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Artificial blooms: animated stills

Jacqueline Millner sees Robyn Stacey’s Blue Narcissus

Within the petals of flowers inheres a
complex weave of symbolism: the flower
as the incarnation of sexual reproduction,
as ostentatious seduction; the flower as
arcane repository of powers of healing,
poison and extraordinary vision; the
flower as benign decoration, as simple
celebration of joie de vivre; the flower as
secret flesh-eating life form, with the
potential for vengeance and evil (as
imagined by John Wyndham among
many). A complex weave of symbolism
which after some time starts to reveal a
familiar pattern: the conflation of flowers
with archetypes of femininity is after all a
persistent theme in western culture.

Perhaps for this reason, let alone on
account of their metaphorical and literal
over-exposure, flowers as contemporary
artistic subject matter are dangerously
laden and hence avoided. Their archetypal
power was tapped with dubious degrees of
success by the central core iconography
associated with some 1970s feminist art.
More latterly, we've witnessed the erotic
mises-en-scene of Mapplethorpe and the
anthropomorphic fashion shoots of Irving
Penn. However, outside this generally
overdetermined language of canonised
commercial beauty, few contemporary
artists have met the brief with any
conviction.

One exception is Robyn Stacey, whose
current exhibition continues her subtle yet
striking photographic exploration of
flowers in the various stages of their life
cycle. Blue Narcissus features a number of
older works, including the heady Pollen
Patch (1996)—a wall-sized configuration
of panels of individual red, yellow and
orange poppies in the prime of life—and
the nostalgic Everlasting (1996)—the very
same poppies captured several months
later, now flaccid, sapped of colour and
decaying, in an image scratched and
handled as if it were a valuable keepsake.
Also contextualising the newer works is an
intimate version of Great Big Piece of Turf
(1997), which Stacey exhibited as a
billboard for Perspecta 1997 and which
reads like a digital take on traditional
Flemish vanitas painting.

Stacey’s new works synthesise and
extend the themes proposed in these earlier
images. For not only are her digital
photographs now tending more towards
abstraction, but the artist has also brought
another technological innovation to her
subject, namely the lenticular process. This
entails the layering of fragments of an
image on several planes by means of a
screen comprising an agglomeration of
microscopic lenses. The result is a
fascinating instance of animation that
depends on the movement of the viewer.

Stacey’s flowers appear to seethe with life
as one walks by, unfurling from closed
buds to reveal a community of living cells,
reproducing, growing, pulsating. Radiant
(1998) for instance could be a
differentiating zygote as much as a
glistening corolla, while Surface Tension
(1998) recalls a tiny creature being
nurtured in the womb.

Stacey’s images captivate partly by dint
of their homage to traditional aesthetics.
These flowers insist on their beauty, and
are represented so as to heighten their
allure. In works such as Narcissus (1999),
Tulip (1998) and Red Rim (1999), the
flowers’ symmetry, pliancy and sensual
colour are unremittingly celebrated. But
Stacey embraces the complexity inherent in
beauty. She handles the flowers in various
stages of decay, once they have shed their
petals, retaining nothing more than bristles
and desiccated stalks but still gracious,
poised and compelling. Moreover, Stacey
evinces this complexity in that she focuses
our attention on the relationship between
beauty, life and death, a complexity which
is mirrored and underlined in the
indeterminate status of the life forms her
images evoke.

Stacey’s images are digitally
manipulated, abstracted from the ‘natural’
to varying but unspecifiable degrees. While

Falling into silken kisses

Zsuzsanna Soboslay on icons and sensations in works by Marine Ky, Sue Anderson and Stuart James

I remember a poet friend being told by
Les Murray that he had used the wrong
kind of cow. Murray, the king of the
vernacular (if that is not a contradiction)
as both writer and occasional teacher is
always clear about what constitutes a
particular kind of Australianness and what
needs to be excluded from it. His
exclusions come with ease. I like his
nuggets of language, the vapours in his
skies, the weight of shit in his cowbellies. I
have also always slightly disagreed with
him, perhaps most where there is
poignancy, doubt and contradiction in the
living experiences which stretch, sometimes
tear at our identities.

In the past month, Australian Galleries
has shown works pushing at how we

recognise our landscapes. Sue Anderson
paints the rhythm of urban versus rural
(pre)occupations: bands of housing, yellow
wheatfields, thin skylines, a quilt of cars.
Proportion of field to urban edge might be
ten-to-one, yet it’s ambiguous whether the
housescape encroaches or whether the
rural holds its ground. The paintings
encapsulate a contemporary spatial
dreaming of the forces pushing at our
habitats by a painter watching her
homeplace change.

Stuart James takes to the seashore with
his republic of gulls. His enamelled,
riveted-copper birds perch on jetty®plinths
amongst shells and ring-pulls. A lighthouse
on the surface; a lost gold ring between a
deep-sea crab’s claws. Nostalgia, desire,

a project exploring space, time and cosmology via metaphoric and poetic means
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and near-revulsion play equal here: a
seaside holiday removed (as icons often
are) from daily grind.

The rivets remind the eye of how we
construct our icons (rather than presuming
they are innate or nature-made). There’s a
serious prank in the mounted laundry-tub
full of fish and beer. The disjuncture of
whimsy with this crafting creates space to
both accept and reject the identities
prescribed. In another country the
equivalent might be a cherub fountain,
which remains a vibrant (not nostalgic)
iconic marker for some (immigrant)
Australians [ know here. James’ skill leaves
a lot of room for the viewer’s personal
contradictions of memory and
background.

