
































































































































Place and re-processing in new music

Jonatban Marshall

Philip Brophy claims that his reprocessing
of film soundtracks on The Cavern of Deep
Tones “turns the music inside out to uncover
the deep rumbling at the core of the orchestral
machine prior to it being forced to make grand
symphonic beauty,” a project common to the
new music movement as it developed after
World War II. Sound was stretched and decon-
structed into pure noise. Tone overtook
melody and rhythm as the single note or
scratch became a signifier of minimalistic
depth, returning silence to the acoustic centre.
Music is that with which one structures the
sublime vacuum. Despite fitful resurgences and
continuitics by artists using traditional instru-
mentation or novel tunings (notably Sonic
Youth'’s retrospective of the New York avant-
garde Goodbye 20th Century or the work of
the Elision ensemble and Aphids), such ideas
are more likely to now be realised through con-
temporary sample-based music. Turntablists
like DJ Spooky and Ken Ishii rarely let a single
blip of an original musical phrase enter their
corpus without extruding and morphing it,
imploding the moment into cut-up micro-
cosms.

David Chesworth straddles this dichotomy
between clectronica and post-classical/post-
punk music. A former member of techno-
instrumental band Essendon Airport (often
somewhat simplistically described as Australia's
answer to Kraftwerk), Chesworth’s composi-
tion characteristically takes the form of creative
editorial. “I like music to have been on a jour-
ney,” he observed of his take on the score to
the film, Badlands. “Music becomes more
interesting as it collects more baggage. | don't
think I'd feel as comfortable sitting down with

a blank page or a blank computer screen and
writing something.” Unlike Elena Kats-
Chemin—who claims that the referential quali-
ty of her music is primarily strategic; a conse-
quence of the emotional and theatrical effects
she wants to achieve—Chesworth embraces
chamber composition as a form of “classical
sampling.” Chesworth's collaboration with
Sonia Leber on the Olympics acoustic forest
project—a spatial realm of strangely dissonant
yet related human action sounds—is therefore
consistent with his general practice. Mental
composition microprocesses found acoustics,
be they scores, recordings or programmed
noises. It is thus appropriate that Badlands
includes Robert Goodge's dance-floor-friendly,
ambient reworking of a Chesworth Ensemble
track, which transforms the original Reichian
pulses into pure electro-acoustic tones

New music cannot however be assimilated
into Zen-inspired minimalism a la Philip Glass
and Steve Reich. Even much of their music fea-
tures a distinctive ‘shimmer’, a polyrhythmic
layering of tone, force and texture producing a
motile mesh of sound. Electronica now seems
better at creating this effect also. Darrin
Verhagen's Zero/Stung for instance is a
superlative example of electronica featured in
recent South-Eastern Australian Post-Modernist
dance (others include Franc Tetaz—who also
masters Brophy's material—Livia Ruzic and
Voiteck).

Verhagen's work shifts from intensely
atmospheric, sonically open spaces invaded by
light rumbles and crystalline white-noise, to
slammin’, crunchy beats unsettled by smears of
back-tracking. Where carly new music and sub-
sequent spartan turntablism from John Cage,

John Zorn and even Brophy tends to place sin-
gle sonic events in broken, dispersed aural

environments, composers like Verhagen, who
are closer to club culture, create an impossibly

complex inter-weaving of thousands of tiny cle-

ments, coalescing into a crinkly, pulsating wall
of noise.

Ph2—Brophy's collaboration with Philip
Samartzis—bridges this apparent divide in
cinesonics. Where the primary logic of 7he
Cavern of Deep Tones lies in an acoustic-spa-
tial separation within an overall textured unity,
Ph2's Bionic Blue Bubblegum Slurpee is, by
Brophy’s own admission, “schizophrenic in
how it matches sounds and music styles.” It is
a neondit, LA-style suburban dream of subsonic
rumbles, crisp high frequency fuzz, driving
nco-percussion and alienating, apocalyptically
space-age realms, perpetually haunted by spec-
tres of Hollywood like Michael Mann. Few
techno releases (with the exception of 310's
drum’n’bass urban ethnography The Dirty
Rope) traverse such a range of sound and
tempo.

