




























































































repeat of the first-Initially unaccompanied but then 
joined quietly, harmoniously by the strings­
Broadstock's vision. though surely not Gumey's, Is 
briefly, serenely, of hope. 

brighttracks, the album, Is not my usual fare; there's 
something resolutely old-fashioned about the works. 
but as with much music now that stands outside the 
constraints and ctiches of academic modernism, we 
can sense another tradition that has surviVed and 
moves forward on its own terms. Recurrent 
listenings drew me in, growing familiar with a voice. 
with instrumental juxapositions (the glorious organ 
and trumpet of At the going down of the sun. the 
near-Eastern flute, clarinet, piano of All That Is Solid 
Melts Into Air, the soprano sax and piano of / 
touched your glistening tears), and the distinctive 
shape of argument and emotional quest. KG 

The Austral/a Council has announced that Brenton 
Broadstock Is the recipient of the $60,000, 1999 Don 
Banks Music Award 

Dissect the Body 
Machine For Making e 
plit Records 

Pb/fax 61 02 9357 m3 
splittec@ozemaitcom.a u 

This 1998 release has been In the player often 
enough, but I've only Just come to write about it, no 
easy task In that Dissect the Body never becomes 
that famnlar. such is the potency for surprise 
everytime from its quickflre vocal, intrumental and 
electronic jabberings, squeals and toots as they cut 
across memorable cooler lines from koto, hurdy 
gurdy and Amanda Stewart's mellower texts. The art 
work on cover and disk s of portions of a body, a 
human body, but an odd one; you can only surmise 
what the portions represent. slices perhaps from a 
hybrid, the flesh folding at one point to suggest 
barely formed female genitals. It doesn't took like a 
body you can put back together again. The titles of 
the tracks are 1. Dissect 2. the body3 .. and 4. there is 
5. no body 6. only 7. the dissect/on. Dissect the 
hybrid body of Machine's music and you'll have 
meaningless slices of bebop, high modemism, 
electronics, Japanese shakukachi, mediaeval hurdy 
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gurdy. Together the parts constitute a recognisable 
Machine language, familiar but surprising, even 
frightening. Adding koto player Satsuki Odamura to 
the ensemble for this recording amplifies the 
Japanese connection and opens occasional spaces 
for greater than expected lyricism. as does a soaring 
soft female voice, both of these together in Track 1. 
Then a door creaks, the shakuhachi breathes. 
abstract text is rendered poetic, the hurdy gurdy 
winds up against the 'shakuhachi' (flute in the style 
of?) filling the space with an electric guitar 
ampleness. a single drum beat pushing forward. car­
like purrs buzz by, the hurdy gurdy chord breaks up; 
all this between the 8th and the 111h minutes of the 
15 minute opening track, an embracing 
compositional unit before the track heads off in 
another powerful direction. I like that unit, that 
section. I haven't sliced it ou~ I just hear It as organic, 
as it happens, unfolding, seductive. It holds me. 
Track 2 (2.an is body and sounds like it, starting with 
quiet sucks and gulps, koto twists, vinyl scratches, 
grunts, farts and belches, slaps and. to the end of the 
brief track, huge in-your-ear cries and screams. and 
quick pulse vocals that are neither words nor tunes. 
as if sounds voluntary and in-are being forced and 
released from the body. It's a tough little track with a 
biting coherency. 5. no body (8.21 ), like track 1, is of 
epic proportion. opening with reaVnot real breathing 
against brief restrained notes from violin and wind 
instruments, a meandering sax taking over. a 
moment of silence, a cry, a slap, a machine buzz, 
drum beat, silence, mm mm, footsteps, sax, water 
drops, multi-track koto plucking, a rushing murmur. 
warbling flute, more koto filling out the space against 
air-rush and stomach-rumbles. bird twitters, the koto 
multiplies, that voice, as if out of the middle ages, 
soars again, another voice. foreign, a culture shift, 
voices multiply, the pulse the same, a huge guitar and 
drum sound washing over everything, soon layered 
over with high flutings and rumbling bass; cut to a 
child singing in French for a few seconds. no body is 
a great track, the one I've grown closest to. that 
grows In me with its inexorable logic. The final track, 
Dissection, has itS curiously organic pleasures too, 
but raw, like Psycho. like some monstrous parody of 
Tom Waits, in its screams and guttural groanings. It 
builds out of a little jungle of noises, a sudden 
recurrent cry, slips into koto yeamings, a morose 

bass, lip puckers, a Noh "Yol", purrs, 
screams ... calm. a low gurgling ... and explodes into 
shards of noise and voice ... a passage of serene 
beauty at 4.20 broken by sudden, final, brief, 
unintelligible abuse. In Dissecting the Body, Machine 
(Stevie Wishart, Jim Denley, Amanda Stewart, Rik 
Rue and guests Satsukl Odamura, Trey Spruance and 
Jamie Ludbrook) are In excellent form. refusing 
dissection, and the recording is blessed with a 
frightening aliveness. that dissolves your body into 
its own. Keith Gallasch 