Marine Ky’s soft-ground etchings
salvage her diverse histories (Cambodia,
Portugal, France, Australia) in a mix of
refinements and urbanities: fine silks and
lace, kimonos, crocheted curtains, jeans.
The complex surfaces ask questions with a
fine translucency, layers lifted and lifted
and lifted across different skins. Where is
what’s left of this silken kiss? I do not ask,
where has this been, but where have I been
to meet this surface? Where am |, when |
have kissed? Does the kiss stay in Paris, or
on the inside of my lips? There is my heart
fallen in the pit of my womb; there the silk
that last summer grew too old. Ky says the
fabric and the etching plate also kiss. She
likes the ambiguity of which is which.

And beneath the lace, a bodyshape,
beneath which the hollow that the lace
holds. For me, these yoni echo the hollows
carved in rock by Aneesh Kapoor (the
hollow in the very substance of our core).

Robyn Stacey, Tulip

recognisable as flowers, these images may
well have been entirely generated by a
computer programme (although we are
told in Stacey’s production notes that many
derive from the scanning of actual

flowers). The animation of her creations by
means of lenticular screens further
complicates the distinction between the
natural and the artificial, the living and the
dead.

Within the sensuous register of the
beautiful, Stacey is thus able to invoke
some complex questions, about the
relationship of representation to lived
experience, about the way visuality
determines our understanding of the
world, and about the increasingly unclear
distinction between so-called natural and
artificial life-forms. Importantly, Stacey’s
work raises these questions not in
lugubrious or apocalyptic tones, but in a
powerfully affirmative mode.

Blue Narcissus, Robyn Stacey, Stills
Gallery, Sydney, April 21 - May 22

Marine Ky, Marine en Dentelie

Ky tells me that in Paris Kapoor’s
enormous works had to be guarded to stop
people falling in. Her own work also
makes me fall. I am profoundly emptied by
these prints. It is like meeting a stranger,
myself, quietly, intimately. Kiss. Where is
out and in? Surfaces kiss, and fold in. This
is my country. Reams of folded skin.

Marine Ky, Works on Paper (La Derniere
Mode—Soieries et Dentelles), May 18 -
June 12; Sue Anderson, Recent Works,
June 22 - July 17; Stuart James,
Republican Icons No’s 7-15, June 22 -July
17, Australian Galleries, Melbourne
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Black plastic dreams

Diana Klaosen peers into Video-Case

The New Fine Arts Gallery is a small
purpose-built exhibition space on the main
Hobart campus of the University of
Tasmania. With the university’s Centre for
the Arts/School of Art campus several
kilometres away, the gallery is intended to
bring a visual arts presence to the larger
university audience. But with a severely
limited budget, its shows are usually
interesting but low-key ventures from Art
School students and some staff members.

A recent offering, The Video-Case
Show, was deliberately more ambitious
and consequently more resonant, thanks
largely to the enthusiasm of its 3 co-
organisers, senior undergraduate students
working in a range of media, Fran Bradley,
Craig Ball and Nenad Alempijevic.
Addressing the smallish size of the NFAG,
along with a desire to include as many
participants as possible, the 3 came up
with the theme of working with—and in

and around—the form and medium of that
ubiquitous contemporary commodity, the
video box; the universally familiar, humble
black plastic case itself, in all its
ordinariness—something that every
potential participant could access as an art
material. The resulting show, it was hoped,
might be able to capitalise on Alempijevic’s
international connections and tour to
Europe, specifically Belgrade, inspiring in
turn some kind of reciprocal, return tour
to Australia of European works made as a
response to the Tasmanian show.

The egalitarian nature and lateral
thinking of the show’s theme prompted
well over 100 Art School personnel to
submit artworks; not only undergraduate
and post-grad students, but lecturers and
even administrative and support staff with
limited previous exhibiting experience. A
multi-faceted presentation, the show was
densely installed on purpose-built shelving,

a colourful and spirited whole that not
only had instant visual impact, but quickly
seduced the viewer into exploring at length
the quirky, witty, individual exhibits. The
works explore the usual gamut of personal
and political preoccupations, with feminist
issues, individual identity and non-violence
perhaps the most common themes.

There is much humour, some of it
directed at local arts identities and
politicians. Suan Payne’s fabric piece,
Lipeze, with its nod to Mae West and Dali
champions freedom of expression.
Johannes Timmers’ Gorgeous Red Dots is
a clever visual pun: the exterior of the
videocase covered in Timmers’ current
idiosyncratic “organic meets high-tech”
imagery—inside the case, the artist
simultaneously displays the actual paint-
splattered palette used to create the work.
The collaborative pseudo-postcard by Kate
Duggan, Tiffany Winterbottom and Trevor
Smith, Welcome to Tassie, a collaged
vision of photograph and fur, claims “We
have many nudie days around Tassie” (!),
while Mangle, Pat Brassington’s inkjet
print plus human hair is a disturbing
manifestation of the abject.

Pat Brassington, Mangle

The show’s travel plans are going
ahead, though the hostilities in Belgrade
necessitated a modified itinerary. Interest
has been expressed from several art
colleges across Europe—Scandinavia in
particular. Whatever form the tour—and
any reciprocal European-initiated
venture—eventually takes, it will have been
an imaginative and idealistic undertaking,
skilfully realised.

The Video-Case Show, The New Fine Arts
Gallery, University of Tasmania, Sandy
Bay, May 1999.

