lrif, ,, :,1;1t,"I1 pli 93i'.S U623 

New Media Forum 

Electronic Nature 
P,11rl.i Do1,\<-,t,r F1,111 0,,,,, '\, ,lsi 

F,1rr11;111 R"t,yr1 St.1, ,., 

C:'1it11 Z"'' S":rn,l,s 

S1111d.1y 10 A11qll,-.t 2 5pr11 

Tlw A11 G,1II,•ry uf N,·,'· Srnitli 1\,11,•s 

Th,•;,trettP. Lt•vcl J 

Social Interiors : Spatial 
Circumference 
plus snlo pt>rf<H 111,trlc:t's l>y tl1t• qrni1p 

11wmtwrs 

R,k Rue. Shane Falwy and J,1I,;m 

Knowles 

presented by Sydney lnterrned1c1 

Network 

Sunday 24 Au9ust. 2.30pm 

The Art Gallt>ry of New Smith Wales 

Cost S 12 $9 cone 

SOUNDcheck .two : Terra Acoustica 

Presented IJy 

Contemporary Sound Arts 

Martm H,ur1son. Alan L,mib. 

V1ry1n,a Madsen 

Sunday 17 Allqust. 2pm 

The Art Gallery of New South Wales 

Th,s p,o,ect has 
a sisted by the Austr ha 
Counol. he Fede<al 
Go nmem·s rts 
funding and advrSoly 
body. 

SOUND ARTS 

ABC Radio 

The Listening Room 
~~ A1;q11~t 15 S•·pt,·rntJt•t 

/\8( ( 1,,.,,. ~1\1 

Radio Eye 

s ,,,,1.,·,.., ,- 20pr,1 

The Art Gallery of New South Wales 
T •,, I_ 1 '.t!•r11l'\l P1111• 1 H,11_! •' ~ 

f I r I '~' • '' I: 

SOUND FRAMES A Guide to the 

Artfulness of Nature 



EXHIBITIONS 

THE ART GALLERY OF NEW SOUTH 
WALES 
Web Sites 
,."\r 11 I lt · 11) L, I r' \: ., • ,-r ... , L,11Jr ,·rt 

B,•fl-,(J'.'~·,r: S1••I1 v1' G; F IJ'.1.t H,1'1 

St,·v+•11 H, 11•,t')r l 

2 A,1,p1<.,t 1.! S,•11!,·llll>t'I 

AUSTRALIAN CENTRE FOR 
PHOTOGRAPHY 
The W ave 

CAMPBELL TOWN CITY 
BICENTENNIAL ART GALLERY 
Where Yesterday may be Tomorrow 
J11,111 81,1s<;1I 

9 A11q11st l .! S•·plt• 1 nlH•1 

CASULA POWERHOUSE ARTS 

CENTRE 
Fibro 
Mar1;m Aboud Kyl,• Asl1polt> Ct>u,y 

Brt\JCJS St,•pl11•11 Cr,unti I\J)ch,u•I 

Oaqostrnu. Ctrol1111• Ho 81ch Ttryt>n 

Dilnq. Linil111,• Ot'er. l\11tchell Enql,sh 

Dilvtcl Grr(J(JS. Normil Hall. Mark 

Ktllroy, Bruce Li1t1mer. Jennrfpr Lt~ilhy, 

Erna Lrlie. Magc1ret Morgan. liln 

Proves!, Tony Schwensen. TPcl 

Smcl,rn. Thert•st• Sw,ieney, Joel 

Tarling, Oav1cl Thom;is, Arthur 

Tr1ndall, Beulah van Rens1Jur9, Regtna 

Walter. Justene Wtll1arns 

20 August 14 September 

IVAN DOUGHERTY GALLERY 

Betw een Art & Nature 
R"l,y11 B.t, ~,•n Jn.t11 Gr<i1J1Hls ,ir1cl 

51,,.,,,. D,·Ly-. S 111H•1111 :\1•ls1111 

31 Jt11', 30 At)(jll',! 

NATIONAL TRUST S.H. ERVIN 

GALLERY 

ii . Feeping Creatur es 
Rodney Bt>rry 

13 30 AtlCJIISt 

Tl11• P1·rf1irrnanu• Spai:,~ Gallt>ry 

iii . Koala? 
J11l1,• An11p Lon11 .tncl tilt'. W1ld1•,r1, .,', 

S"' :dy Ko.il<1s In sItt's dt<HJIHI 

Sytltl•'Y 

Temple of Earth M emories 13 30 At1\J11st 

Stt1.ir1 Ell11,t1 1\11< 11,,11,, H Ell,"tt L.,•,111 iv. Listening to Clara, Ethel & Ada 
K11hl Srn1th J.,r1,•t L,ill!t'IH t· D••t11ir1d) Sl11· Pt•111,)y 

Rli....,~,,-1: H( 1S'.--1•1rl \,(11(1r1~,111,•st1 P!:1111, 

\\',1lft,,t~!•"l Jt1t1itt' \Vr111ht 

2 A1t(j11<,t 7 S,•pt,·r11:Jt•1 

l AtHjltSt 6 S,•pt,•111111•1 

,\',•d111·scl.1y S,1t1,rcl,1y 12 6p111 

106 112 Ersk111t'.v1IIP Rd. Ersk,n,•v,llt> 

MUSEUM OF CONTEMPORARY ART ROYAL BOTANIC GARDENS , 

Natural Select ion 
El,1<1lwt!1 G<1w,•1 Ly111l.1I J1111t•s \',,,,, 

l\1r,ll,•r P.1tr" 1,1 P,,, ,111111 R11tli 

\V.rtsr,r, L<J111<;1• VV,·.iv,·r 

1 A1:rJ11<;t F S,•pt.,111:H•r 

MUSEUM OF SYDNEY 

Harbourings Remaking ~ydney 's 
Industrial Landscapes 
Coll;il)()tdtors: R,c i1,11cl Lt>Plastr1,~r. 

Rodt>rtck Simpson. S;irn Milrshall. 

Pelt?r Emnwtt, Gilry W,trrwr. T11n 

Gruchy. Kathleen Tonkin. M,chellt> 

Andrrnya. L11 Cotter. Anne Gral1am. 

R1chc1rd Goodwin 

1 A1111ust 15 St!plP.mtwr 

THE PERFORMANCE SPACE 
Screaming Green 

i . Perpetual Motion Machine 

Mc1rk Joseph 

13 30 AtrgllSI 

Tlw Perforrnc1nce Space Gallery 

SYDNEY 
Eco of Faraday Wood 
An,t.t Gl,•st;, 

1 A11q11st 14 SPpt,•rnlH•r 

7,trll 5 30pn1 

lo,·dtt'd btdovv tlw herb q;irdt>n 

Ground Zero 
M,t:hi!,;I Goldlwr(J 

1 Atr[JLISI 7 St!pternlier 

Daily. 10am 4prn 

The Palm Ho11se. tH'ilr tlw 

V1s1tors Centre 

REA-PROBE 

Rea 

presented by Boomc1lli A boriginal 

Artrsts Co-operative 

1 August -14 September 

7arn-5.30pm 

located In front of the T roprcal Centre 

UTS GALLERY 

UNIVERSITY OF TECHNQ.LOGY. 
SYDNEY 
Strange Attractors : Secular Altars 
Haydn Wilson 

The Art G llery of New South Wales 
Art G llery Rd Sydn y 2000 
ph 9225 17 44 fa 9221 6226 
Dai 1 oam-5pm 

Australian Centr for Photogr phy 
257 Oxford St Paddington Sydney 2021 
ph 9331 6253 fax 9331 6887 
T 11am--6pm 

Campbelltown City Bicentennial Art 
Gall ry 
Cnr Camden & Appin Ads 
Campbelltown 2560 
ph o•6 201 333 fax 046 281 063 
Wed-Sa 10am-4pm. Sun 12 pm 

Casula Powerhouse Arts Centre 
1 Casula Ad Casula 2170 
ph 9824 1121 fax 9821 4273 
Oa,ly 10am-4pm 

Ivan Dougherty G llery 

S lwyn St Padd ington Sydney 2021 
ph 9385 0726 fax 9385 0706 
Mon-fn 10am-5pm. Sat 1-5pm 

Museum of Contempor ry Art 
140 George St The Rocks Circular Quay 
Sydney2000 
ph 9252 4033 lax 9252 4361 r 

t $9. concession . members lr 

Mu um of Sydney 
Cnr Bridg & Phillip Sts Sydn ey 2000 
ph 9251 5988 fax 9241 1817 
D , 10am-5pm 

ren $4 lam 15 

Nation I Trust S.H. Ervin G II rv 
Wats0n Rd Observ tory Hrll Sydney 

2000 
ph 9258 0123 fax 9258 0174 
T Sul' 12-Spm 

r $3 

The Perform nee S~ce 

199 Cleveland St Aedf rn Sydn y 2016 
ph 9698 7235 fax 9699 1503 
Wed-Sat 12-Sprr, 

Royal Botan ic Gard n Sydn y 

M rs Macquarres Rd Sydn y 2000 
ph 9231 80 16 fax 9231 8065 
D y 7am-5 3()pm 1. 

7am--6pm Septembf>r 

The University of N w South Wal s 

Coll e of Fine Art 
Selwy n St Padd ing ton Syd n y 2021 
ph 9385 0623 ax 9385 0719 

The Univlll'Sity of Sydn y 
C,ty Rd Camperd ow n Sydn y 2006 
ph 9351 4576 la 9351 3855 

UTS Gall ry , University of Technology , 

Sydney 

Level 4, 702 Harns St Ult rmo 

Sydn ey 2007 
ph 9514 1284 fax 9514 1228 
Tues-F11 12-6pm, Sat 12-4pm 
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Report 

Under a Federal sun? 
Mike Leggett asks whatever happened to CMCs 

Co-op rative Multimedia Centres 
(CMCs) emerged into the atmosphere at 
about the same time as the Cfcs were 
destroying it. The atmosphere 
surrounding the newly identified 'clever 
country' at the time contained the 
heady technology of 'new media' and all 
things digital-interactive multimedia, 
the internet and the world wide web. 
Australia, in the view of the Labor 
government, had been at the end of the 
communication line for long enough 
and needed to be aboard the band­
wagon that would deliver global 
proximity , as well as a new employee 
hungry industry . 

The intervention that Keating and 
Canberra wanted to make was 
announced in Creative Nation , that policy 
document which spoke in October 1994 
of wbeing distinctly Australian" in the face 
of the -assault from homogenised 
international mass culture" . After the 
inevitable wrangling, the six Centres that 
had been proposed were open by mid -
1996. What impact have they had? What 
has been the quality of the services 
provided? What plans do they have to 
survive a non -interventionist, market ­
place government? 

The mission for the Centres was to 
"offer education, training and 
professional services , access to state-of ­
the-art equipment and facilities , access 
to leading-edge research and 
development, and assistance with the 
handling of issues such as intell ctual 
property and product testing and 
evaluation ". To greater or les er degree 
each of the locations have and are 
delivering in each of these areas, but 
with differing degrees of emphasis­
"complementarity" was the word used by 
Professor Guy Petherbridge, CEO for 
Starlit CMC and spokesperson for the 
Association of CMCs, to describe how 
the strengths of each enterprise are 
shared between all. It seems that it is 
early days for such an ideal to become 
evident, like many of the projects listed 
by each CMC. 

Web sites are an obvious point of 
contact with the Cooperatives, some of 
which are non-profit , and the QANTM site 
(www .qantm.com.au) explains in the 
clearest way their business model 
summarised as the "brokerag of skills 
and related services for the interactive 
multimedia industry ". 

QANTM is now operational in Darwin 
and Brisbane with 20 staff employed in 
four areas : Youthworks has trained over 
200 young people in basic internet skills. 
lndigenet has developed approximately 
15 major projects and with the leadership 
of Chris 'Bandirra' Lee will achieve 
placing digital networks parallel to 
traditional ones . Eventually, some access 
to lndig nous culture will be given to th 
wider global community. Australian 
Silicon Studio Training Centre (ASSTC) 
has received over 200 scholarship 
applications for 3D animation 
scholarships and the first 10 students 
have completed. QANTM Edge has five 
major development projects in the 
multimedia arena , all staffed by local 
contractors or individuals. CEO Olaf 
Moon admits that " research and 
development is a minor part of our 
activities , apart from research into five 
co pyright projects ". Queensland 
government sponsor hip is for two years 
and the Federal Governments will 
continue for a total of three . • At the end 
of this time , we expect to be self 
sufficient". 

QANTM is one of two Queensland 
CMCs . Starlit ( www. tarlit.com.au) 

focuses on the tooling needs of 
educationalists and trainers , and 
instructional design , utilising the 
accumulated national experience of 
'distance learning'. In a bid to 
challenge the US heavies of on-line 
courses, the new academic year will 
see Swinburne University launch 56 
courses, Griffith Uni just behind, all 
distilled from Australia's unique 
pedagogical expertise . 

"Western Australia is now poised to 
become a Mecca for digital artists 
throughout the Asia Pacific" . The team at 
Imago in Perth (www.imago .com.au) 
identify their work with the art and 
cultural ector as their main 
achievement. One project with the Film 
and Television Institute established 
during July is DAS (The lmago/Ffl 
Digital Arts Studio) , a facility specifically 
designed to allow access for screen 
culture artists to modem digital 
production facilities . With financial and 
technical support from Arts WA, the 
Australian Film Commission and the 
Australia Council , the production 
facilities include interactive multimedia , 
digital sound, 3D modelling and 
an!mation , digital video and web 
authoring . The essential and primary 
purpose of DAS is to provide a facility 
where artists can access computer 
equipment for experimentation , 
production and training, and become a 
hub for critical arts activity . 

CEO Mike Grant observes that - at 
this early stage there has not been a lot 
of cros -over between the technological 
researchers and artists" . Another 
facility, the Imago Sun Research Centre, 
is also open and equipped with high­
end workstations. • A number of leading 
local artists are already designing 
projects to work on utilising the 
resources and expertise of the centre", 
says Grant . Imago also works with PICA 
in the implementation of a bi-annual 
funding program which provides small 
amounts of money to artists for 
research and development. In addition 
Imago covers programs addressing 
education and training, industry 
development , content development , and 
research coordination . 

Ngapartji (www.ngaparlji . au) 
launched onto coffee saturated Rundle 
Street, Adelaide in August 1996 with a 
state of the art multimedia centre 
containing studios, seminar and 
exhibition spaces, and a spectacular 
pavement cafe-up to a 1000 people 
every week have a hands-on experience 
with interactive multimedia, 
predominantly on-line . Training is either 
informal from trusty cafe staff or from 
high level trainers. 

Carolyn Guerin, Ngapardji 's manager 
of applied research explains that the 
centre assists with ·a range of on-line 
activities with real life elements such as 
the Virtual Writers in Residence Pilot 
Project (funded with the Australia 
Council) , and Ngapartji Interactivity and 
Narrative Research Group (" Rosebud ") 
which , besides holding monthly 
seminars, has a web site with papers 
consolidating the group 's work and, 
soon , a researc h database . We have also 
sponsored and promoted the work of 
artists including Linda Marie Walker ­
exposure to new work is key to the 
centre . With so many mainstream 
indu try people participating in activi ti s 
at the centre , expos ure to art -based work 
is inspiring and often commented on­
the la t Australian Multim dia 
Enterprises board meeting was held here 
during Jon Mccormack 's Turbulence 

exhibition . Most of the board members 
were blown away by it-you could see 
their minds ticking over like mad" . 

Ngapartji Nodes will bring other 
Adelaide organisations on-line­
Tandanya Aboriginal Centre is the first­
self-managing the kind of computers 
available in the Ngapartji cafe. Nodes is 
about on -line activity and has included 
virtual community components­
interactive communications capabilities 
rather than your usual brochure ware. 

In Sydney, Access Australia 
(www .cmcacc .corn.au) and its 
unwieldy consortium including Telstra, 
NSW Department of School Education, 
NSW T AFE Commission and five 
metropolitan and regional universities , 
have just appointed its third CEO in two 
years, Rim Keris, who comes from a 
hardware marketing and business 
background. He will need to bring 
substance to a program which includes 
Propagate , a key national project allied 
with the European Commission , on 
multimedia copyrighL 

At the other end of the financial scale 
also in Sydney , MetroTV (www.home. 
aone.neLau/metro/'} launched Stage One 
of a New Media Laboratory in Nov mber 
1996 then last month received State 
Government funding to set up Stage 
Two-this includes ten high-end Apple 
Macintosh 9600 computers on an 
ethemet network with high speed internet 
access . Since January , in conjunction 
with other screen culture organisations , a 
range of digital cour es have been run at 
Metro. 

In Melbourne, it is the screen culture 
sector again setting ·the pace in giving 
access to digital media facilities . With 
financial backing from the state-run 
Multimedia Victoria, Open Channel 
(www .openchannel.org.au) will augment 
its digital video editing facilities with four 
3D animation suites and a dozen high­
end PowerMacs. 

In the smart end of town , eMerge 
(www.emerge.edu .au) is about to pilot a 
project with cultural institutions and 
individual artists to establish a Virtual 
Cultural Centre , "a complete experience 
rather than a collection, going live in 
1998", according to CEO Terese van 
Maanen-surely an opportunity for 
vibrant links with Melbourne talent? On 
the web, the iSite resource directory for 
the national industry will list personnel 
and clients . A range of other proj cts will 
address pedagogical and curriculum 
concerns at all three educational levels . 
Links with San Francisco and the 
'Malaysian corridor' are also advanced . 

Many, including Colin Mercer at the 
Griffith Key Centre for Cultural and 
Media Policy, wonder about the 
marginalisation that the more creative 
communities are being forced into by 
the majority CMCs pursuing industry and 
training objectives . " Interactive 
multimedia offers a chance to break 
down a whole series of barriers between 
genres , disci plines and artforms . 
Convergence of mind -sets , not jus t 
technologies, is the issu , " according to 
Mercer , "with the ability to think laterally 
and more creatively" . 

Professor Petherbridge feels that it is 
the industry support area rather than the 
cultural area that will continue subsidy to 
th nascent multimedia indu stry , 
"because it provides a message to 
industry and the public at large that this 
is a very important part of public 
policy ... that if we slip in the next year, 

. we've really slipped" . 

Review 

Happy 
• • nav1gat1ng 

Caitriona Murtagh at 
Brisbane's eMEDIA 97 

High and low tech, static and dynamic , 
permanent and transient, eMedia 97 
embraced a paradigm of multimedia as the 
fusion of diverse artistic practices with 
emphasis on interaction and participation . 
Conceived by the Queensland Multimedia 
Arts Centre as a vehicle to allow 
Queensland artists to develop , realise and 
distribute multimedia art, the festival 's 
hybrid of performance , photography , 
sculpture, internet and rave culture created 
an arena for vigorous engagement between 
art, technology and audience . 

Sculp ure and photography combined 
with CD-ROM installation in the 240 Volt 
group show at Metro Arts , to envelop the 
viewer in a perpetually evolving mesh of 
structures. images and sounds. A 
(seemingly) random sonic loop of grunting . 
pissing. laughter , coughing and teeth 
brushing accompanied Mark Parslow and 
Stuart Kirby 's In the Woleroerine's Web. Its 
dissonant tones bled into the space around 
Nicole Voevodln's mystery cabin ts, Cash 
Corpus 13. and James Lamar-Peterson's 
animal sculptures fabricated from obsolete 
circuitry. Simultaneou ly menacing , cute 
and annoying , the soundscape was, 
intermittently, peppered with gunfire from 
Lucy Francis's wicked reworking of the 
grassy knoll : Jackie 0 . Clicking on a 
screen-sized image of the first lady, the 
viewer provides a catalyst for the 
assassination (and Jackie 's pupils ricochet 
satisfyingly around her eye sockets in 
tempo with the shots) . GunshoL 
reverberated throughout the gallery, over 
the delicate seaside ice-cream van chimes 
that attended Benjamin Elliot's vacation 
theme interactive photography. The intricate 
aural and visual environment fluctuated 
constantly as viewers navigated sculpture 
and interacted with installations . 

Elaborating on the possibilities of audience 
participation in a mixed media event, Gigga 
Bash (Global Overload) produced by Jeremy 
Hynes of MomEnTum Multimedia, featured 
the interior of the Hub Cafe covered with 450 
metres of alfoil by Cyber Nautilus Performance 
Group. Members of the audience were 
wrapped into the environment with alfoil­
living sculptures at 16 work stations linked to 
the internet, searching for visually stimulating 
material to project to the remaining spectators. 
Simultaneously, the event was filmed, remixed 
with audience-generated images from the net. 
distorted with other footage and extruded back 
onto a nine screen 1V wall which was itself in 
tum filmed and re-projected, condensing the 
media into a ultra concentrated compound of 
film, production, cyberspace and audience 
collaboration. 

Metal framed novajet prints in Close as 
Ufe at Secummb Space, the Plastic Energy 
dance party with visuals by Troy Innocent, 
music by Ollie Olsen and Cyber-femme 
Griller Girls exhibition , further expanded the 
diversity of the festival, providing additional 
opportuniti s for engagement and interaction 
with a variety of technologies and practices. 
Workshops in multimedia authoring and the 
internet, lectures from Dorian Dowse on the 
implications multimedia holds for fine art, 
Troy Innocent on the possibiliti s of artificial 
life and video conf rencing from Ne York 
with intern t artists discussing issu s facing 
web design rs in the US and Au tralia , 
meant that edia avoided becoming a 
superficial feast of imag and sound, 
achieving instead, a forum for erudite 
discussion of and en rgetic experim ntation 
with multimedia . 

eMedia97 QMAC; Metro Arts: QUT; Qld 
Mu eum; Hub Ca(I; ummb pac : Out!; 
Quantm; Brisban May 23-Jun 6 

Caitriona Murtagh is a freeli!nce writer 
based in Bri bane 
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Report 

Attaining information fitness -· ---
Andrew Garton reports on museum s and Au stria's Ars Electro nica Centre 

Catalogued, packaged and displayed , 
looking through glass at our history . 
Corridors of locked cabinets within which 
are stored a phantasmagoria of human 
inquiry; screens we dare not touch, 
through which we can only gaze. Down 
every corridor of this mighty building , on 
either side, butterflies of every 
imaginable colour; shells the size of 
emus; skulls of men, women and 
children who knew well the primal dark; 
skeletons of beasts of unimaginable 
proportions-all protected within 
controlled atmospheres where humidity 
measuring devices murmur quietly 
amidst the shuffling feet of visitors. A 
sarcophagus of speculation and intrigue 
down through which we wander, in awe, 
in dreams, inside the Museum. 

For many of us, this was the kind of 
museum we grew up with, one where 
history was untouchable, but presented 
with a sense of showmanship. The 
museum was filled with drama: frozen 
battles, hunts and representations of 
historical moments stimulated the 
imagination much like a waxworks 
museum on steroids. But these are 
museums of the past. They may one day 
be on show themselves within a Museum 
of Museums, but such a place would no 
doubt be virtual , to be explored, perhaps 
more interactively, via another display 
case of sorts the computer screen. 

In Melbourne, we are losing the last 
remnant of our once magnificent 
Museum, its Planetarium. A few moments 
in the Planetarium, seated in one of its 
cozy chairs and you were transported into 
the heavens. No VR goggles, no 3D 
glasses. An early 1960s Japanese-made 
projector with multiple lenses, a domed 
ceiling for a screen and reclining seats 

Review 

was all it took. But it's going , perhaps to 
be replaced by something akin to the 
infamous CAVE, a walk-through virtual 
environment driven by two powerful 
ONYX computers, a suite of video 
projectors and an armory of 3D glasses. 
Sounds great doesn't it! 

Visitors to the launch of the Ars 
Electronica Centre, Austria 's Museum of 
the Future. first saw the CAVE in 
September 1996. Ars Electronica is host 
not only to the CAVE but is a screen­
based display and interactive 
environment of research and inquiry . The 
Museum has grown out of the spectacle 
into an "intelligent environment ". 

Manuel Sch1lcher, VW-A Journey as an Exfle, Prix Ats 
Etectronica, website eategoiy , 1996 

Ars Electronica describes itself as a 
"knowledge machine· with a mission to 
help visitors attain information "fitness•. A 
kind of mental gymnasium where science, 
art and business are seen to be working 
together in an "interdisciplinary interface 
between technology, culture and society" . 
More a museum of concepts, ideas and 
the commercial development of them. In 
fact, changing the notion of museum as 
historical archive to an open laboratory. 

Animated highlights 
John McConchie on the New Adelaide Film Awards 

The problems of compiling short films 
into festivals and/or anthologised events 
may not be legendary but they should 
be. Clare Stewart-no stranger to the 
insoluble puzzle box enigmas of curation 
which , in the short film arena. pose 
conundrums on a scale faced by 
characters in Greek tragedy-looked at 
issues dogging St Kilda in Rea/Time 19. 
I've addressed such issues before, 
although my own experience tends to 
side with the besieged artistic director 
lumbered with a thankless job . Should I 
say that New Adelaid Films is simply 
unencumbered by such issues? Well, it is. 
Simply a survey of the last 12 months of 
production with a prize system tacked on, 
competency seems to be the only entry 
requirement and screenings have all the 
frivolity generated by cast, crew, friends 
and family in attendence. Entrants are 
generally young, first-timers welcome. 
Apart from a handful of serious players 
the whole exercise reeks of unresolved 
adolescence indulging in serial killers and 
gangsters, rather than genuine teen spirit. 