Badl4nds 
David orth Ensemble 

. Mine Producti ns 
W.MINCDOO 
Disuib uced b Festival 

The first four tracks by Carl Orff celebrate David 
Chesworth's admiration for one of the fathers of 
Minimalism ('proto-minimalist', Paul Griffiths calls 
Orff's innovations in Modem Music and After, OUP, 
1995). The liner notes tell us that on hearing a 
recording of German school children singing Orff's 
Schulwerk, Chesworth •toved the uncomplicated 
nature of the repeated motifs and a certain unnerving 
quality that reminded him, in some ways, of his own 
mus c." Taken from Mus/ea. Poetica (which 
Chesworth flrst heard in Terence Malick's film 
Badlands) and Das Schulwerk, the Orff pieces are 
given a strongly contemporary feel by the Chesworth 
ensemble's distinctive lineup, violin, cello, keyboards, 
'odd sounds' (electronics), piano, percussion, bass 
and trombone-the latter giving the group a powerful 
other dimension, sometimes dramatically raw, often 
mellifluous and drawing all parts into an orchestral 
empathy and force. Whether pulsing dynamically 
through the first of the Music Poetica pieces or 
'singing' the yearning themes of the others against 
insistent minimalist lines of shifting complexity, the 
ensemble plays with commitment and precision, with 
Orff, like Chesworth in the accompanying Lacuna 
tracks of his own, avoiding a strictly minimalist 
agenda. The second Musica Poetica piece offers a 
plaintive string melody against single marimba notes 
over an emerging electronic landscape, the cello 
darkening the mood, piano entering, darker again, 
strings and bass chugging against the yearning string 

voice, followed by the surprise of a decisive loud 
brass entry, rasping, primal, militant turning yearning 
into something more aggressive, before an eerily 
ambient reprieve and a final wild trombone led march 
to the end. The 2 Music Poetica tra.cks are a great way 
into the CD, showing the ensemble at Its best in the 
Interplay of delicate detail and sheer power. 
Chesworth's l..8cuna comes from his music theatre 
work of the same name for Chamber Made Opera. 
The 14 brief Lacuna tracks stand on their own, though 
there were times (tracks running at one to 2, 
sometimes 3 minutes) when I wished for a 'unified' 
suite to fill the gaps and join the dots and to offer the 
duration that helps minimalist-inspired work cast 
their spell. lt's not surprising then that the longest 
track, Bells of Leipzig (5.39), essentially a sonic 
composition, is one of the most engaging. A 
disturbing oceanic electronic space opens out, a 
distant choir is fleetingly heard, vibes ring, a cello 
sings a half-melody over and over, distant bells are 
heard, theremln-ish warblings, that male choir again, 
a kind of bubbling of actMty fills out the space, the 
melody and the world fade. The minimalist latln beat 
of the following track ( Cunning strategy and delicate 
execution, 4.23 ) is one to dance to as marimba and 
trombone unite, only to be recurrently cut across by a 
flurry of notes of an altogether different order, and 
both are interrupted by a lyrical string refrain akin to 
the melancholy Orff pieces and Chesworth's Natural 
Causes and Retrospectively yours.. before returning to 
the initial alternating patterns. the trombone now 
raspingly muted. very Perez Prado. This Is nothing 
new (3.00) echoes in fom, the Orff Musial Poetica 
track 1 with its drum-led drive and some of the latln 
impulse of Cunning strategy. .. ) and closes 
spectacularly. There's much else to enjoy, like the 
clock-work intricacy of King's Arrival and the grand, 
funereal, suspended nme. and, of course. the overall 
accrual of themes and motifs cutting across tracks. 
staying with you. It all adds up and is Impressively 
realised by the ensemble. The accompanying CD is a 
remix by Robert Goodge and Chesworth of the Orff 
Das Schulwerk Iv. It's an Inventive bonus (28 
minutes) and, thankfully, for the most part doesn't 
stray too far from the textures and spirit of the 
Chesworth Ensemble performance. The same 
treatment might have been applied to several of the 
Lacuna tracks to savour at greater length. KG 

An anthology of australian 
perJormance exts 

This collection of Australian performance texts 
- the first to be assembled - sheds light on a range of 
practices in the groundbreaking area of contemporary 

performance. The texts, together with statements from the 

creating artists, illustrate, by practical example and 
theoretical explanation, seventeen different relationships of 

writing and text to other performative media. 

Spanning the period from the early 1980s to the late 1990s, 

this unique anthology of largely undocumented work brings 
together texts by The Sydney Front, Jenny Kemp, 

Kooemba Jdarra, Tasdance/That Was Fast, Richard Murphet, 
Open City, Lyndal Jones, Margaret Cameron, Sidetrack 

Performance Group, Josephf ne Wilson and Erin Hefferon, 

Doppio Teatro, Kinetic Energy Theatre Company, Entr'Ade, 
Legs on the Wall, The Party Line, Ex-Stasis Theatre Collective 

and All Out Ensemble. 

The editors, Richard James Allen 
and Karen Pearlman, are themselves creative artists whose text 

and dance-driven performance and film/video works 
have been presented in the United States, Europe 

and Australia. 

ISBN O 86819 420 4 RRP SJS.00 



Australia's premier festival for innovation and 
best practice in digital art and other 

• exhibitions of 
video, cd rom and media 
installations 

• on-line exhibitions, proiects and 
collaborations 

• live broadcast and netcast 
proiects 

• audio/visual performances 
incorporating new media 
technology 

· es in Australia and 
• 
10n. 

MAAP is seeking 
proposals from Australia 

and the Asia Pacific 
regions for MAAP99 and 

MAAP2000. 

Online 
AUSTRALIA 

MAAP99 proposals and Online Hustralia is a high-pro~le. h -impact 
expressions of interest commonwealth government initiative to develop and 
by 30 March 99 • contribute to Rustralia s positioning in the emerging 
Kim Machan - Artistic Director information economies. 
Multimedia Art Asia Pacific Inc. 
33a Logan Road Online Rustralia is hosting a wide range of peak 
WOOLLOONGABBA QLD 4102 events. exemplarq 
info@maap o~g au projects. and agen~a-setHng forums_to pro~ote and 

• • encourage creative engagement with onlme and 
http://www.maap.org.au digital technologies 
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