The view from outside
the Palm House through
a half open door entices
with a world upside
down. An inverted
green army tent hovers 4
over a straw-strewn
floor. You enter, drawn
by the odours of hay
and canvas, by sudden
memories of farms and
camping, by merging B8
images of agriculture
and war-as in the

Kosovo countryside.
You see 2 tents almost
filling the small

building, their peaks TeERaEse =
touching the floor, their Jackie Dunn
bases close to the

on our heads and alerting our senses. KG

Other artists in the Swelter series, see page 39

ceiling, their form held taut by small sandbags on rope. You peer through their flaps and windows, run a finger
across the rough surface, inspect the various stains. Just as the touch of vertigo passes, the floor demands
attention and draws you down. It extends the military connection—striped army sheeting and grey blankets
are embedded in the straw, either flatly, or, more curiously, in little cusps or burrows, as if to warm the heads
of sleeping men...or small animals. The ups and downs and upside-down-ness of Jackie Dunn's installation are
richly suggestive, especially as framed by the Palm House (19th century imperial home to displaced plants, the
foreign and the exotic, as the artist's note points out). But now the contents are not exotic, they are literal
images of power and the domestic (we are a few steps away from the First Farm), reconsidered by turning us

Jackie Dunn, Palm House, Botanic Gardens Sydney, May 22 - June 20, Swelter, curator, Michael Goldberg.

Suspension

continued from page 43

dexterity, performance requires extreme
musicality, or it would become pointlessly
showy. In the right hands it lives, with its
expressiveness and allusions to earlier forms.

Isang Yun was Korea’s major composer, a
Taoist humanitarian caught up in his country’s
politics, his imprisonment affecting his musical
sensibility. His work attempts to meld traditional
Korean forms and the forms of his adopted
Europe. His solo violin work Kontraste , written
at 70 in 1987, begins with a slow pizzicato
marked ffff—pluck the string as hard as you can
without breaking it. These notes suggest the
monk’s wooden gong, demanding order. The
extended pizzicato introduction evokes players
slowly marching onto a stage. When the bow is
introduced it evokes the drone of religious chant.
The music unfolds in dramatic gestures and
melodic beginnings punctuated by dramatic trills.
Every expressive nuance is pulled out of the
violin, but not in an overtly Romantic way. The
gestures have an Eastern feel. Pizzicati return
periodically to give pause. The moody
pensiveness of the work suggests it’s the
composer’s memoir, ending with a single,
plucked, full stop.

Whittington rejoined McMichael for the

final work, Mauricio Kagel's Klangwolfe (Wolf
Notes) of 1978-9. Based in Germany,
Argentinian Kagel is a leader in contemporary
music, film and, especially, music-thefre
genres. The violin must carry a ‘hotel’ mute, a
chunk of chrome that smothers its bridge and
reduces both tonal range and loudness. The
whole piece is ‘muted’, the pianist applying the
soft-pedal throughout and keeping the lid
closed. From within this confine the music
emerges with a remote, slightly industrial feel,
and its sober sensibility creates a mood of
oppressive distance.

McMichael and Whittington worked well
together. This recital covered an extraordinary
musical range and showcased McMichael’s
technique and her grasp of contemporary form
and intent.

Stephen Whittington performed Morton
Feldman’s For Bunita Marcus at the
Performing Arts Technology Unit, Adelaide,
May 31. Anna McMichael, accompanied by
Whittington, gave a recital entitled The
Contemporary Violin at PATU on July 2

Chris Reid is an educational administrator and
freelance writer.

As you enter the intimate gallery space of Room 35 at the
Gitte Weisse Gallery, Oxford Street Sydney, a female
voice backed by a jazzy little jingle, asks, “How do |
look?" Let's see. Inside are rows of tantalising female
hygiene products: “navel picks”, “finger ticklers™ and
“snail trail styling gels.” All are displayed beside their
discrete brown paper packages. Further in, an enticing
array of subtle sex aids: “pleasure balis”, “nipple
bandits”, “erotic indicators” and the piece de resistance,
“the pleasure pouffe”, an oval seat with a small pool of
water at its centre. A steal at $185. “Does it come with
goldfish?” we enquire

Suzanne Buljan and Prudence Murphy were awarded the
1999 NAVA Marketing Grant and this collaboration is just
the kind of artistic response to marketing we like to see—
imaginatively lateral, sexy enough to make you reach for

e
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Prudence Murphy & Suzanne Buljan Finger Ticklers

the metaphorical wallet and disturbing enough to make
you worry why. At one end of Room 35 is clear evidence
of the the artists’ business plan—a stack of small boxes,
orders for “pubic wallpaper” and “smile enhancers” —all
wrapped up and ready to go. VB

€VA has quickly become

1 this country inovative

and coming visual artis
stthmit their work in categories

including painting, sculpture, ceramics
decorative art and works on paper
EVA invites you to come, see and buy
the exciting works of Australia’'s young

emerging artists

Opening
Thurs 19th Auqust
Tickets «- Mark Bourchier §

When

Exhibition & Sales

Fri 20th - Sun 29th Auqust
11.00am - 4.30pm

Where

Wyatt Hall

Pulteney Grammar School
190 South Terrace Adelaide

‘Stairway to Holvon'!.