The exceptions stand out. Rob de 
Kok 's Two fvt/nules with Tegan couldn't 
be charged with false advertising . It is 
precise in capturing the puerile inanity of 
adolescence wasting away in 
classrooms, using a single shot at that. It 
is also the best example of a number of 
one joke wonders that dominated the 
narrative films . Tegan herself is sublime: 
gorgeous and very silly , all in one line. 
Adrian Francis captured a perfect 

adolescent moment in an old man 
recalling a teen sexual encounter with 
another boy in Afternoon . It's simple, 
unflinching and quite beautif~ Rob 
Simpson 's Who shows a flair for 
narrative by remodelling a hoary cliche­
a man, his wife and her lover. A couple 
of deft twists pushed a familiar scenario 
out of kilter , the lover out the window 
and the cuckold to his aid. Heidi Bone's 
undisguised amateur animated 
renderings for Manti where "boy meets 
girl eats boy" is also succinct, while 
Heather Croall 's Herds of Cows. the 
prize-winning documentary about Volvo 
drivers, has gone on to national 
notoriety . Her approach , like most listed 
above, is an object lesson in engaging 
more jaded viewers like myself . In 
competition with two other docos-Jure 
Turcinov 's earnest oral history of a 
member of the Sisters of Perpetual 
Indulgence, Boy · with a Habit , and 
Stephen Webb's irrelevant look al body 
piercing , Ouch ... Thal Hur l, try-Croall's 
film avoids trying to land a supposedly 
outrageous topic by dressing it in 
sincerity . Volvo drivers are clearly more 
perverse than cross-dressers and penile 
implantees . Croall knows it and knows 
how to show it. I believe Volvo has 
complained. 

The heavy hitters in the event included 
productions funded through the SA Film 
Corporation and a couple of 
independently funded works from tertiary 
graduates. Alex Frayne's satiric take on 

Keeping its foot literally in the 
new media door, Ars Electronica has 
founded and continues to host 
international forums from which it 
draws its conceptual framework . 
This year, from September 8-13 , Ars 
Electronica mediates its annual 
festival and symposium . This year's 
theme, titled "Fleshfactor: 
lnformationsmaschine Mensche", is 
the fvten eh, the human being. 
Festival Directors Gerfried Stocker 
and Christine Schopf are creating an 
investigative environment around their 
short, but potent, manifesto for 

Masaki Fu11hete, Global lnrer,or Pro1ecI, Pr,x Ats Electromca , 
lnterac1,ve category, 1996 

Flesh factor: 
In light of th /al L finding • 

developments and achievements 
in the field of genetic 
engineering, neuro- cience and 
network ed intelligence, the 
conceptual complex now under 
investigation will include the 
status of the individual in 
networked arti{icial ystems, the 
human body a the ultimate 
original, and the trategies for 
orient.a.lion and inter-relation of 
the diametric opposites, man and 
machine, in the reciprocal, 
nee ary processes of adapl/on 
and a imilalion. 

Participants in Fleshfactor will 
include Donna Haraway , Neal 
Stephenson, Steve Mann and Stelarc . 
The net version of the symposium has 
been active for several months , 
consolidating the key issues and 
subject matter that will be explored 
throughout the duration of the festival. 

Each year, in collaboration with the 
Upper Austrian Studio of Austrian 
Radio, Ars Electronica invites artists 

contemporary art criticism just misses 
the mark . The Art of Tabloid indicates 
that Frayne knows his topic and has 
expertise in a sophisticated film 
grammar . But the narrative itself doesn't 
resonate it can't find the means to shock 
the subject's monster into life. But 
Frayne's in good company while other 
films struggle for the right tropes to 
plumb the depths of their ideas. Nicola 
Mills' A Good Game recommends 
becoming a whiz at pool to provoke 
shameful envy in the boyfriend who 
dumps you. Mills is earnest in promoting 
self-respect for young women, and 
outlines her heroine's recovery like a 
twelve step program with condom 
mutilation as stage three. Her target 
audience, well versed in Spice Girl 
bravado and Rikki lake morality plays, 
would need to see a hell of an eight ball 
game to get fired up here. James Kalisch 
endorses married couples taking lime out 
from the suburban homestead in The La l 
Weekend of Lhe Month for a bit more 
cross-dressing at the local gay bar and 
cruising the local beat, a mini Mardi-gras 
with family values. It is curiously devoid 
of any camivalesque sensibility, perhaps 
because the film can't negotiate between 
the sheer normality of people seeking 
diversity in their lives and the lure of the 
forbidden. The film hinges on a pact 
between husband and wife to indulge 
their otherwise unfulfilled requirements, 
yet lacks a sense of transgression to 
make sense of their arrangement. 

the world over to contribute new works 
to the Prix Ars Electronica. This year, 
four out of the 900 entries won a total 
of$ 135,000 . 

Many of us hold Ars Electronica in 
great esteem. It is a place where 
innovation , the edge of new media arts, 
has both a home and centre for research 
and discourse. That it is, but on the 
ground, it's also a business and a very 
young communicator. It has created 
expectations of itself through its 
manifesto, its vision-much of which it is 
still learning to accommodate , let alone 
live up to. That said, Ars Electronica is 
most certainly of the 'brave new world'. It 
displays both courage and a commitment 
to experimentation that we have yet to 
see in any equivalent institution in 
Australia . We have Scienceworks and its 
successful Cyberzone exhibit, but it is a 
long way from the technology and 
cultural incubator that is Ars Electronica . 

Ars Electronica Centre, 
http:// www.aec.at/ 

Ars Electronica Festival, 
http: // www.aec.at/ fleshfactor/ 

Prix Ars Electron/ea, http: // prixars.orf .at/ 

The animations on offer provided 
highlights . Matt Innes' Phreakin' took 
best experimental with a live stop-frame 
job that libidinously melds hen-pecked 
husband, mechanical dog and a spot of 
spanking . It's wicked rather than dark or 
disturbing , as is Most Outstanding Film 
winner , Heartbreak fvtoleL Greg Holfeld's 
classically inspired cell animation shows 
a flair for cartoon caricature and black 
humour in a tale about a motel for 
suicides. Talk about the ultimate 
checkout. Holfeld plays it safe, drawing 
more on classic Warner Bros routines­
you know, explosives and falling anvils­
than the cannibalistic darkness which 
characterises previous output from 
Adelaide. It falls to lmogen Thomas to 
distil that touch of trauma to Departure , 
winner of Best Narrative. Thomas likes 
an oblique approach to narrative , which 
she understands well enough to make 
her own departures work . These are solid 
efforts, and will no doubt be seen 
interstate or, judging by past local 
efforts, overseas. 

New Adelaide Alms . Awards : fvtost 
Outstanding Film, Best Animation : Greg 
Holfeld, Heartbreak Motel; Best Narrali ue 
Drama: Imagen Thomas, Departure · Best 
Documentary: Heather Croall. Herds of 
Cows; Best Experiment.al: fvtatl Innes, 
Phreakin'; Encouragement Awards: 
Darrelyn Gunzberg, A Short Film About 
Snoring and Shane Fulwood , Dead of 
Night. Mercury Cinema July 9-10 
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If this is is techno­
hardcore, I want the 
ambient mix 
David Cox enjoys The Fifth Element, with reservations 

Layer upon layer 
Luc Besson's The Fi(lh Element 

seems to be made on location . The 
French call it 'Future Prox -near future. 
It's a place very much a part of the 
popular French imagination, illustrated 
by the country's passion for comics 
such as Rank Xerox and Mobius' 
legendary Metal Hur/ant (Heavy Metal ) 
magazine. Mobius ' style, much referred 
to in the work of Ridley Scou (Alien, 
Blade Runner) is more often than not 
toned down in its baroque complexity­
countless layers of elevated streets to 
cities, unfathomable scale of buildings 
and technology , multi -layered cities 
teeming with people like ants. 

Not so in The Fi(lh ElemenL Digital 
effects have enabled the producers to pull 
out all the stops in this unbelievably 
dense film which investigates the themes 
of good versus evil and a battle of cosmic 
proportions for possession of four stones 
representing the elements-fire, earth, 
water and wind . The fifth element turns 
out to be life, represented by the film's 
central 'La Femme Nikita' style 
cyberbabe. The film has its tongue placed 
firmly in its cheek, which is a blessing 
because playing this film straight would 
never have worked. In parts, the camp 
appears a bit forced and is in the same 
league as Balman Returns-aggressive , 
sudden, right in yer face and digitally 
enhanced. Having the usually superb 
Gary Oldman do a fake Southern drawl 
was definitely a bad move. 

The FHth Element 

Mixmaster flash 
What I enjoy most about the film is its 

design sensibility. There is a very 
Eurocentric aesthetic of joyful and 
meticulous embrace of old and new­
that particularly late-20th century 
postmodem de ign feel first investigated 
in Max Headroom-20 minut into the 
Future (one of William Gibson's favourite 
films) and Blade Runner. It's the idea of 
deliberately confusing historical periods 
and making different design principles 
forcefully, madly coexist. For instance, 
in 1982 the Blade Runner look was chic 
deco/modemist 1940s. The Fifth 
El ment looks and sounds like New 
York. The film's audio department has 
carefully perfected the eerie sound of 
NYPD cop car sirens reverberating off 
buildings-a kind of ubiquitous chirping 
throughout the city . Digital sound 
playback systems position sound in 3D 
cinema 'real e tate' to reproduce the 
sonic ambience of contemporary. 
familiar places, like NYC 1997. 

Virtuous reality 
Computers enable filmmakers to 

vi~~all~ crea~e a~r!~i~i.ir:"a..,q}n~~le~ 

Effects such as natural lighting, texture 
mapping and 3D design enable 
anything at all to be made and 
animated. Cities are absolutely no 
problem. They appear as big blocks 
covered with fine detail. Cars can be 
made to float and fly-in fact. it is 
probably easier to show a car flying in 
a computer than it is to show it 
convincingly rolling along the ground. 
And The fifth Element immerses us­
drowns us-in a city which has sped up 
to a rate which baffles us as much as 
1990s New York would baffle our great 
grandparents. Camera moves can be 
mimicked with breathtaking accuracy , 
and the camera motion of real cameras 
filming real events can be used to 
guide virtual cameras in exactly the 
same way. 

Digital cinema is rapidly becoming a 
commonplace thing. The beachhead 
digital effects 'Siliwood' (Silicon Valley 
meets Hollywood) films like Tenninalor 2, 
Jurassic Park, True Lies etc, have laid the 
ground for films like The Fi(lh Element, 
which draw fully on the technical and 
aesthetic precedents of earlier cyberpunk 
cinema as cultural reference points . 
Blade Runner is definitely the cultural 
hub around which this film swings. 

Stop shooting , I'm getting into this! 
I wished the film had stopped being 

a chase movie long enough to ponder 
its fascinating world; sometimes the 
ride should stop so one can enjoy the 

view . Having set the scene, the film 
forces the viewer to speed through it 
(I'd be intere ted to know if the script 
changed much during the production 
and what role storyboards played) . If 
The fifth Elemenl is techno hardcore . I 
want the ambient mix . But check it 
out And be sure to laugh at its often 
very stupid jokes in order to better 
enjoy the spectacle of a future which 
is all too familiar : our very own 
postmodern accelerated full-on 
techno-hardcore urban digital 
speedfreak Xstatic western capitalist 
media-driven cybercity of right here, 
right now. 

The Fifth Element, d/r, cted by Luc 
B n, art direction by Mobiu , 
Columbia Pictu I 97. re/ea d 
nationally . 

D,wid Cox i a digital media arti t and 
fi{mmaker ba d in M lboume. 
e-mail: paradox@toysatellite.com.au 

Review 

The Inside of Houses 
Bronwyn Coupe 
Inter act ive CD-ROM 
Venue: e-media, Melbourne 

e-media, a new gallery space 
dedicated to the display of computer­
based art, kicked off in June with the 
presentation of Bronwyn Coupe's 
interactive CD-ROM The Inside of Hou es. 
A thoughtful and whimsical work, The 
In ide of Hou offers the user a guided 

tour through the memories of the author 's 
family . Each family member was asked 
to contribute their recollection of the 
floor -plan of a house inhabited by the 
family years before. The user is invited to 
navigate their way through each floor ­
plan, drawing out hidden sounds and 
video footage in the process. The vast 
difference in the floor plans produced by 
each member-and the sounds and 
images they invoke-is then used as a 
device to prompt the user inlo 
contemplating the way in which , to use 

Newsreel 

WA 's First Digital Arts Studio 
1he Imago/Film ond Television Institute Digital Arts Studio in 
flemantle is now olficioUy open, serving lo ensure that Western 
Australia is competitive in muhimedia and new media artislk and 
industrial pracli<e. 
Monthly seminars ond training couBeS WI be run al the Studio, 
equipping digttol proctitioners with 1he iilb they need to develop 
and master the new tedmology for use in film and video, internet 
and wood wide web <ontent, and other screen culture opplicotions. 
1he Digital Arts Studio not only offers slote-ol-the-orl equipment 
and locilities but olso on environment in which artists <an shore 
knowledge and ideas. from computer beginners to experienced 
practitioners, the studio will accommodate anyone who is 
interested in mullimedio for creottve expression. 
For more information coll Rick Mason on Tel 08 9235 6535 or 
e•moil : moson@imogo.com.ou. 

Copyright for Visual Artists 
lntrodudion lo copyright and controds for multimedia & electJonk 
debveiy seminon for people working in the visual arts including: 
sculptors, pointers, croft workers, photographers, graphic 
designen. Sydney: August 13, Media & Entertainment Ans Alliance, 
245 Cholmen Street Redfern. Brisbone: September 11, Metro Arts, 
l 09 Ectwd Street, Brisbone. 
For more inlormotion <all The Australian Copyright (oull{il Tel 
02 9318 1788; e-moil: cpright@copyrighl.otg.au; www: 
hnpJ /www.copyright.Ofg.au 

<Stuff Art > 
1he Auslrolion Film Commission hos onnounced a new initiative 
lo fund multimedia projects for on online interodive showtose of 
new digital media am from around Aus1rot.a. The initiative will 
provide on exhibition outlet foi interactive online media arts and 
foster the ueotion of new W<Kks. 
Applications ore sought from new media artists who are up to the 
challenge of ueoting great proje<ts which work on the web. 
Works must be smaller than I .4 Megabytes, be non-linear, and 
musl not use audio, video Of other forms of reol fime data 
slreoming. The project deodtine is Morch 18 l 998. 
For on entry form conto<f the AFC. Sydney: Tel 02 9321 6444, 
e-moil: mmminfo@ofc.gov.ou; Melbourne: Tel 03 9279 3400, 
e-mail• afcmelb@mpx.com.ou. 

Coupe' words, "notions of size, distance , 
direction and connection are influenced 
by each person's personal mythology" . 

The work cleverly draws attention to 
both the computer's status as a memory 
machine and its ability to archive and 
cross-reference. It does claim to allow the 
audience their chance to add to the work 
with drawings and stories about a place 
they have lived in, but I wasn't able to get 
it to do this. That aside, The Inside of 
Hou es runs well and provides the user 
with an enjoyable experience. 

An initiative of the Centre for 
Contemporary Photography and 
Experimenta, e-media ls a welcome 
addition to the electronic art scene. Look 
out for future programs featuring Sally 
Pryor's Postcard from Tunis and Megan 
Heywood's I am a Singer. 

Lisa Gye 

e-media is open Wednesday to Friday JJ. 
5 and Saturday 2-5 at the Cent.re for 
Contemporary Photography, 205 
Johnston Street, Fil2roy 3065 

New Media Distribution Consultancy 
The Aus1ralian Rim Commission is due to publish a report aimed 
at finding strategies for the dislribulion of new media works. 
Marketing,, Distribution and Exhibition of Interactive Media will 
be published in August, and will be authored by Ro<hel Dixon. 
fOf more lnlo1motion contoct Kote Ingham, Industry nnd 
Cultural Development Bronc~ AFC, Tel 02 932 6444; e-mail: 
icd@ok.gov.ou. 

Screen Based Digital Exhibition Directory 
1he Austra ion Networic for Art and Technology, in coUobofotion 
with Sydney lntermedio Network nnd the Media Resource 
Centre, Adelaide, is cunent~ developing a website dirertory 
dedicated to the presentation of Austrolion screen-based art on 
the web. The site wt1I function as a dolobose directory with links 
lo web sites. For further information conto<f ANAT, Tel 08 8231 
9037; e-mo~: onot@tamtech.net.ou 

The Amnesty lnternalional Bombard 
Short Film Festioal 
The Bombard Short film Festival is on opportuniry for short 
filmmokers in Queensland to exhibit their work and explore 
the concept of human rights. The production must be no 
longer than 1 S minutes and must hove some releYOJl(t 10 

the ideo of the need for human rights. Entries ore eligible 
for every genre- from drama or do10 to digiral ork­
and will be meened on December 8 & 9. For fort her 
information please coll Amnesty International in Brisbone, 
Tel 07 3222 0221 

New Media Laboratories: Production and 
Studio Equipment Support 
The AustJoUan Film Commission hos purchased 14 big -end 
multimedia production computers from Apple for ollo<oJion 
within screen resource organisations 01ound Aus11olio. The 
computers hove been sup~ied IOI ortists' use at: Perth, Film and 
Television Institute; Adelaide, the Media lesourte Centre; 
Sydney, Metro Television; Melbourne, Open Channel; Brisba 
State of the Art. 
lhe AFC hos also provided digital video projt<ton la the above 
organisations os well os Sydney lnlermedio Network and 
Experimenta Media Aris in Melbourne_ 
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Changing narratives, transforming worlds 
nn marie L p z talk t teph n Mueck author f Road (bitumen all the way) b ur ritin and t a hin 

I w 11/d ask if you are act11all interested 
i11 being a writer or if yo u want to umte. ls 
it the image of the self a writer that 
interests II or do y u I ve Ian uage? 

creator. 
He ee an imp rtant 

onne rion betw en hi tea hing 
and writing. Hi background i in 
cultural theory and lingui tic . 

fter the publicati n f hi 
Reading the 011ntry he wa 
employ d a · a writing teacher ar 
UT . "At the rime l didn't know 
about fi ti n writing. I began ro learn 
about fi r cr.irici m and to work with chi 
idea a a way-if I wa to reach the 
our e-of re ponding ro th need of b ing 

a pra ti ing profe ional riter." h r 
doe it mean in u tralia ro be a 
pra ti ing, profe ional writer? "Poverty," 
Mue kc offer a little ombrely. "' nl the 
fir r eleven a tually make a living out fit. 
The le er mortal have ro upplement 
their \ riting wirh ther oc upation . " 

hat di tingui he tho e I r mortal in 
a clas f writing rudenc ? How do you 
re ogni e the ne with rhe rig ht ruff? 
"They an [ready write, they have a 
facility with the medium traight away 
they're not groping for an idea or rh f rm 
to put it in. They are usually ligh tly lder 
tudent who have been writin for a 

while. rudent like illian Mear were 
tal need but not yet profe i nal. he 
need d ome en ouragem nt to end off 
her pie e ." 

The Ii t of UT writing graduac · i 
impre ive: illian Mcar , B th Yahp, 

eorge Papallina , iki emmel, Bernard 
ohen, Berh pen er, Jennifer mith, 
abrina hille , argie ronan to name 

a ew. here i also the D et race of 

~ n writing 
u ke d e not believe rhar the 

rudent in a wrmng our e are 
not offered di iplinary tudie , they are 
not erved up the literary can n ro rud 
and learn from. "There i a attergun 
effe t of inrere ting idea from pa t to 
contemporary. There' an empha i on 
reading theori ing and, at rh ame time 
putting pen to paper on y ur own writing. 
~ rking with orher tudent i th mo r 
timularing pect, n t o much the 

le ture . By nature, lecture are not a 
educational , the merel provide a 

nee c for di • u ion. e arrempc to 
fo rer a pirir of inquir . lot of the 
, riter have high hop e . ome u ceed 
ou r of heer determination and hard 
work, other ur of luck, by ge rring into a 
parricular ma rk ring I p."' 

Bur whar d the orher 
"Th 

a arrying ur an argument. Joan 
Didi n and the ew Joumali r 

are a sour e of in pirati n a well a new 
de elopment in a ademic wririn u h 
a vital Ronnel or Jean audrillard. ew 
femini r di cour e h veal o influenced 
him . "They deal with que rion of 
ubjectivity and objectivity, the idea chat 

rhe per onal i political. " 
A oncern for eh relation hip between 

writing and other media also inform 
Mue kc ' tea hing and writing. He tries 
co break down rhe paracion of fi ti n 
from popular ulture, T and film. "I am 
trying to get away from the idea of 
literature a a rea lm chat deal nly wi th 
unmediated reality, in the en f gritty 
treet life. I am interested in rhe 

tran forming world f pop culture-the 
information revolution a well as what i 
a lied 'real life'." Hi our e hover 

between rule and invcnci n , depending 
on the rudent and the piece of work . "If 
a tudenr i rriving toward the a11a11t-
arde and foiling, we mi hr cell chem ro 

pa) ' more a ttenti n ro th eir emence 
st ru rure. Bur if ir ork , we en ourage 
them.' rendipicy ha played it part in 
Mue ke' wn writing. 'Tdidn'r hoo 
rhc f rm. lr emerged fr m my ba kground 
and inclin, rion. There \ ere a number of 

T, 

ong. 

are n t imp ly on um r bur intera r 
with lit erature media pop ulrure, in a 

produ ti e ay. Thar alone ju tifie it 
ro me. 

tephen Muecke, o R ad (bitume n all rhe 
way), Fremant le Arts entre Press l 9 7 

POWER 
PUBLICATIONS 

ph : 93S1 6904 • ra : 93S 1 7323 
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l.alffnJay-

RRP: $19 .95 

Available at good bookstores 
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Mills Building-A26 

The University of Sydney 

Sydney NSW 2006 
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Virtual, sonic, filmic and part of the city 
Pr ram dir t r liz b th al h ff r Keith alla eh a n ak pre i , 

emerging arti r . 
lthou h the fe rival pr gram w n't be 

announ ed until eptember 11, lizabeth 
ri p and 

f anb rra' ti al f nt mporar rr 

Elizabeth Wal h, Program Director of the 
Festival of ntcmporary Arts, based at 

orman Hou e, is a /i nner producer with 
the ydney Festival, former director of the 
Footscray mm,mity Art ntre and 
pr ducer tuith the FI ing Fruit Fly 1rc11s. 

Festival of ontemporary Arts, Gon11at1 
House nberra, ctober 9-I 9. 

nquiries: Tel 06 24 7 77 

Sharing the noise, internationally 
R 
B n J 

p ndin 
uigr k 

P rf rman e 
er n 

It' probably the mix of old hand, and 
newc mcrs it attra t\ ea h year rhat 
JC ·o unr or rhc parncular buu of 

ntemp rar) Pcrform.1m:c \\erk.The 
idctrack ompan\' are con\'lv1al ho,r and 

the ,·cnuc! with m im1mate theatre with 
deck and b,, n, op n 10 ,·dney\ 

eprcmber \\t.11h r, 1 ah,a}, 
.1 commodatmg. A wt.'11 a .1cr111g ,1' .10 
imporr::1111 tr.1111mg ground, PW " ,1 
garhenng p 1111 f r an c ·pand1ng 
commuttlt} of pra,nnoncr ,omc f whom 
have l ccn working the rcrrirory for ten 
·ea r r more. \X' ith tt<, program of 

I erforn1ancc from ne\ and experienced 
pra rioncr,, pr.1 ti al work hop and 
formal Jnd 111form.1l di cu 1011 c ion , 
rhc event offer a rare pp rrunit) or 
artists, rudcnt .rnd audience r me r-ro 
hare the reattve 1101 e. 

Thi · i rhc eighth P'-i . a h ye. r, it 
get, I 1gger and better and rh1 )'ear' 
program while not finali d, i alread 
t mptmg. he work hop program 
m lud ~ ome of Au cralia· oremosr 
per rman maker and ~ m notable 
mrcrnanonal gue,r . 

1rru i pcrforman c p t, v al am t 

and member o The 1achine or a king 
eni>e, mand,1 t w.1rr offer a \\ ming 

, ork hop l ginnmg w11h ,hort pie e 
onmhured by pamcipanr ~ hich might 

rake the orm of a , rincn !> ·npt. a 1.1pc, J 

poem, a core or a conre I for 
1mprm 1 .nion. vcr three d.1 rhe 
worbhop , 111 look at che d ·mand, of 
different performance conrc c , !>trucrunng, 
cdmng ,1nd ormg pcrforman e a , ell .1 
d1 mhunon. Ill.'\\ mean oi wri11ng and 
con ·e1v1111,: rext, ,111<l look1111,: ar ne~ m <l1.1 
po,,1hilirie, for work. 