The neo-Dadaist happenings and Fluxus
events of early new music were intensely the-
atrical. They were nevertheless ‘post-humanist’
in character. The introduction of chance, spon-
taneity and dissonance challenged the proposi-
tion that either a rationality or a unified emo-
tional sensibility underlay composition. This
separation between authorship and art is now
more effectively (dis)embodied in electronica.
The artist-as-processor recedes further from the
work than the curious yet absent-minded dice-
thrower of carly Cage. It is significant that
Verhagen, Brophy and Chesworth all refer to
other sites: the dance floor for Verhagen,

acoustic spaces for Ph2, clockwork universes
and physical actions for Chesworth. Only the
more traditional instrumentation of
Chesworth’s Ensemble actively embodies live
action and gestural playing in performance;
console artists disappear behind and into their
work-stations. In contemporary electronica, the
body is allusively and elusively dispersed.

The Cavern of Deep Tones, Philip Bropby
(Sound Punch: 1999); Goodbye 20th Century
(Sonic Youth Records 4); Sonic Youth et al
(Sonic Youth Records: 1999); Reich Remixed,
Steve Reich, with DJ Spooky that Subliminal
Kid, Ken Ishii & more (Nonesuch: 1999); File
Under Futurism, DJ Spooky that Subliminal
Kid vs. the Freight Elevator Quartet
(Caipirinba: 1999); Badlands, David
Chesworth Ensemble, (W.Minc/Fido: 1998);
5,000 Calls, Wax Sound Media [David
Chesworth, Sonia Leber], Sydney 2000
Olympics Urban Forest; Zero/Stung, Darrin
Verbagen & Shinjuku Filth (Iridium: 1999);
Bionic Blue Bubblegum, Pb2 (Pbilip Bropby,
Philip Samartzis), (Sound Punch: 1999). The
Dirty Rope, 310 (Leaf: 1999).
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caleb k reports from New Media and
Electronic Music, Metro Screen, Sydney
Film Centre, Paddington Town Hall,
February 14, where Toby (Kazumichi)
Grime, Scott Horsecroft, Wade
Marynowsky and David Rogers talked
software, machines and noise.

PRESENTED BY SH SITY

AUSTRALIAN
INTERNATIONAL

WORKSHOP
FESTIVAL

2000

THE AUSTRALIAN INTERNATIONAL WORKSHOP
FESTIVAL IS A TWO-WEEK FESTIVAL OF
MASTERCLASSES BY INTERNATIONALLY ACCLAIMED
WORKSHOP LEADERS FOR PROFESSIONAL
PERFORMING ARTS PRACTITIONERS.

PROPOSED WORKSHOP LEADERS 2000

MIKE ALFREDS - U.K.
DANIELE LEGLER - ITALY

ONG KENG SEN - SINGAPORE

LINDA WISE - FRANCE

ANGELA DE CASTRO - BRAZIL
WENDY HOUSTON - U.K.
GENNADI BOGDANOV - RUSSIA

BERE (©

« PNy,

o Sum,
N o,

» Oy

ARTS O
VICTORIA

|
|
|

R

RealTime 36 April - May 2000 44}




	RT_36-1 copy
	RT_36-2 copy
	RT_36-3 copy
	RT_36-4 copy
	RT_36-5 copy
	RT_36-6 copy
	RT_36-7 copy
	RT_36-8 copy
	RT_36-9 copy
	RT_36-10 copy
	RT_36-11 copy
	RT_36-12 copy
	RT_36-13 copy
	RT_36-14 copy
	RT_36-15 copy
	RT_36-16 copy
	RT_36-17 copy
	RT_36-18 copy
	RT_36-19 copy
	RT_36-20 copy
	RT_36-21 copy
	RT_36-22 copy
	RT_36-23 copy
	RT_36-24 copy
	RT_36-25 copy
	RT_36-26 copy
	RT_36-27 copy
	RT_36-28 copy
	RT_36-29 copy
	RT_36-30 copy
	RT_36-31 copy
	RT_36-32 copy
	RT_36-33 copy
	RT_36-34 copy
	RT_36-35 copy
	RT_36-36 copy
	RT_36-37 copy
	RT_36-38 copy
	RT_36-39 copy
	RT_36-40 copy
	RT_36-41 copy
	RT_36-42 copy
	RT_36-43 copy
	RT_36-44 copy