New music on the road

Melbourne’s New Music Lighthouse Ensemble on a 7 city tour: Keith Gallasch talks with artistic
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director and composer Martin Mackerras

In a statement of his philosophy, New
Music Lighthouse Ensemble director Martin
Mackerras (recipient of a Fulbright Scholarship
that took him to New York’s Julliard School of
Music in 1996) writes of the “specific intent to
keep Australian new music alive through the
creation of innovative music and energetic,
exciting performance.” He’s not alone in this in
a rapidly growing and innovative new music
scene. The impulse to theatricalise music
performance has accelerated over recent years
(and has a provocative international history
reaching back across the century). Increasingly
it is no mere dressing up or illustrating of a
composer’s work but a collaboration across
artforms yielding installation and/or
performance (eg Elision, Aphid Events)
indicative of the emergence of hybrids that are
attracting new audiences. Mackerras has
incorporated poetry into part of the ensemble’s
Playing Australia tour (in the Sydney and
Melbourne concerts Helen Morse intones
Emily Dickinson’s As All the Heavens Were a
Bell to a Mackerras composition of the same
name). In a telephone interview, Mackerras
says that he’s been working with sound
designer Michael Hewes on the amplification,
“disembodying” and “grounding” of the music
for performance in the larger venues in the
tour. Otherwise, he says, the effects will be
subtle, involving lighting and even a touch of
dry ice. “The Dickinson poem suggest worlds
within and I want to take my listeners there
with me. I'm a great lover of popular culture,
I'm involved in it, and I'll use it in performing
avant garde works.”

He writes that he’s as interested in “the

space music occupies in the social
consciousness” as in the spatial arrangements
in which audiences engage with new music.
The issue of social and spiritual responsibility is
not always consistently audible from the
musical avant garde these days (with some
notable exceptions like David Young’s Aphid
Events). Mackerras writes, “One of the key
roles of new music is to offer an alternative to
the dominance of the consumerist values that
determine so much of today’s music
programming. New forms and approaches to
artistic expression are about the advancement
of culture; I believe they provide us with the
opportunity to more deeply explore dimensions
of Australian spirituality and identity.”

In a program largely made up of premieres,
8 Australian composers have been invited to
respond with quite short works to Seven Songs
from a Journey, poems by Judith Wright. The
composers are James Wilkinson, Newton
Armstrong, Adam Yee, Amelia Barden, Kate
Neal, Adrian Sheriff, Ben Marks and Peter
Humble. “These are people I know, friends, all
interesting composers who come from very
different places in music. Some are “composer-
composers”, like Adam Sheriff and Ben Marks;
Amelia Barden comes from an electronic
background; Peter Humble and James
Wilkinson from improvisation. So the works
are in variety of styles and approaches. They're
quite short—miniatures really—and the poems
that inspired them are short. | heard the poems
on Radio National’s Poetica read beautifully by
Helen Morse, but this was followed by sung
versions. My response was, “Leave the poetry
alone”. As well I'd been inspired by Barrie

Rapture

faith not in religion but in IHOS.

A second coming in Hobart

Filomena Coppola takes a taxi to

Constantine Koukias has taken the successful Angharad Wynne-
Jones Sonic Taxi concept and added contemporary opera, ensuring
the production is distinctly IHOS. Wynne-Jones with her company
Cake Eaters Productions in Sydney performed /n Sea and Air in
1991. During IHOS's Rapture performance audience members are
blindfolded and driven to each of the 3 locations by taxi. Similar to
the religious notion of “the Rapture” (visions of Berini's St Theresa
in Ecstasy), the audience is physically transported and places their

Rapture explores the notion of the second coming of Christ within
the context of the approaching millennium. It is a narrative, but not
necessarily linear opera, staged over three sites in and around the
Hobart business district. The second and third sites, a shed and @ 105 opera, Sonic Taxi
disused warehouse, have a very distinct and comfortable IHOS feel.

Lucia Rossi

Beautiful installations of set and performers evoke the major warehouse productions which have become IHOS's
trademark. A sizeable cast, including the Rapture chorus, provides strong vocal performances which at these 2 sites

Kosky’s Voice Jam & Videotape
(RealTime 24, “In the mix”, page 46)
where he'd tried different
combinations of composer-filmmaker
collaborations. One of the composers
for Seven Songs from a Journey didn't

even like the Wright poems, but his ~ Martin Mackerras

work is a valid response nonetheless.”

Mackerras’ own full length works
Sulphurous Dreamscapes and Obscure Lunar
Conundrums and As All The Heavens Were a
Bell are also featured. In Sydney and
Melbourne only, his 30 minute solo piano
work The Waves will be premiered by Michael
Kieran Harvey. “Michael was a lecturer when I
was at the VCA and was interested in my early
pieces and in doing something by me. I went to
the US where I concentrated on the clarinet and
I didn’t compose for 2 years. To get a
commission from Michael through the Music
Fund of the Australia Council was a great way
to launch back into composing. It’s a big

piece.

Asked if there’s a tension between playing
clarinet and composing, Mackerras is firm:
“They inspire each other. I can't do one and
not the other. I like to write music I can play
and my motivation is always to explore new
territory on the instrument.”

New Music Lighthouse Ensemble features
an impressive lineup of musicians committed to
playing new music. It’s taken Mackerras a year
and a half of preparation to set up an
ambitious tour and New Music Microscope,
workshops which will be conducted in
secondary and tertiary educational institutions
to promote “creative listening.”

New Music Lighthouse Ensemble: Martin
Mackerras, clarinet; Liz Barcan, flute; Matthew
Tighe, oboe; Zoe Black, violin; Diedre
Dowling, viola; Rosemary Weber, bass; James
Wilkinson, trombone; Geoffrey Morris, electric
guitar; Vanessa Tomlnson, percussion; Mark
Knoop, conductor.

As All the Heavens Were a Bell rour:
Melbourne, August 2 & 8; Adelaide, August
11; Hobart, August 12; Canberra, August 14;
Wollongong, August 16; Sydney, August 18;
Brisbane, August 23. See page 43 for tour
details.