\lclhournl' -b,1'e<l \(K..tli t, cnmpo',t'r and 
performer aroh n Connor,, ,,ho ,1ppc.1r~ 
to \1ng with her \\hole both, will run ,1 
fiw-<l,1y work,hop eh.it ,11m rn t·n1tendcr .1 
dCl•pa. e pencn11al rd,1t1nn,h1p with 01w·, 
own \'Olu'. Tc~h111qt1l'" e ·plort·J \\Ill 
indu<lt fo ·u, t·<l li.,tcning. w.irm-up, anJ --. - . 

e,er I e in · · ni · ompo inon. 
m.1jor influ nee on d.111 de,el pment 

111 .rnd hey nd the , Li'>J el 11 i .1 
h re grapher, impron anon.ii performer 

and v1d ogr,1phcr who h.1 over m,111) }car 
heen e ploring the r le f the en e., 111 
relation t performance and movement 
Resp nding ,pontancou,ly ro mgle image 
. ., · re ·, p.irticipanr will he ,halleng d t 
brcaL. hahirual pattern~ an I m,·e 11gate the 
rno\emcnt partern ot the ·n c~. ay Li a 

cbon, "~ lith the'>e \core , \\e'II pla) with 
the d ire to compo<,e r,pcnenu. ro make 
, is1011, v1,1hlc. ro de, clop ,1 cn,t· of 
rn,cmhlc and ro rran,torm danl"c mm 
thc.1tre~. 

Joe, Ru1grok V:111 drr ~ 'c nt·n w.1 for 
m.,m , e.u, rht hc.1J tt· ·hnici.111 ,, irh the 
·dehr,lft•d l'<lcrl.mJ, h,1'<J [ ogtrocp, .1 

k , ith nn di 

ompany of mventors from fi Id a -.an d 
a ., ulpture and .irchir cure. In rh1s fiv 
da , w rk hop r performer , theatre 
tc hmcians. mu 1c1an , ulpt r and pr p 
maker , parct 1panr will build 
conrrapnon , pr ps. d ,·1 es, gadger and 
111\trumcnt, and , ork with way~ of 
integrating rhcm mr hvc performan ·e. 

1: ·hm al people will he ern.:ouraged to 
pcrf rm; pcrf rmer, will make their own 

For a full brochure 

of events 

ca ll 06 2497377 

http://www.gormanhouse.org.au 

The {,,II program will be released 011 

Au 11st 18. 
E11q11iries: idetrack Tel 9560 J 2 5 
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Timely dreaming 
lebrati n of ommunity and a hi em nt: 
e tival of the Dreaming 

hen the 1arru eku mpany 
pr emed MIMI: a Kumvmjku reario11 
tory in mhem Land la t year, word ha 

it that even the k held it br~rh. Thi 
remarkable ollab ration berween ralker, 
the Kunwinjku people of we cem Arnhem 
Land and a number of lndigen u arti r 
in orporaring tilt walking, acr bati , 
dan , light, fire, m ke and lndigenou 
mu 1 1 n of a number of onremporary 
performance work in rhe e rival of the 
Dreaming the fir r of the lympi ame 
Art Fe rivals, pening eprember 14. 

.. 
~ .... 

\ 

I ~· 
' 

\ --

i 
9 • 

Merrugeku Company, MIMI: a Kunwln}ku Creation Slo,y 

In Wimmin 's Business, Ra hel Hou e 
perform ga Pou Wahi11e by Briar 
Grace- mith wirh musical c mpo ition 
by Himiona Gra e· interdi iplinary 
arri rand a leadin figure in arive 
performing art in anada, Margo ane 
pre enr Moonlodge· in More Than 
Feathers and Beads, a rive Ameri an, 
Murielle Bor t perform a tragi- omi 
routine about the live f ati e women; 
Deborah Mailman re reate her pow rful 
monologue The even iages of rie11i11g; 
Leah Purcell who trained a a b er and 
a inger, bolt through rhe h r h culture 
of countr ueen land in Box the Pony 
based n a real life enario and written 
by ort Rankin; ingali La ford i 
ba k wirh her remarkable cand-up 
p rformance ingali and Deborah 

he rham manage c inr rweave a fc 
operatic aria into \ bite Baptist Abba 
Fan accompanied b)' the hort Bia k 
Quarter. 

The play on offer are imilarl broad 
in cope: Bi11de11j rreb Pinjarra i abour 
truth and ju rice the u tralian way. 

ing arire, improv1 ed per orman c and 
a rrong phy i alit}' rhi work premiered 
in Perth and i a collaborati n bet, een 
nyoongahs Kelton Pell and Trevor Parfitt 
and whicef Ila eoff K I o and Phil 
Thom on. Meanwhil , Bradley Byquar, 

nchony ordon and lax ullen 
perform gundaleloh godotgu (\: airing 
for odot) in the Banjalung language 
with ngli h urtitle . Julie Jan n' 
hi cori al ody ey of the Aboriginal 
bu hranger ary nne ard, Black 
Mary, which premiered ar PA Youth 
Theatre, i iven an epic new produ ri n 
by Angela haplin at Belvoir rreer 
Theatre's va t atriage ork venue. 

oel Tovey blends lizaberhan 

. . 

, . 

.. 

•• 
• 
• . • • 

' . 
. . • •• 

• • . .. . ' 
, , 

The rr et rhearre 

Ran 
arc Ti, i I land Dancer , 
Janggara an er fr m 
Dubb , Koori lown 

ogadee Boo ad • and 
Kokadoowobs, a n \ ork 
from four Koori arri ts 
pr duced by Tony rra han 

hr m. 
The f rival open 011 

prember 14 wirh a 
mokin eremon ea ed 
n the ire riginally 

known at yubow- ale 
(Bennelong P inr). 
featuring large number f 
d 11 er , inger and 30 
didjeridu player dire ted 
by rephen Page. 

There' a trong f cu 
on dan e-mu i work in 
the fe rival. For one night 
only there's Edge of the 

acrcd, a collab ration between the 
bori -inal and I lander Dance ompany 

choreographed by Raymond Blan o and 
irh do de aan ondu ring the ydney 

ymphony r he era in Peter ulrhorpe' 
Eartb ry, Kakadu and From Ulurn. And 

n the ame evenin an all roo rare 
opporruniry to hear the haunting pcra 
Black River by Andrew and Julianne 

hultz wich ar hy B ra~ ah 
performing in a emi- raged performan e 
with the ydney Alpha En emble; the 
performan e i condu red b R land 
P elman and dire red by J hn Wregg 

Bangarra Dance Thearr dust off rhe 
chre to explore \ ater w rid in Fish 

choreographed by cephen Page with mu i 
by David Page. Didjeridu player Matthew 
Doyle, choreographer ku Kado and 
per u ioni r Ton Lewi giv modern v i e 
ma reation rory in Wirid-Jiribi11: The 
Lyrebird perf rmed by Marthe\ Doyl in 
rhc Tharawal JanguJge. 

lnrernarionJI gue rs in ludc the 
predomin ncl · laori and P cifi I land 
all-male onccmporary dan e ompan 
Bia k ra e who wer fir t een and 
mu h enjoyed at Dan e e ·k at The 
Performan e pa c la r year. hey return 
with the premiere f Fia la. ilamiur, 

reenland' only profe ional thtatrc 
performs Arsarnerit,. dan e-rhearre 
work about the northern lighr ; and al o 
vi irin are rhe hangMu ance 

ompany fr m orea. There'll be free 
performan e in ir r leer Park by The 
Morningron I land Dan er ( T); 
D ono h Dan er ( \1 ouch o.i r); 
Y, wal u men of Lajamanu ( entral 
de ert)· iromoana ( amoa); gari 
Rangiv e, ehi (Aetearoa); aroo 
(B\ olman people north Queen land) 
and Papua cw uinea' Performing 

will 

f 

painting o er five day in conract with 
their peer b atellire; at the lvan 
D ugherty allery tw lve arri ts a k, 
" hat i Aboriginal Art?"; At Bo malli, 
Rea u e mirror to ngage viewer in h r 
interpretation of the borigina I body in 

ye/l'mmablakpiece; fourteen indigen u 
arti t 'live in' and work together at 

a ula Powerh u e; multimedia arti t 
De tiny Dea on i in-re idenct: for three 
week 3t he Performanc pace allery 
working with I al eh ol hildren on 
the in callarion Jn a Dreams (web ire 
httpllwww.cult11re.com.a11/sca11ltps). Ar 
the u tralian enrre for Phot graphy a 
rerr pecrive of, rk by the lace Kevin 

ilberc and ph rogr pher · leanor 
illiam ; at the Hogarth allery, 

linron ain give. rhree short 
p rformanct: of I an 't leep at ight lO 

a ompan hi in callarion Pitched 
Black:Twenty Five Years elebranng che 
hi ror fa rivi m among lndigenou 
people . 

he Baramada Rock oncert ho red b 
Jimmy Little, David Page and Leah 
Pur ell feature Y rhu indhi, hristine 

nu Kulcha, im 4 fore, aura in on 
fr m anada, M ana and rhe 
Moahhunter from Aoccaroa and special 
gue t Dam arive and outh ide of 
Bombay. 

The Paperbark lirerarure program 
bring ro ether indigenou writer I Ierb 

hart0n, nita Hei • rchie '\ cllcr, 
Romaine Moreron and I i \l ri hr 
with inrernation, I uc t Keri Hulme and 
Briar race- mith in reading , 
ror telling and forum ar rhe tat 

Library of \l . 

The Pikchas i a week I ng fe rival of 
film creening at the Dendy inema, 

artin Pia e and rhe lu eum f rdner­
"no roped off area here mare". 
Highli hr · in lude Mabo-L,fe of an 
Island !fan (199 ); The oolbaroo lub 
(1996), )edda ( l95 -)· the and to 

e/111/oid eric ( 19 -96); Backroads 
( I 97 ) and in rhe bar a conrinuou reel of 
pr v rive ar hival fo rage. well a 
the Australian program ther re film 
from anada, Aorear a and rman . 

lakem Talk involve lo al and gue t film­
maker in di u ion and debate. 

The on iderable appeal of rhe vi ual 
art and film pr gram a ide, for Rea/Time 
fan f onremp rary performan e, thearrc 
nd dan e the fe nval hold pc ial appeal 

f MIMI, Fish, The 7 
tages of rievi11g, in •ali, Bidcnjarreh 

Pi11jarra, Fia la, Arsarmzerit, 11g1111da/el, 
godotgai, Black Mary, p the Ladder and 
wi111mi11 's business. 

The Fe rival nf Dreaming i an 
.i roni hin elebrati n f the 
achicv menc of nremporar>' l11Jig nous 
arri t in theatre, perf rman e, dan e. film 
and rhe vi ual art . Rhoda Robert ' 

on idcrahle. 

achievcrn nr of recent year , how ju r 
how mu h rear , ork i available 50m of 
it alread) • nationally and inrernati nally 
travelled. he addition f new \ ork and 

divers lnJigenou ulture raged with a 
en e of th pre cnr of a hi vcmcnr and 

with an opnmi m e p ially n d d at ,l 

dark political m menr. RT 

The Festival of the Dreaming; Artistic 
Director, Rhoda Robert , ydney, 
eptember 14- ctober 6. Booking 

i11fon11ation: First all 02 9 20 913 

D 

Ployng Australlo. Australia Council. New Images. Ansett Australia. NT Government 

Come to Darw in to Dance . Drum , Design. and Do: 
Workshops with LU DUS from UK. technology on the net. young professionals. youth. 
mentors. indigenous &.teachers workshops. Free lime. Presentations. Show & Tell. 

Performances : Expressions. Stompln Youth Dance. 
r?es11ess, Boys from the Bush. Corrugated Iron Youth 
Throotre. T oglro Aboriginal Arts Academy . 

CAU. Ausdance (~) 89244414 or (06) 248 8992 
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Add-on spirit 
nd rthur Ii ten f r ul t th Bri b n Bi nnial F ti f u 

nl k urtu gave u h, oul through an 
·ulrural blend of '\ e rem 

m 

A capella apotheosis 
Da id Ru II at Bri bane Bienniale gu ydn c n en 

from traffic out ide, eh ound \: irhm 1~ 
bright and defimre. 1 ually 1r I dreaq 
pla ·e ,.,.,th rark concrete being all 
perva,1ve . Thi wa the venue for Pipeline, 
.Ii I n :rnd Perihelion, among r other . I'm 
ure I would have , arm d more ro rhc c 

, ho ing horh alto and opr , no line:­
enahling a ilky hi nd b rwecn the upper 
and 1cm r voice n r ound when~ 

n emblc u e f mal or b ) . Thi~ 
blend rea hed 1t ap the I in th 
in ing f P ulen • Quatre petite pnere 

de saint 1-ranfots d' ss,se ar rhe end of 
rhe ir r half and in the omplex 
arrang menr o rhe men an folk ong 

I, 1111a11doh, ung from m m r , in eh 
nd hal . 

Ba k to The on ervatonum Theatre or 

t chnol gicall interactive. 
nd o ba k to rhe olst,ce event 

wh1 h wrapped up the fe rival-a 
mas 1ve fir how and drone-based , rid 
mu i gucd from mu I group to mu 1 
group; inceracnvicy without a omputer. 

w rh. t' multimedia! And ir 
empha i the full ir le we have turn d. 

oday with the aid f omput r 
re hnology wear attempting co tit h 
the cparat art form ha k t geth r ro 
arrive wh r wc tarred. Perhap in eh, 
era the idea f a olely mu I fe rival i 
outmoded. let' hop the revamped 
Brisbane Fe rival an be a daring, but 
hop •fully with more oul. 

The 4th Brisb ne B1enn1al Fe nval, May 23-
]1111e 9 

Andy Arthurs I the 11ew I lead of 11sic at 
the Academy of the Art , Q11ce11slc111d 

mver 1ty of Teclmology, after (it•c ye.irs at 
the Qu en land n11servator111111 a 

o rd111atnr of Mu ·1c Tech11olog)' ,Jfld 
l11lt1med1a. I le ha rcce11tlv compo cd the 

11111 tc for a new work b)' Di111ce i 'urth. 

Euro -ccntru. \ iew and fear ·ea kin, ,t •ri k' 
on 'unknown,• may b one rea on 
(though one wonders what art hodic, 
u h a the e arc for. ,f not ro bnn • new 

and mu ,call h, llcngmg gr up to the 
publi · attention). 

e crthelc after thi 

pri e. That i 
beaut . 

hanti leer yd11ey 'I'< wn Hall, Ma 29 

David V Russell is a free-lance co1111ter­
te11or based ;,, yd11ey who has worked as a 
solo, t, e11semble sm er a11d conductor wtth 
several ma1or vocal roups and choirs 
throughout Ausrral,a. 

with 
igel Kellaway 

Annette Tesoriero 
Dean Walsh 

Based on a 
scenario by 

Keith Gallasch 
Sound by 

Peter Wells 
Lighting by 

Simon Wise 

Vampires . Berlioz and all assorted erotica 
September 19th - October 5th 

The P rforman c Space Pb : 9319 5091 
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On your toes 
RT pr v1 w th v r fir t u tralian Y uth ance F ti al 

e over rhc program f r 
urh Dance Fe rival in 

u ion 

for 

of 

•oung people rogecher 
and ivc U!> a dearer cnsc of the 
dire rion rh ·y want to go". 

A11stralia11 Youth Dance Festi,,al, Darwin, 
eptember 2 -October J. £11q11irws: Tel 0 
914 4414 or 06 24 992 

R 
~~e1 At70 

~ - D,verslty In tr: ditlonal and cont.emporary arts In communities 
of south-west Sydney 

16 August • 9 November 1997 
Level2 
Australian Museum 
Open 7 days 9.30 am - 5 pm 

There will be a program of special events as pan of this exhibition to 
celebrate Carmvale in September. Exhibition and e11en1S are lree alter 
admlsslon to the museum 

Information and group bookings : 9320 6197 

0 

• 

A 
M 

Operation Orfeo returns 
in performance, 
conference and workshop 
Hot I Pro rma and u 1 a I ta in ydne and at th 
Melbourn lnternati nal e tival f the rt 

idely regarded a the highlight f Barrie Ko ky' 1996 Adelaide F t1 al peration 
Orfeo return to u tralia. The Dani h avant-garde performan e ompany H tel Pr 
Forma II ill mount rhi remarkable work in the on ert Hall of the ydney pera Hou e 
on onday 20 0 rober, immediarely f !lowed by a five performan e ea n the ame 
week in the elbourne care h~tre from edoe day rob r 22 to arurday 25 a 
parr of the Melbourne lnremanooal F rival of the Ar . 

usica Ficra, the choir in peralion rfeo, will perform concerts conducred b 
compo r Bo Holten in eh Saro a Valley, rob r 16 in ydne tober 18 and in 

elbourne on ctober 26 with a election of a cappella musi from Danish mu ica l 
tradition . a pecial tribute t the ani h- u cralian onnecri n Mu ica Ficra will 
offer a performan e of leered works by Au tralian corn po er Per y rainger, wh pen t 
much time in Denmark in the I 920 , and who e arrangement and rep rroire were 
greacly in pircd b Dani h and rher candinavian olk mel die . 

A onference with Horel Pro F rma on trend in onremporary mu i theatre, in 
olJaboration with the epartm nt of Performan e tudie ' ( ydney Univer ir ) and th 

D partm nt f u i (Univer iry f ew ourh Wale }, i being planned for acurday 18 
tober. 

part of the onferen e, prepararions are being mad for Hotel Pro Forma to offer 
work hop for performer and theatre arci t . The Dani h a he ~ ill be: Kir ten 
Dcb lholm (H eel Pro Forma's arti ri director) Je per Kong hau (lighting de igner) 
Maja ra n ( ceno rapher), Bo Holten (condu ror and compo er), Peter Hanke 
( onductor and Hore! Pro orma' managing dir tor), and laus ynge (dramaturg). 
Karspcr Holten, emin nt Dani h arti tic dire ror, will ome to the onferen e ro pre enc 
a paper. at h rhe pre ford caiJ . 

Ian Reed ~oundation 
Radio Drama 
The Ian 
established 

Reed Foundation was 

through a bequest from 
Ian Reed. an :important rawo writer 
in the l970s. lo encoura,ge asptring 

and potential writers of radio drama. 

In 1997 the Foundation. through 

ABC Radio, will offer prizes totalling 
15,000 to oun.9 l'iters aged 

between 15 and 25. 

Scripts may be oo an ul!Jecl and 
in an style. Fntrants are encouraged 
lo experiment itb form. explore 
the "arid of sound and exploit the 
radio medium. 

Fun details of the competition 
categorie and condttions of entry 

are available on request ~ phoning 
Kath E1),nn on (00) 00M 1&36. 

or ~ writing to: 

Ian Reed fuundatton Prize 
ABC Radio Orama 
GPO BO 9994 

SJdIM:Y W 2000 

Fnhies Close 30th September 1997 

R 
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42 performance works in search 
of a press quote 
Ri hardj m II n at Th P rf rman e pa p n 97 

I nothin g cl e pen 7 wa ro u e a 
tirle from on the \ ork "a ere in uh " 
to the rranquilliry of the audicn e. 
B redom, anger, admiration, laughter, 

nd r, d pair ... it , a all there. bod y 
uld ha e g n into the thearr hamber 

f The Pcrf rman c pa (TP ) , nd 
emerged unmoved, even if they ame out 
with torn ut hair in their hands. 

Th be t ork n the pr gram, like A 
scene from The Three isters and 
Dissonance, had a true revelatory quality, 

if the r ated a pa e be~ n theatri al 
d and di our that all v ed new 

• • • . . 

e 
ar wat hing them being alive. 
Do our heart yn hr ni c \ ith 
th ir? 

• 

et wh 

rin true. 

·• : · 

evere Insult to the Body: (rpt ) h r 
c u i there for thi kind of onromon? 

shfield Millet: frozen amera teal, 
omc morn nt rom r, o ungainly 

suburban worn n gardcnmg. hopm 
walcz ha rh • aud, nee 111 hr tcri . I laugh 
too, but 11' a aucl laughter. le' ea } ro h,t 
a imng uburhan1te. 

red mear. 
1, , ~-,. uld ou burn ur cowb y 

• • 

. : •• 
' . . ' ... • 

' 

••• 
' • • .. • 

with a qui kne f mind and me ni c 
m mcnr f gr up d n, mi and timing. 
tandou t performan e from · mma 

aum nr a the tru kdrivcr Dave "on 
hak r ". 

how:T 

'. 

obile Phone H ppening: 
n wering an unpcr oncd mobile-a true 

imp r mpru per ormancc event, hilarious 
and une pectcd. 

S' Hundred b)' S's: Thi ttme rhe phon· ,,n'r 
ringing. A light performan e from a light 
perform r rrying to keep her le 1ry and 
wccm ~ up in rhc fa e of that inking feeling. 

Rum, 811111 uul Dope: I low to murder a 
porenttally inrcre 11ng stor> "1th no 
technique, no chan~ma, no ~truuure. 
[\'erybody " nor a performc:r 1u,1 hc:cau c 
tht·y can breathe:. 

fod m Medteme: quite amu mg black­
mark r enema racketcermr, corned) k,r. 

28: relief ro, itne techni a l prov c 
and <level ped mu i whi h, in a imilar 
wa t Dissonance, wa made ea i r ro 
hear b rhe pp rrunit for the e e t pla y 
o er Klee-like lid pr je red figure and 
the imple po I of warm lighr forth 
perf rmer . 

Faraway I-fill : bea utiful and painful 
film and live mu i amination of th 
endle y le of human r generati n and 
de tru rion. 

Twisted: " ith her or eou lyri i m and 
long -limbed a robaric and aerial kill , L u 
Harwo d v a the ab olute tar performer 
ofTP' p n 97. 

ext Evolutionary tep: it 
vignette o onremp rary an iery char 
peter out a lirtle anti -dram ri all . 

running. 
Le wetakmg: Pro f rhat in our 50th 

year you can till l c acri e, health y, .ind 
ma be cv n , , c. But why rhe ma~k at 
rhc end? 

The Tlml/111g 111ree: You've got to he 
kidding! hat i being atiri~cd I far more 
inrere ting than rhe satire. C,o home and dig 
our rho · old cop1e, of The l-a111011s 1-n•e. 

a11dy: r11hcr rernhle "l"ngltsh ,1crmg" 
or a omplex, confrontmg, l.1ycrcJ \\ ork, 
quc 11onmg \\ h.11 truth 1, m life anJ 
.irt-rhe pertormcr a pro,murc, 
pro,tttute a p rformer. 

11 be Tall: Light amu ing and 
entirely pr di table auditi n pie e. 

The \ orld a \: ,II and Repre entat1on: 
·ominued over-empha i of word and 

repetitive tructurc lead to monot ny. 
~ hat e acrly a re you trying t a and why 
nor ju t a it? 

At Ten to four My \: ashing is F111all , 
Finished: eed eriou writin , a mg and 
directin de elopm enr. The them f bein 
aught in a rime warp i fa inacing, but 

far mu h berrcr rea li ed in a tar Trek: The 

• • 

.. • • • 
' t I nr 

... • • 
• 

•• • 
•• 

• • , . 

• : 

o r 

hat 

nt 

ome, here before? 
A cene from The Three 

ister : t last a pcrformJn 
, ork o real maturity, 
drawing on rh be c of what 
ha omc bcf re and bringing 
it own partt ular p inr o 
,·icw ro the la} rin of iron} 
and em tion, r eivcd rm, 
n w form and th 

h 
rabl 

audicn c- oa ·ing inging in -
our-fa e amp. uddenl a 

woman fall , and then another; th . fall 
and arc d ribed falling again and • gain 
111 oblique rheatri al imagi:.m .i la Jenny 
Kemp. Finally: a ierz hean d,alcrn of 
the onstru cion of m aning and rh 
meaning it elf a a ni al direct r 

ren he ou t of a \ oman a performance 
of pure pain. pen 9 ha, · n huffl 
ro , ard traighr theatrc, loun he~ o 
amp, triking image , o ea ion. I 

rcchni al kill, iron e er , \ hcrc -rhe 
overrid111g trope of being be ond feel,ng­
and ome thankfully lu ciou m mem 
emotion. A cene from The Three , t r 
put them all together with the trange 
111 ongruiry of real life. nd rhe 
com prc,s,on of poetry . 

Open ~ea,on 9',The Perfr,r111<1nn-f>J e. 
July 9-11; I 'i- 17. All mght re1·11:u-nl ex ef>I 
}11/y II & 11 

R,churd James Allc11 1s Co-Arti lie l)1n·ctor 
11/ f/,at \!:'as I-as/, ,1 pmd11(fm11 c11111p.111, 
thut ·peo,,l,ses 111 a11ss-mt•d1J ,irt 1111 .J. 10n 

o/ d,11Kc, t/Jcatrc, /metry•. film. 1•1,leu, 
des1g11, mu -u- ,me/ r,1dm. I It• 1s f11rma ( o• 

Art/Slit" Dm •ctor 11{ fa cla11ct. 



Circosis 
han Rowland run hot and 
old at the circu 
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wned ur er . Derek lve ' 
p rformance of a bucket-wie ldin mania 
wa hort harp and refr hin ly dark. 