Laquiem

Andrée Greenwell’s Laguiem in
concert and on CD

A few months have passed since the premiere of
Laquiem at the Sydney Opera House's The Studio, but
this beautifully recorded CD (released at the opening)
is a vivid reminder of the intimacy and intensity of an
event simply staged, evocatively lit by Neil Simpson
and featuring 3 women (Karen Cummings, Greenwell
herself and Clare Grant) with a small orchestra in
settings of Kathleen Mary Fallon's dynamically delicate
and abrasive texts. The concert was given a distinctive
music theatre weight by shifts in light, voice and
orchestral textures, the recurrence of motifs musical
and verbal, and especially the mix of expressive
soprano, Greenwell's sweet, pop-jazz lyricism and
Grant's dark, unaffected spoken word.

In the delivery of text in new music there's been a 30
year tradition of ‘the cool’ (doubtiess inherited from the
Beats and encouraged by minimalists), developed and
maintained by Robert Ashley, Laurie Anderson, and,
one recent example, Gavin Bryars in his Man in a Room
Gambling. Greenwell frames the spoken word of
Laquiem in this tradition but is not afraid to let go. Grant
is allowed affecting moments of grief, anger and fear,
but these are always anchored in Greenwell's rhythms
and a prevalent distance from open emotion in the
spoken text. There is no fear of the dramatic: this is
another element adding to the music theatre intensity of

Fallon's texts (as selected by Greenwell) threaten to add
up (but never totally) to a grim domestic tale of endless
abortions, enemas, injections, the focus often on a
suffering child, and of love and despair (“I have
scrubbed out my body/no lover can read it/can't read a
blessed thing in it") located in a Serepax here and now
and a France of some indeterminate time ago. It's an
horrific world Fallon evokes where a woman is “skin
hungry for affection”, of “a little gil who had been
knocked about enough”, but Greenwell largely avoids
illustration, working rather by a kind of counterpoint.
Typically then, the final song soars and pulses with an
optimistic “there’s a very large day ahead” but leaves
the darkness of “its jaws will open” to the text alone: the
voice doesn't sing of anxiety.

Musically, Laquiem has the feel of maturity and
completeness, and a distinctive, recognizable
composer's voice. The pairing of the sung voices of
Cummings and Greenwell works powerfully
(reminiscent in spirit at times of the marvellous nuptial
celebration trio of Marie Angel, Ute Lemper and
Deborah Conway in Nyman's score for Greenaway's
Prospero’s Books) and the orchestrations are a joy.
Laquiemin concert is worthy of return seasons. The CD
is invaluable evidence of how spoken word, sung voices
and instruments working in a variety of ways with a rich
text can fuse into a singular experience. Not
recommended for classicists, high modemists and the
new complexity school, but marvelious for everyone
else. KG

For a detailed response to the Laquiem CD, see Linda
Kouvaras, Sounds Australian, No. 54, 1999. For CD

evoke a gospel feel.

the work. contact Australian Music Centre

At the first venue IHOS presents the audience with an exciting performance which is dynamic in its use and
transformation of the space. Entering the room the audience is overwhelmed by the smell of chlorine and confronted
by a small steaming swimming pool. Ushered in to seats along the length of the pool, we watch a man swimming
breaststroke lengths, back and forth, back and forth; it is not easy for him. We hear his erratic breathing and the
splash of the water. At one end of the pool his wife, reclining on a banana lounge, reads her book. Tea is steeping in
the pot and she is waiting for him to join her. He wants to discuss his thoughts on religion and the second coming
while continuing his laps. She, the dutiful wife, half listens/half reads her book, and at one point walks to the other a
side of the room to the dresser and applies perfume. What was once a sport centre has become a domestic scene;
he could be mowing the lawn or watching the sport on TV and she in the kitchen painting her nails.

Big things are happening at our website: check out
the new design at ...

www.amcoz.com.au

Featuring the WebCat, our online catalogue, composer
directory, member’s lounge and lots of CD bargains.
Enter the newbie quiz - prizes for the first 50 correct
entries.

The transformation of the swimming pool site into a domestic theatre space represents the continuation and
development of IHOS and the demands they place on their audience. However, the audience does remain within the
comfort zone of ‘viewers' of a theatre production. It would be interesting to see IHOS confront the audience by
making them an integral part of the performance, thereby encouraging them to interact with the specificity of each
site.

Call in! Call up! Surf up!

IHOS have consistently crossed boundaries, combining opera, theatre, music and instaliation to present a “
Level 1, 18 Argyle Street, The Rocks, NSW 2000

performance which challenges traditional art forms. Rapture , brings together a talented group of individuals who T

have produced a work distinctly IHOS and refreshingly innovative. ———— PO Box N690, Grosvenor Place NSW 1220
: australian Tel: (02) 9247 4677 Fax: (02) 9241 2873
Rapture —A Sonic Taxi Performance, /HOS Experimental Theatre Troupe, devised by Mary Burgess & Constantine music Toll-free (outside Sydney): 1800 651 834
Koukias, performers Colin Dean, PwalopeBnu Am!lvwsmn Petr Davis, Debra Pridgeon, Matt Skinner, Callum
LSOO Chom AN Fsus GRS IS, AR DN ST SRS CROY ISV SN Caot centre connecting the world with Australian Music

Zulya Kamalova; departure from Salamanca Place, Hobart, May 16 - 18
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Suspension of (old) belief

Chris Reid treasures rare performances of new music by Stephen Whittington and Anna McMichael in Adelaide