Anthony Livingstone in Circos/s 

ightrope walking-often pre enred a 

e d 

Rifts and reconciliations 
B ri Kelly t lk with dire tor on am un a ut id tra k' recent pr ducti n untry ve 

B In untry e the narrative tl,read peri d. 
tretche fr m mpag11ia in the 1950s to 
ydney in the 1990s. The metaphor of life s 

a joumey--i11 this case one of migration-is 
the formal d vice L1Sed to bind the 11a"ative. 
Wlitb hindsight do you feel that, in dram tic 
terms, tl,e story suffered as result of having 
been devi ed in the studio as pposed to 
being built from an extant text? 

M 011ntry Love , a primarily about 
iliari n: the old and the ne, . It 

BK How do you, as a direct r interested 
iu devised work, approach the 
representation of character? 

OM In o,mtry Lo11e rhert> are f\ o enrral 
haractcrs ldo and the , aitre . he stor 

i i11 fact a recolle ri n b the y ung 
waitre at them ment of rhe old man' 
death. In r olle ting the old 111.111· rory 
we re given an in ighr into the p · ibiliry 
of ·ulrural tran mi ion acr an 
apparently hopele di ide. he re llecti n 
is of cour e limited, parrial, in mplere and 

uite fr gilc yer, ncverrhcle , rhr ugh 
inquir and empath he m, nage ro make 
a • nn rion , hi h tran end the 

uperfi ial inaniry that mu h human 
intera tion ha become today. In term of 
character development chi i the fir t work 

I have been invol ed in for a 
Ion time where there , ere 
characters a uch. one of 
chem had an real depth of 
ubj tiviry, whi h w 

partly tntenri nal nd partl 
to do wirh the collaboration 
breakdo, n in rhe making 
p riod. Ideally th chara ter 
of Aldo and the waitre 
w uld have been a lot m re 
develop d. 

BK You have aid that 
ountry Love is a play 

about "love, coffee and 
landscapes". How did you 
approach the question of 
landscape in the 
development of this work 
aud iu what way is the 
representation of the natural 
e11viro11me11t relevant to 
performance, if at all? 

The nature of nature 
~ a a enrral con ern in 

1111try Love. In the Id 
w rid, ulrure wa embedded 
in ·nature'. The ea on 

Heiarun L<ihr determined the rhythm f 
life. In the new , orld, nature 
i rcdu · d co little more than 

f con umpti n. The land ape 
mctaph r perares on a number of rrara: 
ph i al, ulrural, ae rheti . I o the 
rru rure of the w rk a a whole h d rh 

feel f land. ape painting. 

BK Holl' do •ou react to tbe comment 
that coutemporaT)' performance has be ome 
a generic style? ls it trapped i11 the 
discourse of tl,e 0s? 

DM Thi fear of rh pa · i a bit of 
borer ally. onrempor ry performan e i 
imply a wa of de ribing an arriru<le ro 

theatre-making. It i errainl not a genre. 
It' ab ut makin ne\ , ork in wa \ hich 

laun hed of wirh for ·e-ficld lighting 
effect and the anrh m rorn . tar ar co 
perform lose f.1,co1111tcrs with Hula 
Hoops one of the fe, acr ro rake 
advantage of rhe va r ta e. 

Ton 's Imaginary ircu featured a 
·i y-boy juggling in rhe , ild we r and a 
bodgc levitation joh , irh fake leg . . Thi 
notion of cir u trick ai, a hoa (r, rher than 
phy i al feat) ~ , raken to hil riou 
e rreme by Anrhony Living pa e, who 
u e<l a Rubie' uhe a an anal uppo irory 
and then proceeded ro olve it ia a eric 
of tomach contortion and 'bO\ el 
movement •. onrinuing rhe theme of 
in ·ertion-in which the circu body 
pre enr ic elf a orifice rather than an 
impenetrable surfoce-rhe Hoopla Brmhcr · 
finale involved a f\ o-high in which the 
Ayer played , ith a yo-yo acra hed to hi 
no e-pin in crtion, while th ba trummed 
guitar and sang All My Lo11i11g a la Johnn 
Young. lro111cally, a m st of the ircosis 

did nor threaten rraditional family 
value , the e high( killed performe 
rartcd ro look like very profi ienr memb r 

of the Young Talent Time Te m. 

ir o i was staged by Rock '11' Roll 
irct'5. ha11e R w land is a writer­

performer and poet. writing for live 
per/ormc111ce, video and the page. 

re o ni e the prevailing and emergin 
condition and the po ibilitie inherenr in 
new te hnologie which may even in lude a 

rtain cogni an e of theoreti al paradigm . 

BK The 'pomo' influences which have 
swep t through some quarters of Australian 
theatre resulted in widespread i11sec11rity 
amo11gst writers. Do you tl,ink it is time for 
'the author' to be exhumed? 

OM The author wa ne er prop rly dead. 
nd in any ea e author will c ntinue to 

be wanted dead or alive. '\ har remains 
important about thi infamous and 
prov ative notion i that it allowed for 
the r cognition of different kind of 
author hip and blurred the line berween 
writing and reading. I think ir wa only 
tho e , ho were mo t threatened ~ ho t k 
it literally. In reality the rhearre ha 
alwa s been written by a number of 
author . It' just that ome kind of 
writing v ere le valued than other . 

BK In some respects the development of 
work 011 the floor resembles the 
choreographic process, yet the results are 
much less co11siste11t than i11 dance. \l by do 
you think this is so? 

D I don't knov that the re ulc are le 
on i tenr than in dance. ertainly 

making work i diffi ult within limited 
rime frame and there i a certain am unr 
of ·hance involved. are often at a 
di advantage be au e with a new w rk we 
are alway having to perform a fir t dr ft 
to a publi • whi h can be e ru iatin ly 
painful when you know a work i n t 

quite fini hed. Thi i made ven more 
difficult with rhe demi e of en emble and 
the pre ure of orporati ation. Another 
difficulry i rhat the main tream ritic 
with a couple of rare exception , ce d not 
ro b • good reader f performan e. hey 
are happ for dance , ork nor to be 
immediately tran par nr but in other 
area , if che, ork do n't reflect their 
favourir thearri al m d I, forget it. Thi 
ir al ne ha produ ed an traordinary 

bod of work \ hi h ha gone largely 
unnori ed and under-utili ed be au e f 
the failure of media omm mat r ro give 
it th di u i n it de er e . 

iderrack oulllry Love, directed by D n 
amouney Belvoir r Theatre, June 1 -

Jui I 
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Seriously and gloriously decadent 
igel Kellaway and Annette Te on ro launch T he opera Proje t 

We go to opera, we want everything, 
everything at once-- that 's licence, it's 
decadent. Vampirism is desire, it's licence, 
it's decadent. 

igel Kellaway 

The se11suous totality of opera, the life­
consuming de ire of the eternal vampire; in 
The opera Projed's The Berli z: our 
vampir ourselve , opera and vampirism 
become mirrors, audience a11d diva feed each 
off the other. A new pera company, a 11ew 
work, a new edge to the expanding 
popularity of opera. The following 
statements are from an interview 
with igel Kell way a11d excerpts 
from an opera Pro1ect essa abo11t 
The Berlioz: 

p ra i one of the la t 
frontier . lr i till un hanered 
rerritory, e pe ially in u tralia. 

ontemporary perf rman e ha 
made many inr ad inro 
examining rhe theatri al but 
opera ha nor. ur rarring poinc 
i n t to perform pre-e i ting 
opera, but to in e tigate the 
operati , without a living 
comp er, without a et, without 
narrative -driven mu ic. Mo t 
opera i still compo er-driven and 
rhen it' dir tor-driven. We a re 
looking at the future of opera 
with the compo er a ne of a 
number of collaborator . 

pera as a concept is culturally 
determined. It ha developed a 
language of music, libretto a11d 

with the text dominating the music. 
Historically, however, opera has overt11med 
this domination and revealed that words 
and music are not located as two separate 
ide11tities but flourish as 011e within the 
ensual realm of the liste11er. The 

destructio11 of the supremacy of language 
makes opera a fit s11bject for the enthusiasm 
of sexlge11der dissidents. The 19th century 
cnt,c unt Algorotti describes the musical 
element of opera as: " .. . effemi11ate and 
disgusting: the music should be the 
handmaiden to poetry .. . (but) when the 
music grows all power{i,I, words tum about 

m1 n ene as eparate, 'closed' 
texts. ur aim is to 'open' 11p 
these traditio11ally and f orc.ibly 
'dosed' texts and thereby untangle 
the fabric that makes up our 
contemporary notion of opera. 

Nigel Kellaway and Dean Walsh in The Berlioz 

K o, no, not dccon tructive. We 're old 
hands at that. f course, we will 
deconstruct, a a matter of course, but nor 
o much the work a the expectation . 

Opera, a hybrid of words and music ... is 
morally tainted. Degenerates aren't satisfied 
with just one artistic medium-they want 
everything, all at once. they desire opera 's 
ambiguity. 

We choo e vampiri m co launch an 
opera company to make our po ition 
ab olutely clear . 

At its inception opera insisted that the 
ma"iage of words and music be a hierarchy 

and recoil upon themselves, a movement 
repugnant to the natural processes of our 
speech and passions ... Music encourages 
words to behave like sodomites, 
overturning the natural sources of pleasure 
and meaning." 

K Opera i the ung voi e and the 
danced body performing th inexpr ible, 
the dark e ret of the heart. 

In Dra ula Bram toker created a new 
vampire, a caricature of Oscar V,,/de, whom 
he despised, a vampire drained of generosity, 
turned away from friendship. The Wilde 
trials helped construd an absolute category 
that isolated the 'homosexual' from 'natural' 
men and women. Dracula takes definition 
from a decade shaped by medical experts. 

awakenings 
a movement 

a journey through landscapes 
of identity 

with Zsuzsanna Sobos/ay 
& Benjamin Howes 

August 14 - 24 
Wed - Sat 8pm 
Sun 5pm 
199 Cleveland St. Redfern 
BOOKINGS : 9319 5091 or 
First Call 9320 9000 0 

Before the \Vi/de trials, vampires were free 
to languish in overdy homoerotic adoration 
of their mortal prey. The Wilde trials mea11t 
that a certain relaxed af(i11ity betwee11 me11 
lost its fluidity. The so-called homosexual 
was imprisoned in a (ixed nature, created as 
a man a/011e like Dracula--one h1111ted and 
immobilised by the stalwart ma11/iness of 
nom1al cith,e11s. 

K Thi work will explore the hi torical 
legacy of opera a 'degenerate' and will 
draw parallel ~ ith rhe homoer ci hi ror 
of the vampire. 

The homoerotic birthright is restored after 
almost a century of Stoker 's homophobic 
taboos. Anne Rice 's vampires are a select 
and refined club, a fraternity of beauty 
and death. They do little, but are superb 
spectators. They are amoral aesthetes, 
beautifully devoid of social consciousness. 
For these vampires hedonism is the only 
reality. ls this the reality of opera? The 
performing body is 'otherness' in human 
shape and in witnessing this the audience 
becomes aware of its own potential 
elasticity. 

K The primary concern of The opera 
Project i che 't heatrica l' body. The 
vampire concentrate on the flesh-the 
voice of the inger and the actor and ic 
rela tion hip wi th ong and text, the body of 

che dancer, inger, actor and piani t, che 
body of rhe audience. 

(The work) will build its stntcture on 
Hedor Berlioz' so11g cycle Les uit D' re 
for mezzo soprano a11d piano. These re 
settings for six poems by Theophile autier 
composed in 1 34, the epitome of early 
French romanticism ... highly virtuosic songs 
preoccupied with themes of desire and 
death a ravishing, dark work ... The 40 
minute work will be extended to a full 
evening for three perfonners-Annette 
Tesoriero, i el Kellawa and Dean alsh. 

Heidrun Lohr 

"Ki 

work about, man a vi tim 
when you' e already g t Tosca. 
Tosca al o tell u how we 
con rru t men on the cage. T'1e 
Berlioz i abou t m n. 

Today, the vampire has become a 
fearsomely androgynous icon: 
"Wi th its soft flesh barred by 
hard bone, its red crossed by 
white, this mouth compels 
opposi tes and contrasts into 
frightening unity , and it asks 
some disturbing questions , Are 
we male or female? Do we have 
penetrators or orifices? And if 
both, what does that mean? And 
what about our b di/ fluids, tl,e 
red and the white? ~ hat are the 
relations between blo d and 
semen, milk and blood? The 
mouth of all vampires male and 
female." 

hri topher raft 
Me with Thoe Red lips", 1984 

At the end of the 20th century, who are our 
vampires? To answer this we must define 
our desires. These desires-as yet unknown 
and unfulfilled-are necessarily fraught 
with danger and fear. 

The Berlioz: Our Vampir Our eJv The 
opera Project, performers: Nigel Kellaway, 
Annette Tesoriero, Dean Walsh; writer: 
Keith Gallasch; sound designer: Peter 
Wells· lighting designers: Simon Wise, igel 
Kellaway; The Performance pace, ydney, 
Wednesdays to Sundays, eptember 19-
October 5. Bookings: 9319 5091 
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Urban projections 
B ri Kell ur han at th f rm r D arh Def m f[I tl 

m d• ry the 

rdinat r J hn B Ii 

n>m rhe Ii e expcricn ·e of Sydney· \ e r 
and Jr:iwing on the ·ollahor.1rin· kill ot 
arti r wirh a penchant for pu h111g the 
envelope. For John B.1ylt rhc mow to TP 
1 parr fa gcncrnl rc,1lig11mcnt < f h1 

approach ro pcrformJnce m.1k111!!. On<.' 
which i-, pcrh:ip~, ,ut,tgt.' m•e of Jn 

111crca mg ,yncrgy bt.'rwecn the di, ·otir,;e<; 
,111d pr;i ·ri ' l' of community chc.Hrl· am! 
c mremporary perform.1ncc. 

J B Wlnlc 1/ IIILT)' In• /me thut rn11111111111ly 

tbe 1/rc practuc l,,1s Ind {o re<1sses 1tself, 
1111d tbat it bas hecnme 11111re open to 
formal cxpcri111e11tat1011. I tbi11k 
colllemporary perform wee 1s due for ,1 

simi'1r reas ess111e11t. I have crtaml I felt 
this m my own work. /11 the la I year of the 
• yd11ey 1:-runt's life (I 993) I tM 

i11crea i11gl di · 1/i fied with th<' clf-
impo ed limit tions we were work111g 
witbi11. Phm es like 'i11tcrrogatio11 of form' 
and 'dec011 tmction of the performer-
pectator relatiansbip · 111cre begi1111ing ta 

make me feel na,, eu11s. Don't get me 
wrong: l am 1mme11sely proud of the 

•due, Front's work. It repre e11ts the be t 
work /'11c done. and perhaps the be t I'll 
ei,er do. I felt strn11gl)• hau,evcr th t the 
compa11y·s praiect had b en realised. and 
only repetition remaitted. 11d I u1t1 sensing 
a similar exh,111 ti 11 ,,, other work. ;11st as 
the phrase ·contemporary performance· was 
g 1i11ing a wider circulation. ~ a I 
witne ing the end f a,1 111ve tiga/1 11 and 
the birth of styler \ batever, I k11ew I 
needed to ;ump ,dewa)'s. I wanted 111 • 

arfl tic work to be more necessary, more 
embedded in a larger c ,11ext. 

Ian Callen and Terese Casu in Crop C1rc/es, Urban Theatre Projects. July-August 1997 ComeAneone 

n ior rhea rrc 
program of I r. 

J B My work 10 d 1/e has bee11 very much 
as ociated I ith experi111e11tatio11 with 
theatre forms. I think 111011)' people, 
i11cludi11g arti ts, have come to see tins t •pc 
of work as being t the opposite extreme to 
cn1111111111ity-based work witb its emphasis 
011 accessibilit)' md co1111mmit , ou 11ersbi/>. 

Bayli. i the kind of erudite • rri r who 
,o the and in oke Baudelairc a 

r a Iii a an P tookie qu r the o Ids. 
ndcr randabl}', he i ner u about hi 

j b ac the end f rhc rail line. Bur he i 
rr m ndou lye ired b rhe pro pc r 

of raking up a compan wirh rhc inrag • of 
P, rhoroughl grounded in communiry 

pra rice .ind in recent year , under the 
gui bn e of rhe formidahl rroika of Fiona 
~ inning, .iii K II and Moni ·a Barone. 
, ho h:i c a :tcd , · arri ri coun •I. 

JB It was the can11ectio11 with particular 
communities th t llracted me to Urba11 
Theatre Pr jects. The freedom to experiment 
witb ur constraint can become a trap. 
~ orki11g iuitb a community provide a 
meaningful and re ·p ,uible context for 
creation. This doesn't mean the work am be 
an less i1m 11ati11e. Arti t w rki11g with 
ca111m1111ities mu t still be re dy to q11e tia11 
their awn pra tice a11d try contin11ally ta 
pre beyond tbe eas)' so/111io11, the clicbe. 
And speakin of cliche . it' often thou ht 
tbar in11011atio11 nd experi111e11tatio11 in 
rtistic pr ctic means th,it tbe, ork 11111st be 

obscure difficult r very very serious. For 
me, it means tb t tile work is s11rprisi11g, 
exhil11rati11g ml plea urable. 

tr er 

program p 
:i ire- pc ific work in pe •d tr er. he 
v ork , ill combine pro~•s i nal 
performer and lo ·a l community 
parricipnnr in an inve rigarion f rhe 
relarion hip l er, een the hig picrure of 
inrernarional geop licic a r presented by 
rhe ele rronic rnedi. and the very loc:il 
manife ration in a pla e like p ·ed trcer. 
Bo}•li ~ ill dire r rhc rra i on rhi ' ne 

re kler :i · audio de igncr, 
:ik:id and de i •ncr 'l rrha .. . . 

Ja ur. The pr gram al o include 
Fa'afafine which re ulted from :i l 6 
proje t ich rhe I al P lyne i. n nd 
Ma ri c mmunirie . Fa'afafine mean 
literall "likea oman",andi the 
amoan rerm for male wh rake on the: 

femal rol 

. 
• • . 

• 
• • • 

): . 

. .. • 

~\~ .. · 
cobar 

broken h/11 
swan h/11 

hay 
den /1/qu ln 

echuca 
• a/bury 

me lb ourne 
Throughout reg iona l NSW & Vic 
Sept & Oct 97 II 

the audience is on a bus 
the show encompasses 

the whole city: 
video, puppetry 

Shakespeare 
projections 

visual theatre 
art bites real life in 

GoBus 
9 - 12 October ACT 
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In the body of the work 
Z uzs nna ob la and 1m re m r hear a l f r the pr mi f them m nt p ra waken i11 s t lk to Keith alla h 

di o er • and grim wirne ing, a window 
on a hild. world, "a ma ive ,. indow 
, hi h i al o a door". " lr ' m n lirhic," 
ay M ore '"bur now I've di appeared it 

a bir, hanged the urfo e - . ou can ee 
ir and ee inr ir. riginally it wa a 
rairca e on wheel bur it' rran formed 

into a room that an be ome a cege, a 
pa e f r the performer to di c ver 

things wi th room to mo e". 
Z uz anna comment that rh 

provided " I nd ap corridor , 

THEATRE 

c DESIRE 
The Glasses of 

Hector Margolez 

Conceived by : Christopher Strickland 

Directed by: Glen McGillivray 

The Performance Space Gallery 
199 Cleveland St, Redfern 
(opp. Prince Alfred Park) 

3 September - 14 September 1997 
Wednesday - Saturday 8.15pm 

Sundays 5.15pm 
Tickets: $121$10/$8 

Bookings Ph: 9319 5091 

STRICTLY LIMITED SEASON! 

en e of, ind<>\V and hori7,011 ~, that rh 
capacit f rhe er ro revolve ha enh:rn ed 
rhe relation hip b n een rhe performer ; rhe 
, ay a door rurn help reali c rhe 
tran ' orm. tion in one character o cillating 
ten een m th rand daughter role , 
amplif ing wing b rween inno ence and 
kn wl dgc, h wing what gers hidden, 
whar di appears. 

omplete a the et i in con rrucrion 
and in it life in rehear al with the 

Tim Moore 

of light and ideo projection. The latter, 
a often, i quire a de ign challenge, 
having ro find the right urfa e to project 
on, where to place rh imag , and how ro 
make rhem complementary or 
counterpoint ro rhe er and rhe a ri n, nor 
a di tr action. Thi i e pecially the a e, 
ay Z uz anna, when rhe image are 

abour "g ing in ide memory, into the 
body ". lready th cale of the er and it 
proximity ro the audience wi ll amplif 
th eir own r o lle rion of inno ence an d 

awe. The video imagery \\ ill rake rhem 
furrhcr in .tnd back, bur ~ irh ir own 
dynami · and in rel:irion ro what's 
h:ippening live: "A ·oft- hoe dan e on 
video", a. Z lll anna "doesn·r yeJrn, 
bur rhe a ·companying song doc~". The 
chJllenge of the meeting of live and 
recorded a rion and of ·rearing a ~ofr 
. urfoce ro hold projected image clearly 
preoccupy rhe rhou ghr of w.ike11111g·~ 
creator ar rhi rage or the , ork's 
<le\'elopmenr. 

does the mu ic. " ound"', 
Z uz anna retort . "\) c· m1ghr have 
tart d with hoenberg but ave a 

brief quotarion, hi mu i i nor in rhe 
ho~ . \) e don't have big slabs of mu i 

from the lare 19th entur , early 20th 
( pri11g Awakening \ a published in 
I 92). lr' in our bodie , rh mu i i 
our in our movemenr. are aw. re 

f our e f ound-rhe pul e of 
nur er rhyme m r he , beer hall 
ong ; the e melodic an bi k out 
rher, earlier melodic . " 

The ound ore for Awakenings i 
hemg reaced by ound arti r Rod Berry 
and i about to enter rehear al with it 
own vo abulary for the performer and 
rhe er ro work and live with. It' a 
pro e in which "movement can evolve 
inro ound, ound into movement" . 
"Rod will create ound around th 
silences. I-le won't fill the pace. H 'II 
make the blackboard and different parr 
of the er peak. ound help one travel 
in cime, ~hifr you hi ·rori ally, for 
e ampl a • performer tran form fr m 

ourh to crone; ound can demon trare 
rime as onri •uou~-rhe pa t and pre em 
in one m mcnr." 

Thi moment, for Z uz anna and Tim, 
i one su h ombinarion of pa r-rhe 
in pirarion of \:. edekind, the eminal 
, ork hop of ome rwo year ago, the 
re enr creation of the et-and pre ent­
living in che et, working with proje ted 
image and ound, the interior of the 
work re-emerging and, doubtle , 
rran forming. Awake11ings i abour 
change: " hange c me from 

ulnerabilir . hange ome from desire. 
an a ulrure change when it hold 

fier ely to it identity and power? " 

Awakenin , conceived. writt 11 and 
performed by Zsutsan na obosla),, with 
Benjamin Howes· sound, Rod Berry· images. 
Peter ldham , Alan Dorin; set, Tim Moore· 
lighting, Peter ossner. The Performance 
pace, ydney, August 14-24. Bookings: 

9319 509 1 or First CA/19320 9000 

MELBO RNE D FELDE KRAIS PROFE 10 AL 
TRAINING PROGRAM 

COMME CE OVEMBER 1997 
Educationa l Director: Basil Glazer 

To make the impo ibl po ible· the po ible ea ; and th ea 
elegant. Dr Mo he Feldenkrai 

BE FIT THE TRAINING PROGRAM : 

* enhanc e elf-av ar nes . s lf-e t m and lf expre ion * impro ed 
po tur , breathing. incr ed fle ibility and co-ordination * nhanced 
perfonnancc kill * enhancement of an e ·isting career or d elopmcnt of a 
newo n . 

I 1TRODll T RY \\'ORK IIOP I TIIE FELDE, KRAJ 
I 

Pl 'BLI \\\'ARE ESSTIIROlOII IOVEMENT 

For information and enq ui ri phone/f tcphaoic pink - 03 94397411 
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The Clark Kent of kinetic intelligence 
Karen Pearlm n talk with u tralian Ballet dir ctor R tretton ut influen pr grammm nd nurturing h re grapher 

'I har can a natilmal ballet company he? 
It harJly ecm rmrful ro argue whether 
one should CXl\t, one Joe~ ,111d 11, not likely 
co be di banded barring a \'iolent revolution 
in culture and g,wernmcnt. o, given that a 
lion\ ~hJre of re ource or Jan c i pnurcd 
int<>. national ballet comp.111y, n I ver 
good new· that our\ 1s being dm:cred hy 
Ros, trcnon. 

In foct, afrer our omcr ;ltlon in July 
am convin ed rhar the Au rralian B.1llct 
could be on the verge of becoming 
s me thing great. Ro rrerton strike me as 
a ort of a lark Kem of kinetic 
intdltgcnce. le remains co b · ·en wh thcr 
he will nohe into a Jan e super hero, hut 
hi'i mild m,rnnt:r, .tre workmg 1u,r fine at 
the moment for ~cnrly introdu mg ,nme 
prettr rad1(:al 1de.1'i, method and worb. 

5trcrron 1 !>Cnous and thoughtful on the 
suhjecrs of grt',lt chorcoµr.1pher.,, grc,H 
Jan ·er .rnJ great d.rnce. nJ he ha ~f)l' ific 
plan, for ere.Hing them, a well ,t'i for 
opening up rhl' B's rl·\ources to danu • ,h .1 

\\ hok and curcing down on rh ~ro s• 
,1c~theu~· ha-.hing which ·rn to be the h.1sic 
modt" of di ouN· Ill dance in AuMralia. 

\; ith the aim oi creating great thing,. che 
B \t' nh ro he developing a special 

rcl.1nonsh1p with l wyla harp. Srrerton h,1' 
Ju r ,cm i danl:er, n:r ro , Tew ork to 

work hop a pit-cc: irh her and co 
her inrclligen e . nd input. ne ha ro 
w ndcr her ahout the po ibil1t1 which 
might have been exploired in 1hi relarion hip 
had rhe new Kennett Dan e ompany come 
under rhe aegi of the u tralian Ballet. Th 
dan ommunicy eem. r Ii ved that the 
c mp. ny wcnr c 311 arri t rather than an 
adm111i trator, bur rrcrron i borh and hi 
int r r in running ~u h an enrerpri e 
repr enr radi~I ne thinking about the 

u tralian Baller in the wider onre r of 

Ross Sttelton Joni Mcfarlane 

work. I \\ ant work m~tdc on my dancer~, 
h) Au,rralian\ .1110 b\ intcmatim1.1l, ". 

o \rrc:rmn ·., , ·ew York c. per1en 'I.' is 
,tholll co haw a big 1111pa t on Au~tralran 
b:illcr. Bur 1r i, not a one-way ~treer. Strctton 
hclbc that being u,crali,m m;1Je a 
difference in his meteori rise t J po 1rir111 of 
arri,ric influcm:e at the ,\men an Ballet 
ThL'3rrt;. I le m.1de ,111 '"in rnnr rransiriun from 
d,mccr co admmMrarorff rhcre, when Jane 
Herrman (then cncral Manager) a,kcd h11n 
to run her .trn tic d parrm nr after 
8Jry hnik v lefr. 

Whar wa 1t he aw tn him, ro ele,,ace 
him rapidly? "' omconc wh under rood 
rhe horeographic procc · and a a dan er 
had helped hore grapher reare cheir 
w rk. omeonc who kne~ all f the 
dan er bur didn't have an, grudge , 
endetca • ax to grind or p r nal 

problem wirh pc pie . ., (I note a pi thora 
o de cripm•e word breaking f rth fr ma 
u ually under cared use of language. here 
mu t have hcen a lot of pporrunilie r 

trctt n' aC\thcti and idea were develop rh1!t vocabular) at BT.) Jane 
shaped h} hi km ·ri cxpenen e with Herrman invc red in rrcnon " omcwh,1t 
choR·ographers like Twyl.l Th:irp wh m he with an elcmcnc of tru r", bur, he ays "she 
worked with do ly a d.1m:cr .1nd sav. I kne,\ and believed in dance ... 
Jdmini traror in, 'cw York and continues ro nd, rrecron say,, hemg U!>tralian 
work do">t."lr with no\,. He -.J}' abour Tharp wa, part of 1r. le "helped him keep a 
anJ .1hour lcn Terb, the orhcr ,emin.11 disr,111 con rhe back biting" for one thing. 
influ ·nee he circs, cha~ they sh.1re the qualin But he al o knows rh.:it Au trnli.111 
of mcclhgencc. "(,rt!at chon:ogr.iphcn. ". dan en, .ue good. "They are adaptable, 
Srrenon ins1~1 , "arc intelligent eager co plea , t;i.lemcd, .rnJ non• 
hureogr.iphers". lmclhgcnce m.mifc-,c ir..clf thrc;i.cenin . o- ne ever rhoughr o me 

in their ab1liry ro "expL in the fin.ii re ult" a \omcone , ho migln d whar I did-
befor a\ ork i m1 hed." !car mov from dancer ro admim trator, no-
understanding of wh.1t h wa doing" omcs ne wa~ ver threat ned by ". o, the 
first in trerron\ d . ripti n of what it, mild-mannered lark ent make hi fir t 
about Glt'n Teti y which .if~ ted him o trike a Exe unve Apollo, bringing ro 
rrongl •. Thi wa followed by the power rhe I b the ull for e f ea oned 

and incelligcn • behind him" and "a kill for d n er' er ative abiliry r make che 
h re graph · nor ju t thought he put our in chorco raphi · proce flow and help 

rh rudio but an undenanding of where it horc graphcr reali e tht!ir vi ion. 
wa going and an abiliry ro nrti ulare i1". Thi R trerron b lie,·e rhat thi i a 
i burh a phy ical Jnd \'Crbal ability ro most impomrnr ability in hi new j b, and 
arri ul:Jtc; trert n >'!. ir, wbar eclcy or thinks he goc ir from working with rear 
Tharp or a handful of then, did a well a anise . c BT he had "the greatest" 
what 1hey id whi h impacted on him. omin through hi~ offi e-designers, 

Ros trctton Jan ed in the Amcri an choreographer , cornpo er . He 1111 e 
Ballt!t Theatre in the 19 0 when rhac and want to create it here, "to rearc 
Bary hnikov wa runnin the company and cho e llaboration of rhe greare t". 
e panding it rea h and rep rrory to take in I Ii relation ;,ip to the t! arti t and 
work by ark , lorri , Twyla Tharp and their reation I a nve. He under rands 
orher . Thi wa radi al at the rime bur i that choreographer net!d help . "Th y 
now being taken up by b Iler mpanie can't alway ju r ome up with rhc good . 
ar und rhc world. H wever, when tr non he>• need under tanding and omeone ro 
and Bar hnik v , ere doing it, they , ere turn to, nm ju r to be put in a rudi ;ind 
not pi king up work from a menu they left to fl under-eh y may have a bi k, 
were having them reared on their bodi . or may need t talk through their , ork. 
rreuon, in face, bristle a bit , hen I bring . a producer I m y not kn w that unle 

up the ubi,: t of rhe hoppin, Ii r ompany I am w rking with chem on developing 
wh1 h get ne ·gmue r hit' from ea h of the project". 
coday' bigge t dan e hit-makers. He' I le say thar development i-. about more 
obviously been a u~eJ of t:ikmg this than JLM gmng choreographer space and 
a ppr .ich, ,1nd 11· not \\ hat he hac; in mmd danlcr . "Choreographer arc alway~ on 
at all. He rc1.ogn1~c th,u d,111ct·r will grow the outpurM. I Ii: 1, ho~nn~ ,1 workshop right 
most Imm their direct co111,1n with nm\ to 1vc thl·m mpur. ... \ week of talking 
dmr<.·ographcr,. not irnm ha, ing work~ er anJ l1strmng ,1hour hm, conu•pp, of J.1n..:e 
on rh~m h} ,1"1\r,mt (and the ,.m1e got·s ~n h 1.omhmed nth dcml.'nt, of de •~n 

for_ <.rc~rin_12 1~c:' ---~111d _Ii_ ht . ·: ~1~k_r,111~. M 

rrerron bcliev de ign i ne f rhe big 
thing that 1s hanging in ballet-" ener}' 
and coscum s ha"c changed pace an be 
carved our by light, rhere i mor ro m ro . 
Jan e n rage". Thi'l, ork hop which 1 
f u. ed :ib,olutely on pr e s, not 
produ t,, ill be a week di u-. ion, 
moderated by Dr Mi helle P ner, bel\ een 
three horeographer,, rhree lighcin • 
de igner and thr • t/ o tume de igner . 

Ro rrenon cc, it a part of hi~ job t 

re;ip the '·seed that have been planted to 
make gr at usrralian choreographer . 
Ther need mpur, nor just pa e, hue 
guidan c from people who under t;ind how 
to horcograph. omeone to cut chc t!arth 
from under them and make chem 
understand rhe form . ., 

Le t I whip him inro rhe neare t phone 
boorh hefore he' ready ro unma k lark 
Kent a :i radical fore , he I qmck ro add, "I 
, am newn s. , bur I'm not gemng rid o the 
pasr~. He will keep up a rclJtion hip with 
the tradiuon,11 cla s1c.1l repcrmq. rvr one 
thin~, it b part of hi job to k,:ep the 
company .1float. But for anochcr rhing, he 
really believe in rhe "dJ\ i..: ~ (which arc 
actually mmtly "rom.1nt1t,''-1e w<111 L1ke. 

1selle ctc) tor rheir c. pre .. sive po \lbtlmcs. 
s he aid 111 his Green , fill kq ·norc addres , 

M menm •s m the middle of a perfonn.1nce I 
\ ould be O\'crwh lmed b a coral -.cnr;e of 
idenrificarion with rhe characrer I wa 
dancing-my dance and rhe dan e became 
one. It alw. y left me omplctel tunned, in 
awe f the pov er of d.in e". 

rear dan e, he ay "i fr m the 
body'', 1t' \ hac he' drawn b>·, what he 
love . "It i , hen 14 dan er' go t 

an01her place-it' v hat happened la t 

night in In The pper Room-14 dancers 
were tran p reed onsrage by what rhey 
v ere doing, g1\'111g them su h plea ure. 
The d,rn er ' plen ure i what the 
audienl:e feels-twi e a mu h. The 
audien c's plea~ur in dance lie. in that 
e citem nr, rhat purity, ,vhi h an t e in 
any ktnd of work.~ 

Ro~ creHon i motivated . nd informed 
by hi kmet1 e penen c, hi nonon f 
inrelligen c pring from rhat urcc.·, a 
d e hi • dminisrrarive in tin c. Jn putring 
together a program he ay he "i guided by 
mu i " • lmo,t, I thmk, 111 the war char a 
dan •r•., performan e m a baller would be. 
And he rhink that iL i fair enough for a 
Jan r' arc to move a choreographer. I le 
b·hcvc rhar the choreograph, proce , 
work he r "when a horeographer find m 
a dancer a mu e, rather rhan trying ro 
impo,e their per onal dan~e on ,1 danct!r. If 
a move is well i.;o-orJmaccJ a good 
chort!OAraphcr g, wirh tt, draw ir our 
and dcn.•lop~ 1t". In orhcr word\, the he\t 
in a dancer will hring our rhe he,1 in .1 

choreogra pht"r. 
And Ro , crt!cron i!> dancing wdl now, 

in hi role a Executl\'C polio. Hi co­
ordmarion of a program by wylJ Tharp, 

rephen Ba}ne, and rephen Page 
(chorcogrophmg Rite of prmg at tr ccon· 
uggesrion u ing Bangarra and _B dan er ) 

i an acriv1ti t piece of later.ii chinking 
about hi rory and comcmpuranciry, culture 
and dan e. lr ould, if it reache i 
pr mi e al b an ouc randin ample of 

p llonian incellig n e in clan e. 

KJ1ren Pear/mm, is a dancer, choreograpber, 
rvriter and (ilmmaker. 

Dancers are Space Eaters 
directions in independent dance 

September 2 - 21 1997 
-• ... ,:. · A \ • .,,, • 

Dancers are S Eate s focuses on independent dance • 
and movement practice bringing the best of Australia·s · 

1nderrendenl dance artists lo Perth lo workshop. perform I 
discuss and view each others work Work shops led by 

Jennifer Monsoon Kate Champion. Ros Crisp & Jim Hughes ,... 

For info or workshop registration. 
\ contact Shane Colquhoun pH: 08 9227 

Perth Institute of Contemp~rarv Arts • • 
51 James Street. Perth Cultural Cent~e GPO Box P1221. Perth. YJA, 6001 

· · hllp://www.lmago com.aufpica email :pica@iin·e1.ne1.au 
TEL 08 9227 6144 FAX 08 9227 6539 BOOKINGS 08 ·9227 9339 

lo .I • I • • "'' 
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Rapture and rhythm 
urray Bramv ell 11 new ork from L ioh ar r 11 and an er 

Q11i1•er, the new program from Leigh 
arrcn and Dane i onrinuing vid n e 

of rhc company invenrion and e ellencc. 
~ irh la r year' r rum ea n of K.li11ghoffer 
and n w, th unveiling f tw ontrasting 
w rks, himmer and werue, Leigh Warren' 
i nature arc becominglr in rea inglr 

apparent. His work i di ciplmed, deganr 
and h.1 the added intcnsit) which mu i 
performed li\•e can I ring. \;' ith Klmgbof{er, 
he borr wed ethereal choru from John 

dam ' opera, perfom,cd on rage by a 
core orinrhinn 1nger-;. For h1111111er h 

ha u d the sparkling playin, of the 
u rralian mng Quarter :inu in. wen,e, rhe 

frenetic rhythms of cabaret favourm.· Pablo 
Per u o. 

nder rhc rutiny of Roberr Hugh 
film-maker en Burn • nd orhcr , eh 
hakcr m vemenr ha received renewed 

attention f r i minimali t ingenuity, ir 
diligcn e and apparendy crcnc orhcr• 
worldlinc . o longer inta t-
un urpri ingl after rcn generation of 
planned celiba •- the m r enduring 
legacic of the on e-rhriving and financially 
ucce ful haker mmunitte are their 

quilts and olle table hair . nd, uf 
our e, their el qu nt wirne to the 

radian e of belief. 

Leigh Warren' plendidly a ured 
hore graphy u c rhe dan crs in pair Jnd 

gender d rhrec~. There are cchoe of 1uare 
<lance trope a rhe form parallel line and 
dance in pr file, moving enticingly clo c 

hut rerainin mod r di,rancc. op lir by 
,eoff obham the dan er move under 

Leigh Warren and Dancers ,n sn,mmer 

playing of rhe quarrcr-i fluid and 
unacc unrably affe ring. 

enrral to the ucce arc lary M or'' 
o tumc - ilky, iron grey frock sm k 

with yell \ -g Id lining which I utton ro 
rhe navel and then flow aero nd aw y 
from rhe body with notably erotic 
ambiguiry. Powerfully dramari ing rhe 
ren i n f religiou cc tac_, th o ·cume 
arry horh male and female igmfi arion, 

puritan on ealmenr and then-unbuttoned 
ver the dan ·er ' fie h-roned body 

Complex paths 
n r Bri khill r p nd ro new \ rk b 

tra and Tre or Parr i k at r enm.ill 
Heal f r n 

• 
ue Hcaley's 

own hi rory rarr 
with baller. In June, 
The ne xrra 

omp ny presented 
her uite lip 'd at 
The Performan e 

pace bur I wa 
happy to have een 
it fir t in rehe r I 
a week earlier, 
pri r t the 
addition of 
co tum and er. 
There' omeching 
pccial in rhe 

feark· · ne , and 
Nicole Johnston, Michelle Heaven and Luke Smiles in Su11e Sllp 'd Brenaan Read ea c of rehear al, 

The iJe:1 hchind reen ~.till' 1997 
pm~r;un, 11 •mage ,rnd I lcrc y, is timely. 
·1 h ·rc·s a feeling in rhe air; dancer looking 
h,tck to ,cc rhcir tr.1ck~ ,rrcn.hing hch111d 
1h1:111 into rh, J,~rnnce. PcrhJp, the} , ·d.. 
proof rh.ir rhc~ · ·c n:.tll} i:,:one somewhere. 
l hl· ,uhit·a 111.trr,·r of mu •h rc~l'nt \\ ork, .11 
<,ncn 11ll .111J 111 s,Jnc,, ,., 111dccd 11,·cJ 
h1,1111, •. rnd \\l''n ,hm\11 rh,·, · tr.,~i..~. 
p.11h, of ·omplt· t·nde.nrn1r, t't1tw111111i;: 
pt'r on 11 .111 I pr11tr ,umal e ;-i, m•nu .• 1 

d r. 1l<'d .111d pm ,ll( h1,ron nt ~rov. mg UJ 
.1nd l 1tl111F, 111 •• rn cml od111w111 ot r.1t1. 

where sequen e 
and physi al relation,hip, ,ire ~nil 
omewhat open-ended, \\ ithour rill' fixity 

rh.ir perfonnan e require,. In the nr .. r trio, 
rhe d.rnn·r, rook the I ch,n 1our.1l and 
srylt 11c clc~.,n,e of I 7 th ..:cnrur~ I rend, 
,ourr dance, rhro,\ ·lll!! ,r (.111tl l ',Kh orhl·r) 
.1ro1111J the ,p.i..10u, lun.> ~ruJi11, w1rh ., 
,1uick. ,\,·t·c1 undcr,r.Hc:ml nt \~hid1 I died 
the fo,r. ,lirpcr~ ,·om1 lt1..11,·d pn:,i.wn 
Jc:n1,1nJ,·d lw the ,horc11gr.1pln. I or 
~111111 Olll' ,, ho kno\\., b.1ll1 r, .1 hglu tth of 
thl· hill, '1 glJllClll)! C"f>,1/rl /1/t"II/, 1 ,uudcn 
fluttrr ol h rnd •• ill rn1hod~ ,1 \\ orl1I of 

to ·king -unexpt·CtCll ,e . ual .1bandon. 
he mowmenr parallel rhesc Ju.1liries. 

The cl:111 er , in di,1gon.1I form.ltl()O, \ ork 
in reperitivc hoeing .rn I cho1 ping 
m \'emenr~. or, h.111d, prayerfully l,1 pcd. 
rocare 1hcir elbo, ~ 111 undulating rhythm. 

be, here, when rhey rai~e rhcir arm\. full 
,tr •r,h, roll along rh • floor leg o er leg, M 

d.111cc in h.1lleric pairs, they a.:hic\'c .1 
onrra ring ~ern,ualiry-cnhan.:ed by 
obham' burrery liglmng, 1he throat) 

repetition of cellist Jani aurs :rnd ·1inor 
Le~1 · fluttery piuicaro. 

lm11111cr is a fine work and mu I r.rnk 
among \'(1,trrcn'!i mosr ac1:ompli hed. 

,1refully onceivcd, inrclligenrly de!.igned 
rand bc.rnrifullr perform •d wtrh \olo . from 

Grant Nowell 

im Hale -Mc arthur and duets from 
aba Buday and Ra hel Jen n, ir u es 

Ko hnc' appealin c mp iri n to ood 
feet. Thi production i beaurifull · framed 

from the p ning fugue to rh final 
re ratement of the mu i al theme and then 
th curtam image of dan er and mu ician 
garhered mid rage a rop pot fade ro a 
be koning ide lighr: bimmer exploit rh 
confli t of intro pecri n and worldline 
of piety nnd a kind of plea ure, which may 
he c rer bur never guilry. 

ml"aning, both then and now, within whi h 
the dan er · o i,,I and profes ional live 
are played our. 

The c ond half pre enred a kind of 
dramati confronrarion: rwo new dan er , 
nc, style, ne, marerial. ith rhe addition 
f et and co cume in performan e I ould 

barely shake the harks and the Je.r our of 
01) ' head, as ubrle po rure bec1me a ocial 
curren no le e treme rhan rhar of l 7th 
cnrury. Boch horeograph and da ncing in 

the first se tion were hard to fault, and 
while the ugge tion of dr. mati narrative 
might have b en a per ua i e guide, I 
preferred rhe m re 'a srract' interr garion 
of dan erly ritual whi h wa b coming 
vi ible prior t rhe ompli ations pre nted 
by raging for performan e. 

ome work ar reen Mill ecmed t 
embod a kind of arri ri coming of age. 
Trevor P::ttri k' olo . 011ti11e11tal Drift 
wa one of the e. performed a part f 
Dance\ ork' presentation of Leap of 
Fait/J. The weighr and pa rho of rhi work 
carche you by realrh. mall word , 
phra e , gc rurcs a cumulare and p. ck 
down, like trara in a land ma s. I le hifrs 
idC\ ay , black- rnred, aero ,· rh sragc, 

backed by burnt orange creen . I le bumps 
up ;1g.1in t hadow, unknown experience, 
unril tt re ·cc.le~. I Ii mo\'emcnt is clc,10, the 
tc ·r ,imple hur pcrva,1ve. He spe,1ks of 
c,pencnc,, e\·cnr, which fll\l happen, 
\\ .n , of l1•arning tO do and ro he: prugrc ~ 
thniugh life i, me.1M1rcd h) .ir1 

.1.:.immL111on o( ,u ·h Hcnc,, which by 
rht m~dn·, do n11t pro,·1c.lc a 1ual c.lirect1on. 
Thi." h.1pe o hi, lilr h ·,oOle!. ,impl" <loin!! 
\\ h.ir lw h.h don . gomg \\ hcH' hl· h.1' 
gone. -J, nst· cp,,oJ ~ of c pertcn " 

B. eonrr.1 1 wen 't' i · ., 111 r.11-
rartling. raiko drumming d,~pl,H· of 
athll'ticic,m ,ind grunge ~q le. From 
hehinu the curtain\ e hc.1r rhl· !,()11110', 

of hc.1 r pinning chrnmc plJtc, 
\\ohhling into ilentl '. Then ,h rhe 
curt.tin lifrs we ,ee Ben Green. fo<,h 
,reen and ,r eg n<lre\Cll, .1k.1 P.1hlo 

Per u!,,n, !,trapping on a v,1ricty of 
huhcap from ing wood to N1 ,,111 

Bluebird and tapdogging up .1 rnrm. 
The dancer . in sk.itcboard hagg1c . 

hla ·k vinrl hor panr • le.irhcr and 
leopard ~kin, enter hrnw ing ncwsp,1per 
,ts they non h.1 l.rncl Ma k rh m .. ch c~ 1111 
one Jnurhl•r. 1-\ rhc h.rnJ rake up Jrum 
kir ,u the h:1ck of rhc ~rngc the J.inccr 
beg111 tu lap cad1 other \\ tth rht· p.1pcr 
emng up repcrition .1nd ~)lllllp,11ion,. 

lr i rcmini~ enr of tomp. Luke 
,rc ·swell' kirchcn ..:upboard of found-

und, hut . wcri•e ha~ plenq ir., O\\ n 
Lrng al> \ el I. 

Lit Im from the ~ide of rhe rage and 
rhen wa hed in henvy s arlec Jnd 
rorquoi e, rhe dancer meld \ 1th rhe 
rh rhm . n an ular e uberant lo 
from Delia ilvan i folio\ ed by a trio of 
r, pping garba e bin then anorher bur t 
from Rachel Jen on and ome 
breakdan e variant fr m Peter heedy 
and John Learhart. 

The "auto n -erori motif onrinue from 
hub ab co tyre ro rraffi a Pablo Percu o 
take up drumming ration in rilted-ba k 
ar ear while rhe d. n r let rip in a blaze 

of fo t and idelighrs. 
werve move inro high gear for rh 

fourth ection, Head 11, with thunderous 
drumming, pli cd-in highwa re hing 
and chore graphy ready co ra h rhr ugh 
to ronenber . 

Leigh arren and Dan er ha e 
compiled a program b rh meditarive nd 
hi h cane. For many the u tain d energ, 
of wervc is the high poinr. I fowever, for 
all it re hnique it is more fizz than 
ub ranee. Bur th e haker doing their 
himmer ... ? ell, chat's a r ad mu h le 1, 

travelled. 

u1ver Leigh ~ arre11 and Dancers, 
orwood Town Hall, Adelaide, J1111e -0-2 

Trevor Patrick In Leap of Faith Jett Busby 

packing dO\ n into a pathway of orr . 
\; hen the rher ide f rhe rage i 
reached, rhe end of rhe road, he has 
leared thar pace of hadow. and the 

ground i firm, markin a pla e of 
e pcricnce, or u a wdl, berw en rhe 
acred and the profane. 