Quality performances of music by world-
class contemporary composers are rare in
Australia and especially in Adelaide. Two
extraordinary recitals at the Performing Arts
Technology Unit in the University of Adelaide
signal a new era. The 50 seat PATU Studio,
with muted lights, mauve sound baffles
scudding under a white ceiling, and the city
nightscape beyond the wide fifth floor window,
is a perfect setting for intimate, thoughtful new

music,

Morton Feldman’s music probably wouldn't
benefit from frequent hearing, its rarity making
it more precious. On May 31 PATU Director
Stephen Whittington gave us New York
composer Feldman’s For Bunita Marcus, a late
work, written in 1985, 3 years before the
composer’s death at 62. The extended length of
Feldman’s late works placed new demands on
the audience. He governed the performer with
more conventional notation rather than his
earlier graphic scores. For Bunita Marcus is
formidably notated, requiring great
concentration and technical facility of the
performer over its 2 hours. Comprising brief,
simple motifs, played pianissimo, it will only
succeed in accomplished hands like
Whittington's. It is sparse music, the spaces
between the notes, as they say, as important as
the notes themselves. These interstices parallel
the infinitesimal spaces between thoughts,
which, now prised apart, admit new thoughts.

There is a grid of time signatures—3/8,
5/16, 2/2—the musical figures crossing bar
lines. This asymmetry poses immense
difficulties for the pianist, who must

continuously count semi-quavers to keep the
meter. The sustain pedal is used virtually
throughout, capturing the softest intonation of
the piano. Twice, after a key is silently
depressed, the pedal is lifted momentarily, then
re-engaged to emit the sound. Often a key is
depressed only half way and then, when the
note is required, pushed home, defeating the
piano’s natural percussiveness. Sounds do not
commence but seem always to have existed.

In the absence of conventional melodic or
dynamic development, the music is given form
by subtle changes, in harmonics, meter, perhaps
a shift in octave. Frequently repeated motifs
feel different every time, each unique, like
drifting clouds gently changing shape in an
azure sky. They are iconic rather than
narrative. And as in classical Japanese forms,
the isness of each note is revealed.

But the form is subsidiary to the music
itself. Much contemporary music (and art)
emphasises form over aesthetics. Feldman’s
music is beautiful, sublime, even if emotional
closure is suspended. “Time is measured not by
the numerals on a clock face but by the
incidence of our apprehended possibilities.”
(John Berger G, 1972). The ‘moment’ elongates
to span the work’s 2-hour duration. Awareness
is heightened. The paradoxical notion of
infinity in a moment is understood, even
attained.

On July 2 Adelaide-born European resident,
Anna McMichael, gave a dazzling account of
new musical works from 4 major 20th century
composers. A specialist in contemporary

repertoire, McMichael’s interests and virtuosity
have firmly established her in the European
new music scene. Whittington joined
McMichael for Erik Satie’s only work for piano
& violin, Things seen from the right and left
(without glasses) of 1914. In 3 movements
(Choral Hypocrite, Fugue a Tatons (the
Groping Fugue) and Fantasie Musculaire) the
work derives from the composer’s mid-career,
middle-aged attempts to learn counterpoint.
These humorous little pieces betray
counterpoint, and also take 20th century
modernism a step further. Thematic
developments remain unresolved, breaking off
abruptly, sometimes mockingly, perhaps with a
quirky gesture.

Salvatore Sciarrino’s absorbing Six Caprices
of 1976 reveals a distinct realm in
contemporary repertoire. This half-hour solo
violin work requires Paganini-like virtuosity to
produce swirling cascades of glissandi and
harmonics, slurs running fast the length of the
violin's neck. Often the bow’s touch is so light
and fast the violin sounds like a breathy, trilling
flute. Though lacking key signatures, the music
sometimes moves towards melodic resolution
then darts away. Fully notated hemi-demi-
semiquavers map the impossible score.

Sciarrino has developed a language, ethereal
and impressionistic. If more conventional music
is like a passing flock of birds, Sciarrino’s is the
dizzy dance of a cloud of brilliant butterflies,
each a speck of massless colour, the whole
moving forward imperceptibly, so dense it
masks each individual’s apparently directionless
progress. At the edge of continued on page 41
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National Tour

As all the heavens were a bell
Australian Avant-garde music

Martin Mackerras

artistic director

playing avustralia Australia | | Council
A for the Arts
Touring Program

MELBOURNE SUNDAY AUG 8
6.30 PM MLC AUDITORIUM,
207
$23/818 BOOKINGS AND
INFO 03 9274 8136 ADELAIDE
WEDNESDAY AUG 11 8.00

O

BARKERS RD, KEW

H September 1999

28 Augu 5t

Roger Woodward
Skryabin Recital & CD Launch
8pm * Sat 28 Aug
Eugene Goossens Hall ® $30/$22 conc.

Young Composers’ Salon
Mon 30 Aug to Fri 3 Sept
7.30pm to 7.45pm, nightly
The Studio, SOH ¢ Free

Reykjavik Wind Quintet
8.15pm ¢ Mon 30 Aug
The Studio, SOH ® $30/$22 conc.

Daniel Herscovitch &
Erzsébet Marosszéky
8.15pm  Tue 31 Aug
The Studio, SOH * $25/$18 conc.

Sprung Percussion
8.15pm * Wed 1 Sept
The Studio, SOH ® $25/$18 conc.

australYSIS
8.15pm ® Thu 2 Sept
The Studio, SOH ® $25/$18 conc.

Topology
8.15pm * Fri 3 Sept
The Studio, SOH  $25/$18 conc.

maximum legroom
Acceptable Behaviour
8.15pm * Sat 4 Sept
The Studio, SOH * $20/$15 conc.

Kathleen Gallagher, Geoffrey Gartner,
Clemens Leske & Claire Edwardes
4pm * Sun 5 Sept
The Studio, SOH * $25/$18 conc.

Forum ~ New Music Criticism
With Alain Lompech,
Music Critic Le Monde, Paris
5.15pm to 5.45pm ¢ Sun 5 Sept
Foyer, The Studio, SOH ¢ Free

Marshall McGuire
6pm * Sun 5 Sept
The Studio, SOH  $20/$15 conc.

Wanda Wilkomirska &
Roger Woodward
8pm ® Thu 9 Sept
Eugene Goossens Hall ® $35/$26 conc.

Simon Tedeschi
Symphony Australia
1998 Young Performer of the Year

PM ELDER HALL, ELDER Bpm o Fri 10 Sept
MQrk Knoop conductor CONSERVATORIUM, Eugene Goossens Hall * $20/$15 conc.
Guest artists UNIVERSITY OF ADELAIDE JOSy Youth riiad
Michael Kieran Harvey  piano* $20/$15 HOBART THURSDAY Wanda Wilkomirska &
Helen Morse recitation® AUG 12 8.00 PM TASMANIA ek
Michael Hewes sound design* CONSERVATORIUM  RECITAL e e e o
* Melb and Sydney performances only HALL, UNIVERSITY OF Aur:pr:n EOnS.:nmg.Sopt
TASMANIA, 5 SANDY BAY RD. Convent Chapsl,

$20/$15 INFO 03 6226 7306 CANBERRA SATURDAY AUG 14, 8.00 PM ABC TV i v
STUDIOS, CNR NORTHBOURNE AND WAKEFIELD AVE DICKSON, $20/15 —
WOLLONGONG MONDAY AUG 16 8.00 PM CREATIVE ARTS THEATRE, BUILDING 25, 6

UNIVERSITY OF WOLLONGONG.$ 20/$15, INFO 02 4221 3990. SYDNEY WEDNESDAY

AUG 18, 8.30 THE STUDIO, SYDNEY OPERA HOUSE $25/$18. BOOKINGS 02 9250
7777 BRISBANE SATURDAY AUG 21 6.00 PM IAN HANGAR RECITAL HALL,
QUEENSLAND CONSERVATORIUM, STH BRISBANE $20/$15, INFO 07 3875 6241,

WEBSITE HTTP://WWW.VICNET.NET.AU/~NEWMUSIC/

The 10th Sydney Spring is pre-
sented with the support of the
New South Wales Ministry of the
Arts and the Australia Council,
the Federal Government's arts
funding and advisory organisa-
tion.
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The RealTime Reader Survey
& DIY Personality Profile 1999

HELP US TO HELP YOU

Reveal your secrets and be first in to receive one of 4 Gleebook book vouchers valued at $50 each, or one of 20 CDs,
or one of 10 yearly subscriptions to RealTime, each valued at $30.

Sangam, Anamika

mood. On the VOXAUSTRALIS label.

David Chesworth, Badlands

Sheer, cross-cultural lyricism is the outcome of this satisfying, often
reflective, amalgam of instruments and traditions—cello, koto, saxophone,
clarinets, percussion, darbukka, tabla, guitar and, not least, voice—from
an accomplished quintet of musicians working in Australia. Guesting are
Ashok Roy on sarod and Shanta Roy on tanpura. Five long, carefully
unfolding tracks guarantee exquisite explorations of cultural exchange and

Tim O'Dwyer, Solo Sax Show

Wild is the word as Dwyer saxes and vocalises with bebop intensity, pace
and eery layering of gasps, sighs and cries. But among these provocative
aural adventures there are also the intimate, smokey, meandering bass
clarinet number Song for Kellie O, the sombre for Alto and the evocative
Underwater Sax Show. Adventurous playing for adventurous listeners. On

the VOXAUSTRALIS label.

Books

Four Gleebook Vouchers valued at $50 each gleebooks

Features the music of Carl Orff and Chesworth himself in memorable and dynamic interpretations,

with a bonus CD moody remix of the Orff, If you like Reich, Glass, Nyman and Balanescu, but
you’re ready for an exciting new direction, you'll love Badlands. W Minc Label, through Festival.

Brenton Broadstock, bright tracks

A double CD from MOVE of contemporary chamber music, accessible, rich and varied, with works
of delicate ease and powerful drama from one of Australia’s leading composers.

THE REALTIME PERSONALITY
1. Why do you read RealTime?
(TICK ONE BOX OR RANK YOUR TOP 5.)

.. It's the only publication that reports
comprehensively on innovation in the arts

.| For its new approaches to arts writing

! For its national perspective

.| For its growing international coverage

! For its focus on emerging artists and their work

! Because it appeals to my intelligence

.1 Because it acts as a guide to my activities

. It tickles my hybrid sensibilities

- | like the idea of looking at artforms in the context of others

- To be first with the latest on the new

! Because it gives me ideas

S OMMIN ..o o ieccoisisitingitpammilossssis Bartbvianisoltsnsons ssisensatrcptoranssbichare
2. Do you see yourself as...
arty? -lYes _JNo
part of the chardonnay-sipping arts elite? JYes _INo
the chattering classes? JYes _INo

3. How many of the following acronyms can you decode?
ANAT, CACSA, CAST, EAF, ANZAC, IMA, ISEA, MAAP, RSPCA, MRC,
NOIE, PICA, SIGGRAPH, TPS, AFC All L] Some .1 None .!

4. Please tick one. Are you:

I A rationalist with an affection for pavement press?

| An old leftie with a finger on the pulse?