• uitc lip' eJ . by lit ' lf e,iley. T/11: Ont· 
Fxtr,1 C.11111/hJII). The Per/om1a11c 'p,1a. 
}ttll<'-]uly /997 

( ontmcnt;1I Drilt. bv Trcmr [' rtr1ck, [)art 
of D,111c,11l'nrk ·~ Leap uf f a11h, C,ri:e11 J,// 
h-st11•.1/, )1111('-)11/y I <>V 
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Panic (at) Hatched 
ean han ur ork nd i u at the tiona l raduare h 

ur 

and 

gradu, re work dcalr wirh thi topi al 
noti n. hi qu rion wa unf rtunarel n t 
fully addrc ed at the ympo ium; 
ne errhelc per i t. Are the 

to on ider. The danger f perf rming to 

et cu pre ribed b in titutional criteria 
lies in the . ancrionin of' afe' art 
en conced within a model of permi ible 
dial gue. While man of rhe work · in the 
e hibirion pay di app inring lip ervi . 
• rticularing cogent commentarie and/or 
polemi u rained by formally and 
on eptu, II re lved , ork , rh re are 
e eral notable ex eprion . 

at PI 

ar rhe end of rhe pace i elecrr nicall 
triggered by the pr ence f the ie\ er to 

continually feature live· fo cage of rhe 
'intruder' unril s/he leav the pace. The 
per ive ense of being war hed may b 
a iaced a rdin, to Bradley, wirh "the 
ever burg ning ial impli ation of 
urveillan e wirhin cbe publi domain" 

(Hatched atol ue). urveillance 
phenom na attest to a virrual ocial c nrrol. 

re the angry 
about emergent ondition ? re the even 
aware of the world beyond inceriori cd 

Effigies by Mmka Gillian. graduate School of Art. Untvers,ty of Tasman,a. Hobart 

di logue ? ore di tre ingly, are their 
lecture on r ant and equipped to deal 
with ontemporary i ue b ond tenured 
(if luck ) mforr zone ·? rrainl the 
poor attendance at the mp ium did 11 t 
augur well-ar lea ton the part of the local 
Perth c mmuniry. If anything, the 
orr lation b,t\ ecn art pr du ri n and it 

in rirurional onrcxt need to h addr ed 
in all ic rop1 :ii urgency. 

r the Hatched cxhibiti n, the 
heterogeneity of tyle and media alone 
(from oil painring to multimedia rt, from 
te til and paper-ha d , ork to 

elecrroni in tallarion ) arrc t to an 
indexical range of onrcmporary art 
produ ed b. emer •ing arti t . har rhe 
a cmbled work are t timony to 
prevailin conrcmporary paradigm of 
:mi ti form , media and pres ncacion i 
undeni ble. here remain however rhe 
, rrcndanr quc ri n of evaluating and 
interpreting rhe work parri ularly when 
funding allo ari n more than e er before 
require qu Ii icarion and quantific tion in 
term of pcrforman e mea urem nr rit ria. 

h w rk 'perform' to urrenr idiom and 
pe ration . There are pitfall , f cour e 

t, I I I. f It I 

STlllS ARTISTS ON VIEW 
Part_; July 16 to 11g 11 I 0 

far ll ~ hibici n b for r openm m r 

S,i/1.i-C:11/li I)' 

16 rJi-::11bf'!lt Strl'N. 
P11rlrli11[!IIJII !(}! f 

l\'rr/-, Ill 

11.11,, - fu1£Jp111 
(t1!) 933 / 777_:; 

ri an object , mobilising 
a comple di our e abom rran - ulrural 
e change. re the e effigie e ample of 
erhnographi comm dificarion or 
a ffirmarion of ethnographic 
identificarion? The onringencie of 
ros -cultural interprerarivc probh:mati 

are highlighted. 
One of the more pre ing agendas \ ithin 

urrent er !>-cultural managemenr and 
negotiation i ucs i the need to develop a 
framework for culturally relevanr 
edu arion. The rud •nr dem graphi I not 
monoculrural. Keynote ympo ium speaker 
:ual Rizvi. Profe or o Edu arion at 

Har hed: I ealrhw arional raduat 
how 199 , f>erth /11.Slitute of 
011/emporary Arts, June 6-]11/)1 ; 111d 

symposium, J1me 6-7. 

Dean .ban 1s.a 1,er(nrma11ci: artist 111d 
lecturer in vi 11al art theory 111 the d](Jo/ of 
Visual Arts, WA c ulem • of Performing 
Arts, "dith Ol(lt111 11iversity. He is Joint 

oordi11ator of tbe Acadc111 ' based 
cmtemponry /11do Asian Arts Rese,1rc/1 
mt curre11tly rescarcbmg cross-c11lt11r,1I 

pedagog,•. 
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I'm not quite sure whether Natalie Billing's installation Record Room should be described as a self-portrait or an 
autobiography. It is certainly a work of writing, one that would probably survive quite well in book form, but there·s 
more to It than that In simple terms. the piece is made up of the staged scene of the writing of a set of recorded 
memories, each typed out on its own numbered sheet torn from a Tudor Recordall Counter Book In the centre 
of the room sit the desk, the chair, the brassy gold Olympia typewriter, and the stacks of used, and yet to be used 
Counter Books. On the walls are the dated and simply tilled records. A ladder leans against the wall-not so much 
a part of the staged scene, as to help viewers read those texts placed high up near the ceiling. 
The individual texts are mostly very simple. even banal. They present hundreds of small memories from 1976 
(when the narrator was about three) to 1987 ( ~hen the narrator first tned on contact lenses). The texts are 
neither literary nor Is there any sense that these are s1gmhcant memones. They are incidents, almost all of 
them starting the same way; ·1 remember .. " 
01 course, while we can assume that this Is an account of the early hie of the artist. there Is also nothing to say 
that this is not a complex invented hie we are encountering-with its trips to Brisbane. incidents in the art class. 
moments trying on a dress or going for a 
swim at night as a small child Of course 
there are other characters. and something of 
a sense of place is evoked. but what makes 
this both a simple realist narrative (despite 
its form). and a long poem about growing 
up. Is the unevenness of incident and 
recollection-and the way we hll the gaps m 
the record Peter Anderson 

Record Room. Natalie 8111mg. 
Soapbox Gallery. Bnsbane. July 11-30 

Paul Brown Is an artist interested in pattern, permutation and unpred1ctab1lity To some extent his work has the 
look of plaster or pressed metal ceiling patterns abstract llled surfaces. the confusing dIstortIons of a 
swimming pool surface or the npples left by a receding tide 
But in descnbing Brown's work in this way I'm taking the same easy route that might have allowed me to 
explain an abstract painting by pointing to things in the world. rather than to the mtersectIon of matenals. 
surfaces and the techniques of applying paint. I'm trying to make 11 into a representation of something to make 
11 other than what 11 Is 
To be lair. the Illies Brown has given his works lead me this way Sw,mmmg Pool. Ceiltng Detail Dancer 
This Is one of the things I find quite interesting about the work Having made art with computer hardware 

Paul Brown. Dreamt,me, 1995, Iris print, 50 x 50cm 

'• 

and software since the mId· 70s 
Brown Is not an artist who has just 
discovered what can be done with a 
Mac. What's more. he's still happy to 
present images as prints m limited 
editions of 20. while at the same lime 
exh1b1t1ng an interactive CO-ROM. 
lnfm,te Permutattons V 2 0 (which 
looks like ii provided the 'plate' for 
The Deluge) 
In a way this Is a very simple 
exhibition. but one which has at its 
heart a question about where the 
work is made. and who (or what) 
makes it It's also about the evolution 
of an artist's engagement with 
pattern and 1mprov1salion-th1s isn't 
jazz. it's trance. 

Peter Anderson 

Alien Spaces. Paul Brown. Gilchrtsl 
Galleries. Br,sbane. May 22- June 22 

Sport 
TOOTH AND CLAW TEE OFF 

ith Jack Rufo \J ith i nne In h 

ike Ty on' year-long u pen i n fr m Teeing off 
boxing po a major problem: \ har do \ c 
do \ irh him for 12 month ? Iron Mike i a 
man of many parr ·--on more, in facr, rhan 
his la r oppon nr - ander Holyfield, o ir 
houldn'r be roo hard ro find him an 

alrernarivr oc upari n. 
irh hi proven kill in ear-hiri ng rugl y 

union i an obviou choice, bur he would 
find e perien ed fellow hirer wairing for 
him in the crum . Berrer r re-dire r hi 

Bur realt tic.illy, Mike· po~ er mu r be 
u ed in the port where he's needed mpsr: 
che . Pur him in K,1 parov' corner for the 
r -mat h , 11h Deep Blue, and rhe human 
race might ju t have a han e. The 
computer b ffins would c wer bef re hi 
f ro iou~ gaze, and Deep Blue 1r elf would 
throw in the rowel, fearful of it. trembling 
cir uir l eing hirren and spar our in one 
alm,ght . chomp! 

an albarro . 
It' o Au tralian. I an't , air 
move from ugly po ters to ugly orporare 
logos, ugly merchandi e and, inevitably, ugly 
sporr~. eightltftmg, for in t.mce, m co 
Jrtracr a shorr-arsed, hairr, wear. sorr o a 
per on· printer are all kin and bone and 
have no dre en e; rower go red; \ 11nm r~ 
get wet; the marathon i a di u tmg d1 pi y 
of human ind1g111ry. Lee' face it, only I en, 
know how ro h w ff a range of 
coordinared sportsweu and ro be , iciously 
comperirive hile keeping rhem In· ni e. 

AUSTRALIA'S 
EMERGING ARTISTS 
ON SHOW 
EVA cont nues to be at the forefron of 

Aus ralia's quest to develop young emerging 

artists. You'll see an exh1b1 ,on of vibrancy 

and e cItement e pressed in paintings. 

ceramics. sculpture. decorative art and 

works on paper. 

Feel the energy of Emerging Visual Art 

when I again goes on display In Adelaide. 

When: E h1b1t 1on and Sales Sat 23rd 

August to Sun 3 I st August I I am -

5pm Mon - Fn 12pm - 4pm Sat - Sun 

Where: Wyatt Hall . 

Pulteney Grammar School, 

190 Sout h Terrace Adela ide. 

Opening Night: Friday 22nd Augus 

at 6.30pm. Tickets available from 

Christine Henshall Phone : 8216 5552 . 

Fax: 82 16 5588 

Proudly sponsored by 

-w:f ma/ag/il~ 
OICHAJi11tllJIT llf,O/\llJl 'IOiJl1Y 

',.' .. ' 
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RealTime at LIFT97 
ln1roduction 

Lucy eal, one of the dire 
London lnrern,uional Fesrival uf heatre, 
~.,w Re,1IT1111l' ar , ork Jt the I 96 delaidl· 
Fc~cival of chc rt • liked whar h \,1w and 
im·ir d u rn LITT 7, a dM111cti\el cro 
cultural f~·~nval explorattvel)· pread a ros~ 
London in J ,•ariet} of iu:~ and theatre and 
111duding ·ommun11y and ·outh •uricnted 
prowcrs a ,, ell a, major internJtlllnal 
performance . At 4 . 0pm c,·cr • weekday, 
mosrl ar rhe Royal ourr p,;rmr~ in 1r 
c mpor:iry horn at rhe Amh.1 ador hc3tre, 
a program of 90 mmmc D.11ly O1alogue 
oordinarcd b 1\lan Read provided a fesrival 

fo ·u for 3m rs and aud1cn c and , a , 
m,,re oft ·n thJn not, omfortably condu t d 
in the bar fo ·er. team of i. u rralian 
wnrcrs (Lmd11 Marie W:ilker, Zsu,sann11 
ol o lay, e. ley no h, Richard Murphet 

Kc-1th 11lla h, Virgini Ba rer) worked , irh 
three Briti h wrner (direcror lndhu 
Ruba ingham. din~cr rand film-mak r Zahid 
I ar, , rit r ahriel ,badamosi) our of the 
LIFT offi e. , our hot I in High Holb rn and 
in pub and caf to produ e four Rea/T1111e 
over four week.. e travelled pr dig1ous 
<li tan e bove and under ground, 
di covered n di erenr London from th one 
we thought we kne, , ucces i\•cly lo t and 
regained our h alth, wimc~ ed om e cllenr 
and mmguin pro<lu rion , enjoyed the 
ompany o our e nval ho\r and met 

nrri r , nrri ri dire ror , onsulrnnr , 
acndemi , ther u rrali3n arri t pa ing 
through, nd enjoyed the mood f auriou 

primi m L ndon artists were f eling after 
the Ma election. 

The following ·ele tion i ab ut a 

quarter f th ourput f the nine , rirer 
(n r all of whom w rked , ith u the 
whole four week ), but h uld nvey rhe 
feel f the fe rival and parci ularl the 
rheme and I ue pursued by the writer 
the nature of LI , ir enga ement with 
the ciry ro cu lrural meaning and. 
e p cially. th Rea/Time pr o cupation 
\ irh the narur o the audience' 
e ·perience o a work and rhe cumulative 
engagement phy icall emo11onall and 
arri rically w1rh a fe [!Val. 

If •ou want to read more of our re,pon e 
to LIF 7, visit our websire whi h hold .ill 
four i ,u 5: http://www.rt1r11earrs.roml 
-openCit)' 

Don't fc-d )'ou·ve mis ed out on ome of 
the be r , ork 111 LIFT -there , ere rrong 
rum ur at the fe rival that rgcntina' De 

a uarda, with l'eriodo Villa ,Ila, rhe 
·eh.tu piclhau Deur he Thear r Hamburg, 

wirh trmde u/1 and aburo e h1gawara 
with / wa real-duc11me11t , will be c uring 

u crahan fe rival in 19 . ~ hile the 
Te hig, ara didn't plea e everyone ( ome of 
u f und the work he'd evolved over a long 
rerm , ith a mall group of young Briri h 
dan er in tep more impre ive), tunde 

111/ and Periodo Villa 1/la hav to b seen 
co be belie ed. 

caging memor and desire: Richard 
K'~ r (The Village), by J shua obo l, 

mpan , The L ri , Hamm rsmith, 

The crea tive a r in K'far re ult from a 
combinati n of m mory and de ire (are rhe 
ever far apart?). Yo i, the grnvedi ger, rhe 
urvi or, attempts rhr ugh rai ing the 

vilJager f hi youth from their grave , to 
recapture fleeringly a rime of pea e before 
the water hed in modern Jewish hi tory: 
when the oa i of c.alm midst the orange 
grove of Pale rine was shattered forever by 
the impending arrival of Rommel' rr op , 
by the new of the Holo au r filtering 
through, and b)' the severing through 
territorial truggle, of the eemingly 
harmoniou relat ion between Jew and Arab . 
The journe)' ba k is deliberately ambulatory, 
non-dra mati , with the op n feel fan pie 
bur inrerla ed , irh rhe mira ulou ly 
in ignifi 3nr detail of daily livin rhat 
memory trea ure (' ... living their mo t 
beautiful moment when almo t norhing wa 
raking pla e', obol). 

verviewing the whole proceedi,,gs from 
Ins pos1tio11 on the backdr p. the huge fi ure 

of c1 10,111 clnld look out at us with the 
fa,11test uf s1111/c, as he floats hagt1/l-/,ke <)Iler 
<1 landscape of fields and donkeys. 

o si, rhe cternall youth ul pror:igonist of 
the play i. able roe I t 111 a on tandy 
optim1 ri pre nr through the im:rea ingl · 
ten e rin1e the pla him at be ·,1u,e he too 
float~ as the world turn~ around his \'illJge, 
ne\'er quire much111g OJ t', in rhe bh full 
un ommmed but politically unreal late of the 
imple fool. 

8e11e,11h, l,e the S1111ds of P,1/estme ,md 11 

dry rass, clwtered l1kl' p11h1c /Jc11r or a head 
full of cobwebs. 

his i the terrain of rhe illi ir, the female 
(in a lac ene a earch through the foliage 
turn up itc1m like a u pender belt and a 
fish) and rhe anunal. Yo i i plir 
p )' hi ally herween hi n o animal 

ulmate : the goar, playful and with ut 
are, and rhe rurke y, full fang t yn1 1 m 

and eroti i m. The potential personal and 
ocial of rhar douhle drive i never quite 

re.111 d in 1h pla . 

uttmg its me.'Corable pattem aero s tlie 
gro,md, a revolumg platform tr,JCes t/Je 
perimeter of ,1 circle, w1thi11 which spro uts a 
i1111gle of dry grass. Tins r,rc/e 011 the move 
bums into the rctma-a metaphor of the 
action of the plJ 1• 

In thi )'Oung village f di parace refugee , 
the circle i rhe image f the c mmunali in 
for e, the a eprance fall a equal, the round 
table, the meeting round rile camp re, rhe 
orrobor ·c. 

The fa r that it i mo ing 
underlying ren ion to thi 
thi le\•el, the circle i the pa age of time 
and tO that 1rre I tible force even the 
optimi m of Yo i ha no an wer. hen ir i 
moving chara cer mu t walk again r it 
dire rion t remain in the one por; if rhe>• 
pau e f r a econd 10 think or onver e, rhey 
are , epr ff and ut. It cop o ea ionall 
t allo, an en ounrer ro be revi~1red, but 
rhe image thac remam , ich me i that of 
people walking re olutely bur ineffectively 
agai1 r rhe cir ular now, as if tr in like the 
pla to h Id ur again r rhe di appearan e 
of the pa r. In rhe Ii hr f, har ha be me 
of that Pait· riman/1 rneli village. the pa age 
of time that th rage depict can only be 
~c-en ns a rrag1 <>re , Thi i nor perhap 
how obol would want it read, but the 
moving cir le provide a conni rual 
r i ta nee rhar 1s ne e ary if hi , return trip 
ro lo r mnoc nee i not ro uccumb to rhe 
temptation o qu:unr no talgi:. rhat rhreatcn 
ro over ome 1t. 

n re on cran larion: emor i 
ir ular, rebounding 10 the rcmcmb rer, and 
piralling out beyond the pro cenium inro 

rhe laugh re.r and ilea e of the largely older 
generation Jewi h audien e. A communal 
memori ing wa taking pla e. I low doe an 

u ie reviewer plug into chat 
Ru ian/Hebre, ommunal emor -
ining in the Lyric Hammer mith with the 

di pa ionare voi e of the how' ingle 
tran laror hooked into my right e. r? Well, 
th e lingui tic di ran e ir If had it own 
trang e power-a in th cene of th new 

of the Holo au t. hi wa in fa t a cene of 
tran lat ion: a young woman arrive from 

urope into tbe as yet ignorant, inn ent 
village filled with the grievou new of the 
death of her hu band nd all his rel rive in 
rhe de th camp . he cannot speak Hebrew 
and her tale i.s tran laced to the villagers, a 
he tell it, by che dead man ' i ter . Thi 

places u ar one remove from the horror­
allows it to creep in a ide door Lll read of 
bearing at rhe portal. dd to th.i th fact 
that the earphone tran lation began 
rran laring only the Hebrew si rer and then 
a he wa over ome by grief wir hed to 
tran lacing traighr from rhe Ru ian 
refugee, Thi wa , in it combina tion of 
vi ual impli it , narrative indire rne and 
ommunica cive complexity, ho kingly 

real-the g p of rran lnrion defamiliari ing 
a rale heard man time , pc viding pace for 
m own imaginati n to flll. 

Journey to 1he East 

ne t bi and two chair : 
Linda am: alk r 

)01m1ey To The &ist, Part l, urared b 
anny Yung, organi d b)• Zuni I o hedron, 

I , June 

The 1r t ho, e: jo11mey To The East 
opening night, at the I theatre, jusr through 
the door from the bar, where cw York mixers 

undlab are doing a night of "cut pa ·re 
beat , drum ba , and dubbed our funk". 

journey i t of eighr horr pl3)' in r, o 
pr gram from "The hine e Dia pora 
(Beijing, Hon K n , Taipei)~. ea h written in 
r pon e to the end f olonial rule in H ng 
Kong, and a h u ing the randard qmg 

pera ser of one table and cwo hair , and 
ea h about a panicular cypc of cultural 
viol nee or violation some rt of deep 
interf rence with/rob d and ul. 

(The mu i m1 ing, an evc-nt, 1s rr ngely 
alml h •pn ri .ill · about the language of · 

·damage', o findmg v ice--to make on e 
more, co make o er, co make new-o 
rem mbermg, o a r ee where memory and 
fie h are and ould be, and ro tou h eh in 1de 
of the bod)•, e pe iall , the bearr-mu ic a 
fluid and pul e, sa . ·n,e e car he and 
rh thms are all around in all th ari u 
form of e pre sion, and I hould ha e stayed 
I nger ro Ii ten, after the how.) 

The four works of tbis first program 
addr i u of rran lation in the broade t 

sense. How does ne tell the infinite way in 
wh.i h individual are marked b their culrure. 

nd how does one a viewer and Ii tener ome 
ro rhar. wait with rhat, \ herhc-r in the theatre 
or not, and make n of it, or perhap not 

n ea much a will and willingne . How 
d ' a communiry rell another ommunicy 
whar it i ? e d rhi nsranrly gradua lly, if 
we imagine the per on nearest us is a 
c mmunity. And although we attend to lheir 
voice and g rure , it i inevitable we will be 
mi taken and perhap only hear our own 
voice anyway. This too is crucial, a it i in 
hearing nother o that one can hear one' 
own t ry. o that might be what happen a 
parallel telling, a udden cro ing of path . A 
moment where rran larion i both given and 
received. "J' am li.steni11g to you i to Ii ten co 
your word a omething unique, irredu ible, 

pe ially to my own, a mething new, a yet 
unknown." (lrigaray) 

Play One: Jiu e and Lao Qi-A 1997 
Rhapsody by Edward Yang from Taipei, ha 
a gunman and a 'travel agent ', a euphemi m 
f r T iwan politi ian , vi iring Hong Kong. 
Thi , in all \ ay , takes th hape of known 
power relation a the pa t i revcn ed. 
Peop le are referred co a. number • :md rhcre' 
• ood han e omeone will be killed on the 
eh. ir, and rhe bne a e i the ire o e hange, 

al o familiar. here are me good line 
a o e, performed in Mandarin ), like: 

"The ilcn er wa o I ... n, and" em ra 
i fun ... ", and " ppcar ro urrender the 

meri ,m will never get it". nd then a bit of 
ommon ground i found and over a betel 

nut, an er di olv , 
Pia wo: Reflection of the M 011 011 Er-

q11,w by dward Lam, rom I long K ng, 1 a 

m>et-wi e look at language. Th rnble nd 
chair!> arc u ed here or whac the) ph · icJlly 
are, pla e ro b together and place\ ro be 
apart. They are object, for people. 1 bis 1-. J 
funny and harp work wlui.:h directly rouche<i 
me, be • u e l can't avoid 'you' 1f you talk to 
me nor can you avoid me 1f I talk ro ·you'. 

nd o the language Engli~h. i~ mixed with 
the language nton e and • landarin, and 
there appt'ar magi ally th surreal fo t f 
being a being-from a given ulture ( afc anJ 
olir.1ry). nd rhi naming, ' I am .. .', 1 deeply 

lov d nd re i ted, and i the m hanism b 
whi h we~ e and peak to ea h orher in banal 
and patial dialogue , wbi h arc perh p even 
more banal and spatial when one i wirbin 
and yet out ide of another' language. There i 
tbi exchange about a un et: "lt wa the most 
in redible thing I've ever en", "Oh reall •". 

o, , who i a ing what? I ceing a unset 
banal, or i thinking a sun t banal, banal? 

Play TI1ree: o story about chairs a11d 
rabies b)' i iuyi, from Beijing, rrie one' 
parien e. And rer the parien e wirh whi h 
dev tion i learned mu t be rhe won of all. 
And o the rruggle within thar rhe acruol 
rune f arring, both the ume it rake and the 
timing of it hi tori ally, the impli aci n for 
the imaginarion of elf and sclf-relarion , and 
rhe inevirable repetition i ru ial to 
glimpsing, a a trangcr, the e perience of 
another, withour th u ual ompari on with 
what-1-alread)•-know. The •furniture ' i 
leaned reli •iou ly, and i never dean enough, 

rhc 'air' (the nothing that we breathe) i 
deaned, and then of our e each other. 

owhere to go ro, no word to pla with . 
And o it goe on and on. 

Play Four: Piece by tanley Kwan, from 
Hong Kong, u video footage, voice-over, 
hadow , lid , and the cable and hair . he 

m vement ber, een the e medium i 
omerime fine, metime a, b ard. nd, as 

el ewhere, in film, writing, mu 1 • clan e, che 
ver pers nal, the sire of amazemem, often 
make:. availabl , impl , qu1erl)', JU t what 1t i 
rhat wane ro peak. nd l mu t chen 
ilenr. Perhap hat happen i conrrary 10 

plan, a when a number of •flar' urfa ome 
1 gecher pace itself become urface, and 
chree-dimen ional, and thi wuh ut 'real 
b die . R al bodies, th audi n e, ar given 
space, and there they might appear. ideo in 
eh thearre I ah ay un ati facror in term o 
pre ·en , becau e other lighting inrerfere . 
However, chi i pare o it charm coo, like 
uper- , one i 3\ are of form. And in Piece 

one i aware of all the form at on e. 
What trike me now, uddenly, i h w 

eh c four piece~ might 'I ok' a one, h w 
extraordinary that could be, if thC)' \ ere 
taged imultane u ly, orr of 

choreograph d, mi ed like the ambient mu i 
b ing played in the bar. nd given that we 
are o u ed to the e mi , the 
o erwhelming, and yet ordinary, 
imulraneou input , throu gh walking rreers, 

or irring in afe , the urring together (and 
here I'm un ure of the word ro u e, but rh y 
are to do with a choral or• h ra' approach 
t do with pa e) of rhe epara re work 
might in me ay make even clearer the 
po ibilirie , and diffi ultie , of the brief rhat 
the uracor Danny Yung gave the e director , 

Find ing a place f r The eograpl,y of 
Haunted Places: irginia Ba .ter 

Tbe Geography of Ha11T1ted Places, 
Royal urr Upstairs, June 3 

The travelling body takes da to fall to 
earth. lt' like water, then like lead. It a he 
and rick , m ve on air, clings ro the ground. 
lr run hot and cold, lo e it elf. With a 
uit a e full of eparare I rry co o-orclinate 

my elf on chi n w map, in a new image. To 
omp licare mari:er , th ugh I checked in ar rhe 

hotel y rerday t da the appear to ha e no 
record of my arrival. 

Di appea red and fighting feeling 
di pla cmem, here in the faded plendour of 
the ~ esr End, I remember the fir r rime I nw 
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/ ra ulo . a e11sory experience for 11d1e11ces, 
was a fe tivaf hit but RealTimc writers were 
wary abo11J Jhe claims made for 1t, s Ibey were 
, ith Ali i Rios' a Feria (see our website). ee 

riadn LIFT, p4 ./ 

rticulos, dir red and v rim n b nrique 
argas Taller De In e tiga ion De La Imagen 

ea rral, The Form r oa h rari n, 
l , Jun e 4 

rnean of mov ing matter ( ee para . 6). , 
v hat ro d , play a g. m or be game to play 
( ee para. 10). 