.J Under 25 with an ear to the ground?

ol ORI o et otsin s reah Mivs 5o Vids naoitanss satrss Mo sians tobt AR B aA ps A I a5

5. Do you wish you had a better handle on theory? ' Yes _/No

6. Unlike Giles Auty do you spend no time at all wondering
whether Kandinsky was any good? (Trick question?)

JYes _INo
7. Is there something missing from RealTime?
A Horoscope? «Yes _INo
A Lifestyle liftout? JYes _INo
Lists like “Best 100 conceptual
artworks of the 20th century?” JdYes _INo
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8. How many years have you been addicted to RealTime _]

9. Where do you pick it up? (TICK MAIN ONE OR TWO).

.| cafe . bookshop - library . cinema
. tertiary educational institution . subscription _Itheatre
| gallery 17 7 e S T e — Y

10. Does the Working the Screen liftout in this edition help

ease you into a digital future? ~Yes _INo
Or are you already there? JYes _INo
PLEASE COMMENT

11. Are you promiscuous with your copy of RealTime? How
many readers do you share it with? 11 12 13 _IMore

12. How long do you spend rapt in RealTime?
11/2-1 hour 1 1-2 hours 1 2 hours +

13. When you've finished reading it, do you
. keep it for reference . give it to a friend

J recycle it .1 fold it into origami

14. Do you use the paper as a resource for your own work?
JYes _INo
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15. Has reading RealTime ever convinced you to fork out for:
JCDs _lBooks _JFilms _JFestivals _)Concerts _J Artworks

publication.

16. Do you sometimes have difficulty picking up RealTime?
~4Yes _!No

For example:

18. Can you think of one good reason to subscribe? ' Yes _INo
19. If YES, why haven’t you?

If you ticked most of the boxes in 1. and YES on many of the oth-
ers (with a few telling exceptions) and read RT for more than an
hour (or in cumulative bursts), and you're sensitive to the sub-
scription push in the last 5 questions, then we're happy to have
you as a reader. Well done. We can't wait to profile you.

REALTIME ONLINERS

20. Have you visited the RealTime website? -lYes _INo

21. How long did you spend there?
.1 Under 1/2 hour
) 1-2 hours

-1 1/2-1 hour
-1 2 hours

22. On a scale of 1 to 10, how would you rate the website
. in terms of design

Jin terms of content.

24. Do you print it out to read? -JYes _INo

25. Where else do you look for arts information on the net?
.J ACN (Australian Cultural Network)
.. Commercial search engines

SERIOUSLY...

26. Are you male or female?
-1 Male -1 Female

.
27. How old are you?

- Under 25 12534 13544

14554 155+

28. What is your postcode? EEEREN
0. YU CODRPEAIIISIT . c55e-c o siicosesansnsnsessonsss sssrppaviarsosasasassrsns
30. Are you currently:

.1 Employed full-time - Student .1 Self-employed

.1 Employed part-time ] Struggling creative type

31. Income range for last financial year:

J0-$10K J $10K-30K «J $30K-$60K 1 $60K+
32. What is your education level

.J Secondary . Tertiary .l Post-graduate

'33. Which areas of the arts interest you in particular?
(RANK YOUR TOP 5)

.1 Dance .l Performance and Theatre

«J Feature film I Experimental film and video

I Digital arts 1Arts politics JArts news

.J Visual arts J Music « Sound arts
JPopular culture _l Festivals J H'ypenext media
J Photography J Books J Multimedia

34. Which of these artforms would you like to see more of in
RealTime?

..............................................................................................

10 free annual subscriptions to RealTime—é issues a year mailed direct to you in the week of

Please complete the form (on the printed page or a photocopy) and send it to us by August 31,
1999. First to arrive will receive one of the free gifts.

COLD HARD CONSUMPTION FACTS
35. Do you own a computer?
I MAC - PC

36. How many hours per week do you spend on the net?
JUpto5hours IUpto 10 hours .JMore than 10 hours

37. How much is work-related? How much for pleasure?

) (hrs) Work ] (hrs) Pleasure

38. How many magazines do you buy each month? "
39. Which artform magazines do you buy

! Visual Art I Craft .J Theatre

.| Fashion J Film ! Music

. Photography . Digital arts - Martial

40. Where else do you go for arts information?

. TV—Free to air .1 TVv—Cable -1 Radio

! Newspapers .1 Online .1 Magazines
I Other street papers

41. How many times per month do you attend
live performances A films art galleries

42. How often per month do you eat out? _ times

43. How many times annually do you travel interstate /overseas
for . arts festivals ] conferences?

44. How do you travel interstate? _'Car _ITrain _!Plane
45. Where do you stay when you travel interstate?

- Friends _J Hotel - Motel

AT TOUOIRBE 2L i cohessseasssvenesornicinsonnrantonsavonsnisstbnenenssasens onades
486. Do you consume...

. Spirits . Beer .J Quality Waters - Wine*

* Exactly how much is chardonnay—iet’s get this sorted out once and for all.

PLEASE NOTE THAT ALL THE INFORMATION SUPPLIED
WILL BE TREATED IN THE STRICTEST CONFIDENCE.

YOU NEED NOT GIVE YOUR NAME AND ADDRESS.

HOWEVER, TO BE IN THE RUNNING FOR A BOOK VOUCH- ~
ER, CD OR SUBSCRIPTION PLEASE COMPLETE AT LEAST
NAME AND ADDRESS IN THE FOLLOWING:

SEND THE COMPLETED FORM
BY AUGUST 31, 1999 T0 :
REPLY PAID POST No. 82719
READER SURVEY—REALTIME
PO Box A2246
Sydney South NSW 1234
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