4. Then, to my horror m re than my 
d light, momentarily all v a r vealed r, 
rh need f r a que rion wa larified . t the 
ore of th e work i rhe Taror , an ora le. 

Knowing the Taror a a f rm of 'knowl dg ' 
I wa a ain pla ed inside a que rion cbcr 
than m o n . by u the Tarot? Becau e 
for in ran e, a long time ago a friend , a 
vi ual ani r, u ed a Tarot card for a 
photo raphic work, and all bell b~ ke loo e. 

K coinciden ce, but when I came to 
write about rh r work I was v arned 
threatened, by n of the recipient of th t 

' hell'. rill, \ har kiodn e what g nuine 
intent,, . uld be aligned with thi ora ular 
e ent? nd arritude mak a diff er n e, 
m rrer ( ec para . 3 6) . 

. The point i char ne i the olitar 
'ali ene ' toward whi h perf rmao e i m de, 
and ach alivenes ' i a differ nt rea tur e and 

Th wound and the taint: Zahid Dar put 
Kho/ Do in it art istic and political co nt e t 

Kho/ D o (The Return ) Batt r a Art . ntte , 
June 10 

H \ d a Ja i al 

aya 

ommu.oali rn of rh parririon of India in 
1947. Train rrav lling berw en Amrir r 
and a hor e would depart packed with 
pe pie hangin ont th e ide and irrin 
on rhe roof , but \ ould arrive at th ei r 
de tinarion \ ith their entire pa ng er 
load lau htered. 

ran 

nd 
n, 

ian 
i n ommuniry 

ts in adopting 

All th at ff w : Keim allas ch g ith 
tunde ull . 

tunde 111/, directed by hri toph Marhalcr 
Deuc he hau pielhau Hamburg, Qu n 

lizabeth Hall June 12 

m 

liri ian -in-training m urh their plamude 
of a regenerated po t orld ar II crm.10 •. 
Thi i al o a rempor r , d rmu ory wh ere 
gro , n men lochav~ Jike little b under rhc 



Stunde Null 

trier guidance of a house-mother (the beloved 
rs Zero Hour). Their ritual enaament of 

perry violen e, joke telling, genital in pecti n , 
rheir training in waving, hand- haking and 
ribbon -curring, re onate with Klau 
Theweleir' Male Farttasies (Policy Pre ), a 
th i about the male culture and mal 
edu ri n underpinnings of azi m. He 
de cribe the rigid, authoritarian bo<ly as 
fe3rful f .. 31] char flow K-b die women 
orhcr ra , democracy-bur as also enjoying 
it own conrrolled fluidity in ncimcntaJ 
ong and h mn dirty jokes, parad and 

ma ivc Ao\ ing rallie . 
The ftmde 11ll p liri ian. re ar n e 

powerful (that i a given) and patbeti . Their 
senrimenrality flood out in tear (in choru ), 
rheir ontradicrory me age of guilt and 
denial flood ur in poliri ·al and per nal 
g bbledyg ok. Lo o individual conrrol i 

h ay covered (the one ex prion be ome 
di reed i olared), lo of ollecrivc control i 
ubdued b weer, fluid, ontrolled Romanti 

hymning or pipe in mouth like babie ' 
dummie . They are nor fa i r , bur they are 
dangerou -all the ign are rher . We kn \ 
rhe)• \ ill u cecd; like nrad denauer in 
documentary f rage at the end of 
Fa inder' film The Marriage r,f Maria 
Braun-the will II their mes age ro 
them elve r rman ro the world, and at 
the e pen e of many. nd f: r rhac the are 
brutally ariri ed in timde ull, made piriable 
for I har th y la k and do nor under rand 
he.>1 e er mu h we rmparhi e with the 
momenrs of apparent pain and doubt . They 
are (increa ingl lap rick) lo\ n bur rhey are 
al o, in the end, leeping beaurie (rhe rim 

rimm versi n read to them by Mr Zero 
Hour after they bnrrle their cefu ing bed ) 
wh e beauty will nor ake, wh e anima i 
crapped in thi ket f pr liferarin 
microphone . That rhe opening and framing 
fr nr-of-currain pc eh i I->• a Helmet Kohl­
like figure is a remind r that the Ii f po ·t­
'- orld '. ar II live on in rman politi and 
in che male body. 

e ccrpr from; riadne@LIFT: 
Daily Dialogue Royal ourt D wn rair , June 
I 0. with nriqu arga , ere, ror of 

and p y hotherapi t and writer, u ie 

Enrique • rga i a man of th rhearr 
who, in pired by the Happenings of the 1960 
and then rh in tallarion movement, moved 
inco ne\ territory where he c uld more ea ily 
e pi r id a like "framing silen e" nd ~the 
intelligence of feeling". He poke with 
em rion of the beginning of Oraculos in 
hildhood memory, of the way ir wa 

collaborarivcly created, how each hamber 
the 13byrinth is a "re earch laboratory" and 
how the \ hole thing i " barged" by the 
actively parti ipacing audience. 

Being a little late, I mi d our on a at in 
rhe pa ked auditorium and was u hered 
insrcad ro ;;a ar Qn, rh.e rage be$ide the tar 
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of the how. le can only have been the etti.ng 
and thi odd re-po itioning in the bl:ick box 
char made uddenly urgent the n ed for rage 
bu in . o I found m elf copiou ly n ting 
the language of rhe audien e \ h , given the 
opening, wre tied rh Daily Dial ue ropi 
("Tru r: he lntelli en e of Feeling") from the 
hand of the u ually indefatigable Alan Read, 
forcing him ro play Kilr ilk ("Thank you 
for that") while rhe recounred eh ir pers nal 
tale from eh labyrinth. 

People talked about losing chem elves and 
being taken, bein held-glaring at Ms 

rba h-"unlike p · hoanal i ". They talked 
about moving fr m di rru r t coca.I rru t, of 
bein lifted, of fearing, feeling afe, of fallin , 
of being wonderfully alone and yet linked to 
ome ollecrive on iou n , a virtual 

community; in an mbrace, m rat of lucid 
dreaming and n ar death. blind woman 
poke of it as one of rhe m r r markabl 

experien e of h r life. tbcr. went for as co 
ugge r "radi I un errainry" and even furth r, 
omething "revolutionary" and ~nor like art". 

There ~ a a momentary pau in rhe no, 
when meone a ked, hat happen d ro 
participant who transgre sed (a desire 
e pr d by many bur concained by mo c) or 
ran amok. ne of the a tors e plained rhat if 
people gor to involved, rht')' would be 
ushered co an rher hamber another thearri 
e perien e, or in extreme a e , e acuated 
from rhe labyrinth. impl a th• . 

I mi ed rhe real e perienc of raculos, 
but from the audien e's language I pie ed 
rogerher a work of eh arre with m re 
inreracrion and sen ualicy rhan our average 
theatrical experien c. I al o n d a kind of 
longing whi h er me rhinking , herher rhe 
Ro al ourt' architectural olurion on 
di play our front, irh it .rather mall tudio 

hearrc p tair could adequately onram a 
labyrinth. Day later, watching the exuberant 
Thmgs Fall Apart un mfortably conrain d 
within the gilt pr enium of Th Amba ador 
and earlier in the\ eek, Anna iebrnch' 
\ onderful er i r tu11de 11ll ju t squeezing 
into rhe Queen lizaberh, my fear 
omp unded. 

e crpc from: 03ngerou 
ley no h 

Thi11 s Fall Apart, LIFT 97 e t York hire 
Playhou , Ro al urt Upsmir June 13. 

hat role does 'arrra i n' play within the 
appreciarion of performan e ? 

Things Fall Apart i t ryrelling enlivened 
by ph i aliry and en uality. irh rhe danger 
of a ircu , the pecr:i I of dance, the 
anthropology of rhe rh r, thi pi ce eem co 
beckon a fomiliariry with rhe audien e , hi h 
at rime overrid my need t under rand 
character development and plor. Actor slip in 
and out of torytelling role • woven ro erher 
with narration . I ir in my sear at the Royal 

ourt Up tairs and am tran ported, nor ro the 
bu hi n of fri a. bu in idem elf. The 

percus ive rhythms in yn with heart beats, 
the movement of bodies evokin respon e in 
my mu le , an intense xualiry pumping 
through my vein . 

The "bla kne " and rhe "otherne K 
h ighrens eh attra ion. I \ ant co draw 
imil, ririe with my own truggles/hi torie 

bur re i t the generali ation of bla k 
experien . y bod keep me engaged with 
the work I wanr the performer ro make eye 
onra t with me, I wanr ro be involved, to it 

i.n tbc circle. The '· ci " i captivating. In 
conversation later with fellow RT\ rirer, 
lndhu, we onrinue n argument about ritual 
and rrad1tional material in our work. D we 
u e the e ignifie of differen to attract an 
audience or ro rrul elebrate our ulrural 
heritage? Jn thee reme, I ee touri t-orienred 
performan e whi h manipulate rradirional 
Aboriginal culrure co eli ir re. pon e of 
ymparhy r to romanri i nd h mogeni e 
or politi al and financial gain, bur rarely a 

an ac urare repre enration of the div r 1ty 
\ irhin ommunicie . 

This i dangerous territory and open to 
mi under tanding. I am aware that the image 
of the igeri n bod , the ideology of the 
"no le ava e" and "authentic~ e perien 
are contained in my reading f this \ rk and 
I allow m elf ro wallow here. ly artra ion 
di arm m ther fa ulrie f r a rime and on 
walking home I reali e I have left them 
di engaged and wonder at my mori acion . . 

e ccrpt from: lndhu Ruba in ham on 
uthent:iciry and the earch for orm 

Daily Dialogue , Royal Court 
June 9 & 12 

rhe Dail Dialogue ar the Ro al ourt 
Up rair whi h offer the pportuniry to find 
our , har is happening in the pa e berween 
rhe udi n e and the perform3n e. It' 
illuminatin ro di o er the premi e that if we 
(rhe audien e) d n'r ee ir, then you (rhe 
perform r) have gor it we ng. Bur I wonder 
what i ir that we a rually ec? Do we e 

what we want/de ire/need to see? I the work 
being offered ro u a a hallenge to our 
per eprions r are we imply onfirming our 
pre- onceprion de pice rhe w rk? Taken our 

f it onrext, do we dr wn work from 
abroad wirh our own meaning ? 

At the Daily Dialogue on Monday June 9 
("Di tant: Di overing rhe Other") examining 
rhe Antipodean experi nee and in particular 
whar constimre tb Australian idenriry/body 
and how rhar b dy perceive the Briti h bo<ly 
the onrex and idenritie unded trangel 
famili r. The words may h2ve been di fer nr 

hut their u e wa eh· amc and highlighted for 
mr a fe:ir of Jn • h mo •eni,:iri n o nannn .,1 
idcnmy. '. e learnt from the ,1x>ak r, ( ·ar.th 
Miller. Rob n r her,~ c,le ' E111 ·h. Keith 
.. Ila h, Josephine'. ii on) .1bour rhe 

diver iry .md fluidity of Au,tralian 1dcnri1) 
e ·pre ed arrisricall in n de~ire ro reflect, 
examine iind de on rru r ir cl . 

f course, we agr e \ holchearrcdly, don'r 
we? e don't bel1e\'C in th s, agg ring Paul 
11 an, g'da mare, kan aroo-ridin , ombar• 
h oring u ie. 'e e pect a more comple , 

di,;joinred e. perien e, don't\ e? e're 
ertainl comple here in Bnrarn. 

Bur rhcn rhr e da later ... 
The de ire co ee "aurh nticit K in work 

from all around rhe , orld amc srarkl into 
the Daily Di logue of June 12 ("B lief: Th 
P wer of Rirual") with the creator of Tl,e 7 
tage of r1eui11g. Even \ h n performer, 

Deborah 1ailman and direct r e le Enoch 
!>aid char the pie e , a!, er ;1ted from their joinr 
e perien , me of it was real and ome 
fi titiou , rhe tenor of the que rion a ked and 
not a ked palpably indicated n udience 
d ire for rh c people to be "aurhenri ,. . It 
felt a rhough the \ anred rhem to be holding 
the furure of Aboriginal vision in rheir hand , 
to c me from an ab olme sen e of kn \ in -
not to recognise their arr a revealing or 
earching and dra\ ing from an e lecti ariery 

of ultural our e . Our de ire for aurhenti ity 
was far trong r than our ,need for eeing. e 
, anrcd to be educated rarh r than to 
examine, to seek an wer rather than co 
qu rion. Doe per onal projection swamp 
and uff re work in an international 
t tiv. I? D \ e expect the 'other' ro remain 
raci while we flow from cbou ht to thou hr, 

move on or discard a appr priate? 
har I nori ed i how much we need an 

lndigenou Au tralian mpany to tea h u 
\ hat it's like to be them, co give us an 
authentic repre enration of their lives. lr wa 
hard to ac ept char rhi work \ a ccle tic in 
f rm and ontent, to know that both rhe 
e perience pre enred and the form of th ir 
xpre ion were not horn genou rhar thi 

, as theatre, not therapy, 
Ho mu h hared kn wledge of a nation 

do we need ro under rand the nuan es of its 
ulnire? har prevent the \ ork on how at 

LIFT from imply be ming cultura l exhibits? 
we need to a cepc mor r pon ibiliry a 

an audienc and perhap a wee bir mor 
humility? 

oUective grieving: Zahid Oar 
The 7 tages of Grieving, Ko mba Jdarra 

Indigenou Performing Art 
Batter ea Arr Centre, June 5- 15 

I arrive at rhi performan e wirh fear and 
trepidation ar having to \ rire about a work 
by fellow bla k arti t and knowing the larger 
burden of repr entation placed on coloured 
or black ani globally. le' a double bind: 
one' own ommuniry demand an acce ible 
and autbenri repre enration of a parri ular 
culrure; the mixed audien forth works 
e pe t form and structure a ociared with 
contemporary arc pra i e delivered with rh 
authenri icy of black arti r rooted in cultural 
pecificiry. The truggl.e co meet uch 

competing demand i a problem for dia pori 
communitie and can lead to major di£ 1culrie 
in ne work. 

The 7 tages of Grieving manages to work 
on both level and wirh a pa fon char i 
omerime frightening. It i beaucifuJly raged. 

I compelling tOf)'teJling i nor con eyed a 
rhe narrative of one protagoni t bur a the 
narration of rhe lndigcnou people of a 
ontinenr. Kooemba Jdarra' aesthcri i a 

hybrid of Jndig nou oraJ and phy ical 
corytelling cradirion mixed with the mulri-

layered rextuality of current tern theatre 
practi . There are many t ries entwined in its 
oUa e of visual, vocal and movement imagery. 

n rage a large, suspended block of i e 
melt onto a mound the ize and hape of a 
grave filled with red eanh. The ice ha a 
vi ible internal metallic trucruce a foreboding 
of omerhing terrible that may be relea ed-a 
time bomb. 

When will it happen? hat horror will be 
unlea hed? ill the force be nature, capitali m 
or coloniali m or the juncture in hiStory 
where all that i olid melts into air and lead 
co a path of whole ale deStrucrion or 
de imation of land and communities? 

• co11ti111ted page 46 



RealTime at 
Lln97 
• from page 45 

De 

Breathing in, itting forward: 
o o o Juliana ran i 
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of 
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Te h1 a, ara' / \ a Re,1l-Dorn111e11ts, I 
would not hegrudge him one ond of hi 
time. In fa r I , a willing to wair all night ro 
e wh ther rhi dan er' wn idi ~ n raric 

m vement vocabular would really add up ro 
a chore raph , f r a ompan of ten. Thi 
performan e didn't deliver on th night bur 
then the day after rhe performan e, in a 

nver ation at m door, a pie e fit fell into 
place o it rake rim . 

~ ar hing Juliana Fran ·i n rag 
war hing th udi n e enter, I 
fright and ten minure in, ould almo r m II 
a mix of h tiliry 3nd empath fr m the 
audien e. he i a frenen , loqu 1ous 
performer who I k like he ould JU r keep 
go-g -goin forever, o omplex i rhe 
experien e he i unravelling. Bur, e, 
ont xt an nar h an audience' attention. 

Talk I a problem with mencan p rformer 
working ur id the merkan have a 
repurarion for talking r loud and ro mu h 
and thi an g t m the way. In the p t· how 
talk after on and a half hour of gruelling 
perf rman e, Juliana Fran i aid char onl 
on the advi e of h r mentor Reza bdoh did 
he wme an ending for th1 work. In 
o, a the performer turned her elf in 1d 

out, on tantly on di play for the audien e I 
at fon ard and backward in my hair-as 

well a having the potential to be moved, an 
audi n e ha it own kme rhetic , it move . 
Bnri h- igerian in the audien e for Thing 
I-all Apart nodded throu hour rhe 
performan e. ven further inro Go o Go, I 
en ed chat Juliana ran I had got in 1de the 

audien c and wa~ plitring u m mo and that 
rhi \\J n bad thing. I don't rhmk 1r'· 
1mpl , a matter of ' 1dcnrifi ari n' (that 

particular audien e re pon e could do, uh a 
h ok) r per onal onne uon with the 
marenal. o, I wa on her 1d fr m the 
beginning and 1r wa n't rhe rawne of her 
revelanon rhar pu. hed me awa)'. I am more 
ea. ily attracted to und r raremcnr, o rh1 
perf rman eemed , r-
wrought, ov r-a t d, ov r-writt n, and mo t 
of all over-thcam al-she rabbed at 

k ' 

0 

me lne1;1rh111g,,\11rb he,-. , , , ~ , , • , ~, , .. ; 

L ing the Pea e: abricl badam i 
Periodo \11llo1 Villa. De La uard.i, 

Three ~Iii! I land, June 19 

le' the fir I nme thar I've een an puhlic 
event 111v lving rg ntiman in ·c thar 
drowning war wh n my i ter and h r 
hildren wcnr in fear. om one had daubed 

" rgie Ii eh re" in gunural, ugly paint on 
rhe ide wall of their coun ii Oar. It felt ood 
rhat De La uarda and I waited until char 

next 

on enrration amp un ·ivor, imon 
i enrhal, when the d r cl ed n the 

lau uophobi ru h and a 
from above. I turned to apol i 
see her. They didn't make it ea ·r 
wanred to call ur, " I d n't wane ro live here". 

Then rhe ro m opened and rh re, a air, 
and we were I vmg the pea e wtrh rh 
drowned waking above u and running 
rhr ugh h wer among u with (it' in the 
detail) rhe1r k fallen around rheir nkle . 

De La Guarda's Penoda VIiia v,ua 

The audien e i crammed inro a mall 
pa e whil r the humming rhrough the 
pcaker grow ro drone and then a rune. 

We are illuminated by rhe rea uring e ir 
ign ; above u • paper eiling define rhe 
pa e a ramped, low, capped. Upward gaie; 

rhe e w rd look very optimi ti here. The 
verti I i the pa e for perf rman e. The 
performan e begin with rhe ang liddevili h 
ight of ba klit prite ea ting hadow on the 
eiling. Balloons ro , fluore enr platter 
pot fill rhe paper wirh jo ful pla . The are 

above u be nd rhe ceiling, in another 
world, but we have a c to thi world. The 
eiling i rem ved. Removed i too pa ive a 

word; ripped, dragged, Ii ed by human 
mi ile , making the world above our head 
available ro u . Ti kerrape pour d wn from 
the heaven . 

fter the rorm cloud of paper ha pa d, 
rhe performer are pre i i n driver doing 
daring manoeuvre e cepr with no ar n 
road and no helmet . ~ AR f : Do nor 
anempr rhi at home. ix hundred pe pie all 
of u thinking we are a clo e a we can get, 
find th pa e quickly , hen water gu he 

, f •• 

rom the ceiling. childlike en e of ward1ing 
.1 thunder t rm roll in over 1he ocean , ncl 
breaking cm the Land; rhe fear of d tru UH ' 

pO\ er. counrer-balan ed h e citemenr and 
relief. The dan e and mu i · engulf me. Th 
per ormer now unlea hed from rhe1r 
harne e hold the audicn e, hu~ing, ki 111g, 
en ouraging u t danc . Th encr )' I wanr t 

unlea h i bem played out in the pa e above 
my head. omen running up the , all, rh1 1 
m Barman fanra . Oren ·hed and dnppmg, 
the pound rhe rh thm . This I mghr lub, 
rave, concert rheatrc, pecracle. I have no 
head pa f r rheor her . Thi performan e 
w uld nor be po ible where I me fr m. In 
Queen I. nd, ar our reque r ro burn a fC\ 
leav for The 7 tages of r1e11111g, the 
authoririe wenr ape- hit, ar ne momenr 
threatening to I the h , . The law 
(internal and e rernal) that govern u w uld 
rcqu,r o mu h mprom1 e, bur h re I revel 
1n chi moment. Ther i n danger her , no 
per nal danger char thr aren m bod . The 
danger lie m what I will e pe t r m the 
theatre of tamed lounge chair and fake velvet 
curtain . uphoria. 

it: Gabr iel Gbadamo i 
illiam ang, 
ntre, June I 

illiam Yang i a , onderful lecturer. u 
hear ever word he ay and there i n rhing 
you d nor under rand, howe,er far it ma>· be 
from your expenen e r 1ma mation. F r a 

Black Briri h person ir chime beaurifullv (hi 
voi e ri at um like a winging bell-n 
r II for me): he i an u ualian m a Chm 
bod ,, a Taoi t and ironi t, a dehghrfull · 
wa pi h ommenrator on rhin hmc and 
Au tralian and publi and per nal. 

Hi d livery i formal, re tramed-m bow 
tic and de -jay-a genclemanl combmauon of 
the c terni cd and Oriental. H1 vo1 e h a 
dry Au tralian wit, birin into the ( od 
forbid) precon eprion that u h a bod ' ould 
nor p ibly have hared a n rrhem our k 
upbringing wit.h ea tern uropean rrnmi ran 
To a backdrop of Lide (he i a pnze-\1.,nnin 
photograp her with no fear of d ing b1ncrl 
i nored), he take you on a Joum fr m 
termite-mound outba k to oriental rock 
garden . He i terribly upfront, and apol 
for an di omfort with a wry per nablen 
that mak it impo ible nor to like him. ur 
in hi public per ona, he never g1v you hi 
ba k but can't r i r a little bit of ide: Good! 
I d n't have ro ee you again ... 

The angle of vi i n i important . He 
recount an early rale of ourhern olk from 
hi northern fa me . fa m n who haved 
every da of rhe week. A tale o oft folk. But 
when the light came up, alon 1de hi 
m1 rophone rand wa an image of h1 lecture 
nores: a having mirror an led ro see the 
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ne\rer ~,wa n thmg o beautiful or o fin lr 
iudgc<l at ut th p • on or the pla c. 

"Why .. I a k Be\', , ho ~ave m my fir r 
job in rhcatre, .. ·an ' t w do that?" "It ,tares, .. 
he ,,1 -~ n <ldini:. "with the tmagin.mon ··. I 

,1$k \X'illtJrn Yang if he culm·.ue J 

rel.monsh1p with rhe land in "J tloun hin~ 
ganlt:n" lil,.e h1 p;1rcnr~. He d1 m15 e, d11: 
i1ue,11on with ., ·u, ol Im h.rnd. I 1re,1M ed; 
the: p11:cc:' 1 f'Oht•d. ,rnd 1n h.1lam.:e. I c.wght a 
fla h 1,f the bladt:. "le ,ran ," ~he '>J) • "wirh 
the 1m.1ginatton ... 

U1shob 

ndivided: lndhu Ruba ingham 
Utsl,ob, Trinity Buoy harf June 21 

Terrible weather chreatened Utshob, the 
ire-specific ommuniry performance. The 

rain poured down on the audien e as 
hundred of young people creamed forth 
dressed in rhe colour of the rainbow. 
Bhangra music and sweet• melling in en e 
poured our of rhe warehou e, tran porting me 
to other, warmer world . 

A fu ion of mu i turned to feet• romping, 
hand-clapping a the tream f young people 
from 5-18 year old invited the audien e into 
the wareh u e. The pa e wa vered in and 
and de orated with candle , incen e and 
adorned with vegetables from all over the 
world-beauriful. 

hat en ued wa organi ed hao . One 
friend aid This i how I imagine Indi a 
colou r, noise, busrle, di rinct route 
imp sibly entwined. xacrly, I laughed. 
Mu ic thumped, different group dan ed, 
ang, told rorie , compe ting to be heard. Very 

young kid wisely whi pered rheir torie ro 
the audience with uch a generou energy rhat 
I found my elf uddenly moved to tear , even 
though I'm not ure why . Older ones t Id 
storie of people perceived a mad but really 
tom apart as Parti t ion ripped India apart. 
Another group poke of personal freedom in a 
more conremporary setting-the right to wear 
what you want etc. Paper s on the wall were 
scribb led with multiple meaning for the word 
'freedom'. Hundreds of photo raph of 
rudenrs with candle beneath each face 

adorned another wall, becoming an altar 10 

their pa ion and energy which vibrated 
through the room. More dan cin and in ing 
invaded the pace. 

What was pedal about Utshob was the 
feeling of unselfconsciou celebration of mulri­
cu lrurali m, rhe joy and unmanipulated 
inrernction hetween young people all looking 
ar what freedom m am 10 rhem, personally 
and globally. A I left. I wondered about the 
ource of rhe piece--the 50th annivers.,ry of 

India' independence, a catch-phrase applied 
ro many Asian arr program made in 1997. I 
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ir/ pa c/Drcams: Ri hard lu rp hc1 
(\ 1rh thank ro Jenny Kemp) 

I ll'uS Rcaf-Doc111111wt5: 

u en rti,aberh I l.111. lune 19 

Oc umen of rhc rime whC'n I , a, re,11-
fm I am nu longer? 

Tht> fir 1 1h111g 1h,11 h.1ppcn, " that a hlack 
ho, 1tttng entr ,t.1ge ,lidl· • ~t· mrngly undtr 
it ,wn olicion, ro the c-dgt: ot rhe ,p.1ce. ,\ 
momenr lac •r a 1.:.irper, pr \'IOU I • 1unmg onto 

the rage, lid t the edge. The 
rail bald man in bla k ri e m ve to the edge 
and fall over. The bla k blob rage left ri e 
into a woman , ho walk to rhe fr nr lip of 
the pa e. All that remain on the ice-like 
urfa e of the rage a the lights brighten are 
ome mall bla k circle , hich in a moment 

will prove to be berets but now appear like 
inky thumb prints on a white page . The mind 
is leared ro begin to remember, the new book 
i open ro wrire upon. 

There are many dancer in Te higawara' 
company but the stage never eem crowded, 
the tendency alway i toward ~prin , or 
clear i u upon one or two item . A a 
vie er I am gently given the choice of entering 
and followin , o rhar, despite my eat on the 
orhcr ide o( the foorlights imaginarively I am 
travelling too . Four men enter, pur n beret 
then leave, enter, put on beret rhen leave, 
enrer, put on beret then leave-no, one rays 
behind, fa inared with the momenr of picking 
up the beret, bend , holding the po c. Thi i 
rhc rele opi proce rhar dream and memory 
often utilise . ho i dreaming this moment, 
rhe man lying on the floor or the woman 
randing out front? One man i alone endles ly 

gyrating aero the pace , a group gathers, 
builds inro dance of relea e and joy, a hared 
counterpoint of energy pattern ; uddenly 
another woman i there slowly moving down 
the edge of the sp cc (again). carefully 
watch ing rep after rep. A virtually naked 
woman lies (drea ming ?) at rhe ide, he i 
joined by another woman who move 
relentlessly centre stage, while three men ~ heel 
on beds in frames. slowly, carefully. in 
different configurarion . 

A man dance lo and two women rnnd 
a ntinel , up rage, rill, fo in hack. We 
seem to be going deep-into an inner p ce 
where the air i thicker and rhe dream are 
nightmare . The man' h,1cking cough a. he 
walks along the c lumn transfon11s inro the 
crie and moan of demon image a he 
cro se into the inner anetum, hi tongue our 
of his mouth, likr an epileptic. n rhr pn~~ 
i filled wirh wailing figure • moving through 
their pain, while off to one ide a couple 

Julian Franc,i. fn Go Go Go 

,1.rnd., holding onr anorlwr like Tn trnn aml 
r old . ton:,er crvmg goodbye. Tht la,t 1m,,µl· 
i, m.1gi.: llr ~1mple. r,\l1 ,, omen :ire n·nrre 
,ta~c. in a ..-lc:armg of liµh1. One ,qu.u,, 
looking our tronr, c<x:k, her head bht sow 
\OnlcthinWrr,m:mberc<l ,om rhmg?l. look 
from agam. Thc other lie , dhow lrooh-d. 
head in hand, ,Jowl lower, her h .1d onto the 
ground. rhen ,it~ up JJl,Jill, rhcn down. 11 ·e 
lit·, IMenmg ru her w,rer re,11.l111g a rory, ,he 
falls :t\lcep. Pcrhap, th1, i "hcrl' th 
Jrt•,1mmg hcg.m? 

Hearing: 
(Part 

he hean, here. rambles on 
nc): Linda t rie 'I ' alker 

i kne -of-heart. nd ir tru k me th c ever , 
, ork I ha, ,e ecn in LIIT i a ut ickne -of­
hearr. 1 abou t heartbreak. Is abour hadow 
in the heart. The heart wa tarkl) ' pre ent at 
rhe tep project Daily Dial gue Uune 23). The 
young Lond n dancer mentioned it again and 
again, the word ame ea ily from rheir 
rongue . Thi heart i the weather -beaten 
beating heart, ir' rhe one that matter to 
it elf it' the murmuring heart . 

What kind of knowledge is wellne , is 
ickness is 'heart'? Something worried me 

from the beginning of LIFT, in a good way, in 
a grip ping way. For instance, I wanted more 
of my book around me, I wanted their 
prorecrion, I wanted my heart prorccrcd by 
the company I love, from home. It was clear 
rhat many questioned uand of my own life 
and pra ri c would ari e, and I was nor 
prepared, I wa alone. I could not u umb ro 
Orticulos' 'warm th ' or accept La Feria 
'genero icy'. They ould not con olc me. It 
ecmed an eli ion was occurring a s lcighr-of-

hand, and ir al o seemed char rhi elision wa 
c nrral , maintained. I wa our in rhe co ld. It 
worked, except for an ongoing half-formed 
que rion . Like being at rhc Daily 'Dialogue 
and wanting ro ay or a k omcrhing, bur 
being in another dream alrogerher. A bit like 
rurning up, stepping inro rhc right dream, as 
rhe 'chair' ays: thank you all for coming. 
Then late at night after a wine or rwo, rhe 
words make a whole sentence and ir's too 
bad. Thi s ickne -of-heart i a powerful 
crea ture . Work (theatre, performance, wr iting , 
dan e, visual art, crc) is made, hungered for, 
from thi heart. The ick-hearr must cry. lr 
ca ll to be well. 

But I am affected, imbued, by what I've 
een. I'm di curbed by it, overall, at the insta nt 

rhar I recognize it. A ir tell about despair, 
demand, resilience, regret, and awesome 
reserve (and recogn ition i unexpected often, it 
depends whether one is ready or willing, it can 
he o minute roo: a hand held ou r, rhe 
exchange of a glance-oh, how one longs ro 
pur ue that plea urc ); William Yang talked 
, bout ·recognizing' ar once what one had 
never seen before, nor the 'thing' of it, bur it 
ir elf, its relationship with 'me'. 
~ La Guarda appeared a glorious 

celebration, but hear their energy, their claim ro 
be present, ro crea te, ro be the crucial, ,rislcy 

arn-,r, rhey Jrc. Jnd you hc.,r ,he 1,-.1rrh .rnd thl• 
,ky torci·J 01 •n. 'orhm,:! will hulJ them. nw 
pu~h rnu pull tor loH· and c • tor ,rnmcctmn. 
Th.1t d,rncc rhev do, he.Hinµ till' platform with 
their t'l't, their t't't .,rt· drum ; I h:nc rarely 
I •n \O h1 hly ch,,r)!l'U, drcn ·hnl h) the: 1,quid 
"hi1.h · mcd io gu,h from tlwir ik h. I 1.,111 rh1 
\k pcr.m:'. Thi, 1, a ~n,uou~ rellmg, which ,H 

rhc ,amc nm a, ¼"rc,mung JO}', 1 -..:reamrni: 
pam. It mnnor l ' urh •n\'I . 'I 1111 ,.1w rhc 
,h.1J11w .• ll,nvc righr from rhe .,rnrr. like I did. 

ou '><lW eh · body ~1.1rn into rhc lu,h hed, like I 
did. h ~ur ·• g1\'C m iz1tr : nor likel). ( ee Parr 
Two and Thrl"<' on our\ cb ire.) 

c crpr from: Dance mon qual 
(cabbage nd king ): Z uisanna ob la , 

u o o, Juli:111 Franci , r • Jun e 19 

I am ,l woman, ra cd with 1, o brea t, 
and rwo pair of lip ; I pa through mu um 
portal , run wild n h arh , r:ive mu i , 
write. In eein y ur rhearre , I have been 
vanou I o ked, tou hed, fried, 
ha ri ed ... and di olved, made le than I m. 

Whar do ou think of me? 
a child, held in the of my mother' 

arm , I u klcd pin hed wavered and, ailed 
until rhc edges be ame dear and different 
part of me learnt rh world. My finger 
landed n che roy leg n a chair my brea t 
at table examined by its edge rh re t 
examined by rhe mirror of th w rid. 

And I became adult, making roy , colouring 
with bru h crafting the rage. My arr of liv.ing 
i meeting the w rid. With tools, .I m equal ro 
rhe methods. I am Real, my separacene 
marches the separatcn of these others, my kin 
touch wood and shapes it as it teaches me. 

I have learnt to come to meet. hen I 
come, it 's nor only with the cry and suck of 
rwo lip . I am equa l to it: I am I and slhe i 
s/he and there i abu nd nee peaking 
within/around me. My )jp pe.ak to each other 
and another, speak me. Thi is a very complex 
bliss. (And when we do not come together we 
are a surcd of our difference s/he co me.) 

And then I see Go Go Go. Crippled ro a 
srop. What is a woman? orhing much, Juliana 
says, except an endless play of roles. "There 's 
nothing here ," she wails , holding a mirror 
facing out from her body the most accurate 
picture of the effeas of violation I've seen. 

Fact and figur upport her hypothesis 
that victims of child abuse figure high a sex 
worker and gogo girls. She learnt it young: 
this i a half -lipped body dancing . This is a 
piece about One who Cums, nor two. The 
abuse 1.0 cum in bli s whil c unvoicing 
another: Do nor peak of this, my unequal 
sealing her lips (wh ilst tearing those other 
open) and rendering her partial , crippling ... 

The violated self plinrers into bits: the 
peep how box revealing arm, leg, lips and 
tits ... The body no longer bangs together, 
there is no One (and hence no god of larger 
th ings: the earth, the air, the round 'O' of a 
tru ted world ). 

I wonder about this literalness. The St.rip, 
the body, the tease ... She speaks, but whilst 
her moister lips re-enact, the drier ones and 
dry teeth hiss the smaller world. This is death, 
to speak only of and to some parts . Francis 
replicates this death . The silencer of the gun. 
And because I know this silencing, because for 
me this is a re-violation of an old offense (l, 
roo, knew the scene, foresaw the rest ), I again 
struggle to re-member a way our of this . 
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LLFT and th o mopolitan body: 
Keith Gall b 

Pan 4 of " e, ima , o w bodie " 
( ee web ire for other p rt ) 

1 ha,,e been on an expedition a journey 
into n w body spa e, the beginning of an 
inquiry. ReafT'imi!' involvement in ITT i 
part of th newlM ulrural exchan 
between Brirain and Au tt:ali 1hr ughouc 
19 7, an arremp't for each country ro read th 
other afresh, to query inherited, fren c lonial 
ima . Jr' a if we have become stranger 
i rmed other relati ruhip and have met to ee 
how we've changed. We Ii ten to how the 
other pea , we're alert ro ge rur , feel the 
touch, rcgi ter the body, the kin and che pa e 
around it-all quite famiUar but very rrange. 

l. A cosmopolitan body. The Llfl program 
appears, at first, not to be Briti h (excepting The 
Mary ard t-1 ory and W t Yorkshire 
Playh ~• Thi11gs Fall Apart-and what kind 
of Srici h is thi with i igerian c nrent and 
Ameri n director?). But LIFT pr po a Briti h 
audi nee interested in culturally dive work 
from man counrri n t just from the fom1er 
empire. It all w y ung Briti h dancers to work 
over a very long period with Japanese 
eh reographer and lpt r aburo 
T higawara. Education Coordirutor Ton 
Fegan peaks in a Daily Dialogue about 
urpri ing culrural imilariti between the i~h.md 

culrurcs of Britain and Japan. El , here in rbe 
program, UTT embra rmer oloni In k 

uth African teachet and tudent in the 
Phakama Project. lr' not nlwa , ea y to reach 
our and rou h rh bodies- T n peak f the 
extreme diffi uJ of getting 'ordinary people' 
fundin and pa ports ro et ro Britain. 

l. Divtded bodies. In t hob, ( nd n 
hoot) children including the di ra o the 

Indian ubcontinent, collaborare with Indian and 
Banglad hi arti on th ubjccr of Parririon 
(farally divided bodi ) in a beautiful, un• 

nscious specrade of hisr rical re-
cnaamcn and reflections on life here. The de 
of performances gently fu tradiri nal and 
conremporory (popular) dance, musi and 
sculprure. This is cosmopolirani.sm with a 
continued sense of responsibiUry towards former 
coloni , to those who moved here, to a sen of 
history and the encouragement in young people 
of a global view-through their inging and 
dancing bodies. LIFT presents-an ideal Briti h 
body a body of culturally diverse bodies that 

speak to each other openly in ndon nd 
a the world. (It eorail a young body-mo 
a.rrs .fi ·vals separate that body off into its own 
junior c:eJcbrations at other times, in other 
pJa Whether or not a secular festival can 
bring together divided (religious) bodies is a 
question that hovers on our lips wishing the 
answer impatiently. Is Utshob a reply? 

3. A /fuid, hybrid body. Homi Bhabha 
argu a need to "get away from a view of 
culture a an evaluative activity concerned 
primarily with the attribution of 'identity' 
(individual or collective) and the confecral of 
'authcnriciry' (cu tom, ritual, tradirion) . He 
pr po that '"culture' is I s about 
'expressing' a pre-given identity ... and more 
about the acriviry of neg tiating, regulating 
nd authori ing competing often conflicting 

d mands for collective elf-repr enmrion" "a 
process of arti ularion rather than 
'authentification' , "of hnn ing nonn a 
represented in h bridiry". ln a country fixared 
on in riturion , LIFT o er Auid 
imerpreraci ns of dies and cultures through 
ref! ·on and rhr ugh generaring new 
pos ibilicies thr ugh intra- and inter ulturol 
coUa rations. 

4. u101111ded body. Thi· i a counr11 srill 
hurt b the urrender of empire, a ondition 
that :irgar t Tharcher exploi ed, opening che 
w und, in a general xenophobia and in rhe 
sra ing of the alkland ar. wounded 
bod an al o be a cru I hod and a ~elf-

to be rucl i to t 
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kind. The welfar • tat wa bandoned. Thi 
\ as Tharcheri m, che ulrure of the Bad 
M thcr and many artiSt l h. ve poken w1ch 
are , oundrd br rho year and cannot believe 
rhey have ended. nsequenrl , the election of 

urious Labour go\lernmcnr mak 
. A caullous body. r the Daily Dial 

rhe tep program (with hon.-ographer bu 
T higa, ra), one peaker w the dance w rk a 
ccle raring the possib1liti of individualism, n t, 

h id individuality. Thi individuali.= he 
described a the dynami between th individual 
and the group higa, ra i a liberal exponent 

fthejapan version frh ' ). Indi iduality in 
Britain he id, h. d become a dirty word in recent 
years. !earl , h didn't want r peak of rhe 
collective or the commun I or the political. Inst d 
he finely tuned the semandc of individual'. The 
tep program, approprinrely, i a meeting of 

bodi , ith I nguag connecting in i wake. 
6. A11 optimistic body. LITT' programming 

i collaborative vcnrur , the tenor of i aily 
Dial ~e , it marketing crareg1 , all su , t 
opt1m1 m, not as a m ag but an 

perience-chr ugh the ns relea ed 
( raci,los, La Fer, , Periodo Villa Villa), rh 
participation in the generation of new \ orks 
(Vtshob, Invisible Room) and the wimes ing o 
culturally diver ped rman nor fix d by 
authenti ·cy r rradirion. But th celebrarion i 
often predi ared on an a kno, ledgemem of... 

7. Being sick at heart. ( Linda Mari 
Walker, rhi edition). How many works ere 
about the d mnged and abu d body ( olonial, 
lndigen us child, female} or the body crying t 
find i place (The orth, Journey to the East, 
Ramzy Abut Majd) r the body fashioned b 
ul~re (Go Go Go} and politi ( tunde 11II)? 

The title The 7 tages of Grievin say it all­
here are dama ed bodi br ken heart 
tru ing to recover. The phy ical image of 

Periodo Villa Villa may have been thrilling bur 
the light r reflecriou wilt re II the num r of 
th m ernbodyin cruggle, pain, helpJes n , 
enduran e ("awful and a, fut" wr te 
Zsuzsanna bola .) with nl p i nate and 
fleerin embra e ... and a murky limacri battle 
between a uited man and hi ru\ked 
d ppel anger han ing beneath him. Behind th 
wor.k, revealed in rhe Dail • Dial ue, 
Periodo ilia ,Ila is hown t be pan of a 
cultural truggle in Arg nrina. The per onners 
peak nor of c nt nt, ho, ever, ut o oing 
rraighr t rhe body the audience, t • k 

what they n do 10 it and for ic, nin ir I 
. Body nd process. The fluidj of bodie 

(performers and audience ~ r and between 
rac culture and p y h lo i al condition in 
ircus and pecta le and intimate one­

performer work ) in the LIFT pr gram i 
mirrored in the emphasi on process and open­
ended form . Juliana Fran is ( o o o), De 
La uarda (Periodo Villa Villa), csley noch 
and Deborah Majlman (The 7 tages of 
Gn'eving) and others, all d cribed the 
evolution of work by many mean variou 
inputS and influences. ln a num~~f wor 
writing was only one po ible way into 
creati n proc wa often long, and the work 
subject to rcvi ion in performance. Chri tophe 
Marthaler told us rhat t1mde N11/I wa a rare 
work of collaboration in a playwright•focu sed 
German theatre-its achievement only po ible 
because of acting en mble trength and an on• 
going relationship between director, d igner 
and dra.maturg. ( t11nde Null, remarkably was 
created in ten week&.) n the body of the 
audience, ee Breathing in, page 46 Virginia 
Baxter. 

9. The city in the body. LJFT ambitiou ly 
attempt to generate a en e I fe rival in an 
enormou ciry, bur it i built noc on 
embracing an impo ible many bur on rhe 
opening up of itcs fa inacing in them clve 
(Three ill f land, ary Ward House 

rinity Bu Wharf ) bur al o p ible 
venues for future performan e -a LIFT gift 
to Londoner an op ning out, a deepenin 
o place, a reminder f where you are. It 
al o u e the ouch Bank and rhe Royal 

ourt popularing rhem with f rmal and 
ultural rrnnger . 

l 0 . A slice of life: a b dy of parts. How an 
LIFT be an hing but-a m one called rhe 
am festival oncepr-a lice of culture( )? 

LIFT face: the pr blem f mo t an fe rivnl ir 
occupies a moment of the car, every vo 
yean. Thi could ·1dd a provi i nal, 
maurh nric body, a bod f paIT . But •ou can 
~e rhe attempt to build .md grow rhe LIFT 
body, recurrent guc ( hri'iroph Marthaler, 

eehm Ian in h ho vdhry, ill1am Yang, 

hri oph Berth nneau. Maya Rao, aburo 
Te higawara and th ), r engage in long 
term projecr, with arri I and communirie 
I al and imernauonal. Th offi r LIFT rim 
beyond the f nval moment, inviring arti r 
and audien es to return. Th my rery i , ho~ 
many of the LIFT audien e ·e how many 
ho, ? How many enter the LIFT vi i n? 

Ho, many it be ome part f their being? 
JI. Tra,is/atmg bodies. meone a k , have 

you een much Briti h work? The an wer ha 
to be no in an international arn i rival like 
UFT . Bur I' e e nan inn varive British arts 
i rival at work, and that i telling- , irh the 
bodi ir di pla ond onju and rhe i u 
and imag rhat ay , irh me and in me. The 
nam of ur fellm writer her abriel 

badam i, Zahid Dar and lndhu 
Ruba ingham (all ener u , irh th ir rime 
and their w rd )-a re al o telling. I t h 
my ·If uncon ·ou ly lipping inro rheir v i e . 
The strike me a British, bur nor. That i n w. 
But whac chat mean will rake tim to rake 
hape. eing Ramey Abut Majd, a Pale tinfan 

rend ring of Fugard' hwe Battsi is Dead 
( ynop is-following; memorie of eein the 
original in another fe tival; and succes fut 
guessw rk driven by the production' t"a y 
naturali m) reminds me ho, mu h of LIFT 
and being her in London bas been an acr of 
ustain d rran lation and inrerpr tation, of 

qu rions an wered and unan wered. 
12. The class body. D pire the air of 

cautiou po t-el rion optimi m, I keep 
en oumering word and umption that peak 
of limit thar h k creativity, that inhibit and 
the mal rea on given for this is u ually la . 
Di u ions about excidng developments, ide , 
po sibiliti are often checked by la , the final 
word, and the peak r seem urprised r have 
aid it, a if the body ha thrown it up an 

involuntary but n essary act. An 11V ri on 
cla . ends with a kind of sad-happ a eptan e 
of the I s condition. ome ne aid 10 us a 
we trudged rhrough the rain aero I pham 

ommon after in irque ki, that che rin h 
are urpri d if it rains m ummer and they're 
urpri d if it ge reaJI • h t. An ngli hman 

eager with 1de Ii m, in a Dail ialogue, 
en ur ge rhe bla k urh ri an peaker n r 
co in riruri nali the.good work th are doing, 
m maintain it ' r the people'. The fri n 
look bemu d and one explain that hile their 
, ork mighr be bridging a gap berween middle 
cla and working lass bla ks, whir audien e 
will not come to 11y bla k theatre. 

1 . Bodies for safe. Over red wine , t Le 
Beaujolais (a horn away from home) near the 
Royal un Upscair , Julia Rowntret' of LIFT 
and I have a long di u ion about pon or hip. 
Julia' ry (whi h I, ill reprodu in 
Rearrime in Australia soon) i a remarkable one 
of a search nor ju r for money for the arts, but 
the mean of bringing the ommercial and the 
public scaors into rh ans, encouraging more 
than p tronage--understandin and openness. 
This i a I ng pr the reward nor 
immediate. The pring issue of Untitled 

umber 13) in ludes Jonathan Jon • 
"Thatcher' Children", a bleak rider to Julia' 
truggle: "The auronomou gallery enc in 

London wa born a a mutant ver ion of free 
enterprise". We Australians look on anxiously 
as our conservative government cranks up talk 
of flexibility ac ountability performance 
agrccmen ere, wondering what kind of artisr­
marketers we will have to become. 

14. Talki11g back. Rearrime b enjoyed 
engaging with LIFT97, providing another voi 
for audien e and artists to take horn , era ing 
crirical di tance. We've al o enjoyed our 
reader • enthu ia m and approval. nc person 
did a we wee indulgent. f course we are. 
How else do we find out what can be written? 
Of our we indulge Ul'S Iv by writing 'I'. 
We are , rirer-ar not journali ts. e don't 
have a myth of bi uviry ro propound. 

15. M re surprises. It' mt r tin ro I k at 
pr re iew for LlrT . hile mo r f th m ar 
favourable and de pite th fa rhar IFT ha 
been ar und a long rime nd ha w n award 
there i n urpri , that 1h crange 
thing (work\, pla , pr je t ) are happening 
in rhi city. The cor lla11• in orne of rh 
pi e~ i that LIFT I good for ou. Thi, 
r "mind m that IFT is not a huge fe uni 
that it i J1,rinctive, and that ·ompared w1ch 
theatre programmin • and other festival , 1r i 
adventurou , ali n vcn, at home in London, 
hut an organi m , ithin thar keep· , hrr ·ing at, 
reanvel irmaring the h1gger bod . 

Wesley Enoch . lnclhu RubasI11gham, Zahld Oar 

Virginia Baxter. Gabriel Gbaelamosl. Richard Murphel 

Gabnel Gbademosi. Rtchard Murphe1. Ke,lh Gallasell 

Zsuzsanna SobOslay, IJnda Marie Walker 

Rea{Time at LIFT: Editorial Team 

Britain: lndhu Ruba ingham, Gabriel 
badamo i, Zahid Dar; 

Au traJia: Z uz anna ob lay, Richard 
Murpher, Linda Marie alker, 1rg1nia 
Baxrcr, Keith G llasch, W Icy Enoch 

pecial thanks to: Lucy eal, Ro e Fenton 
atalie Highwood, Kate A hcroft, Angela 

Mc herry, Helen Lannaghan , Julia 
Rownrrec, Jamie on and all eh raff at 
LIFT. 

Thanks al o to: Alan Read, Patri ia Brown 
harle Landrey, Philip Rolfe, D, vid arg.i, 

Ale io avallaro, Tim Moore 

More on LIFT in the n t i ue of ReafT'mre 
on the subje t of ulrural e · hange and the 
ne, lMAG program. 

londo11 
l•ter111tlo•al 
Festival of 
ThHtro 

Au~~t-(or the Arts 

Rea!Tlm at LIFT was ass,stod 1he Ausua Counc,l 1 
Aumalian llol'ernmenl's am flltldu,g and advisory bodv , pa11 of 
rt irrYol tmPCWI ES 
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