

























































































Voyeurism,

Diana Klaosen

The University of Tasmania’s Plimsoll Gallery
imports strong national and intemational touring
exhibitions and actively supports locally curated
shows—often by younger, firsttime curators

Kylic Johnson's eclectic and relentlessly con-
temporary show Heart On Your Sleeve features 6
artists, generally with growing intemational pro-
files. Most are Australasian; David Michael Clarke
is British, currently based in France. Johnson
encountered his work while on study exchange
in Glasgow: Heart On Your Sleeve is his
Australian debut

As the title implies, Heart on Your Sleeve
emerges from a personal interest in work “which
explores the slippage between the personal and
the public, the social and the personal, fact and
fiction” (Johnson, catalogue essay). In the partici-
pating artists’ work, the “stuff” of everyday life—
relationships, memories, music, television, film
and the popular press—has been used as aw
material.

So Heart on Your Sleeve explores popular
culture’s fascination with everything personal—
the private and intimate brought into the public
sphere. Johnson herself speaks of enjoying expe-
riences like being confided in in bars; observing
people trying on clothes and looking at them-
selves in those mirrors that are placed just ous-
side changing rooms; watching people hurl them-
selves around club dance floors when their ‘all-
time favourite’ song comes on..

This complicit voyeurism is a starting point
for a show that goes on to deliver quite a lot
more. Aiming to produce an exhibition unlike
anything seen in Hobart before (which, of course,
many curators attempt) Johnson also informs

Diana Klaosen

I'ranscending the tradition of Tasmanian
landscape photography. German-born Christl
Berg's installation Reciprocity displays an intel-
lectual rigour and some engaging hypotheses
and criteria

Realising that our view of nature is “so rid
died with concepts of art that the two are diffi
cult to distinguish” (lan McLean. Reciprocity
catalogue), Berg asks “can nature resist its own
making as landscape?” and thinks it is “on the
border between place and space that she
looks for her images.” She addresses the limits
of aesthetic intention to order the earth and
the way the earth is more real than its artistic
simulations

Berg's methodology was refined during a
residency on Tasmania's Maria Island, with its
colourful, chequered past as, variously, an
Aboriginal settlement, a whaling station, penal
outpost and the site of some wildly unrealistic
entreprencurial schemes, from Coffee Palace
to vineyards and cementworks

Today, the island is returning to its pris-

Squat Space

vulnerability

Heart with her interest in the YBAs—the current
crop of young British artists. In doing so she gives
the ‘private/personal’ theme—not new in itself—
an interesting angle. Possibly it is a more mature
manifestation of personal concemns, as if the
theme here has come of age

If a pop sensibility is central to the show, it is
revealed in a variety of interesting ways. Chris
Chapman, of Adelaide’s Experimental Art
Foundation, offers two simple, untitled drawings
of boys, clothed in one image, unclothed in the
next, engaged in pissing competitions. Traced
from ‘water sports’ magazines, they are hand-
coloured as deceptively conventional framed art-
works. The private, usually secret act, thus placed
in a public context, is given a new reading

Similarly, David Michael Clarke's 2 videos In
Between Days have the simplest subject matter—
in one he is reading in bed, in the other he is in
bed with his girlfriend, kissing a bit, but that's
about it. Private and unpretentious, yes, and fre-
quently seen on TV, but not usually seen “for
real.” As Johnson notes, “the sense of construc-
tion and viewer manipulation in Clarke's videos
sit alongside moments of apparent sincerity”, a
feeling heightened by soundtracks of Elvis at his
most excruciatingly sentimental which adds to
the vulnerability of Clarke's videos.

David Rosetzky presents a different and
strangely disquicting central image in his video,
Summer Blend 2000. Participants rub cream into
themselves as the camera pans down their bod-
ies. The subjects have disengaged expressions
and parallels with pormography are inevitable,
though the content is by no means as explicit. A
deadpan soundtrack is part of the highly con-

aking an island

tine state. Berg's medium-sized “natural histo-
ry” images, close-ups of rock formations, long
grasses and the ground immediately in front of
her feet have a striking purity and a quasi-
abstract quality. An enormous photogram, dis-
played banner-ike from wall to floor, is a
Christoesque index of the island—Berg could
conceivably cover the island with these full-
size replications of itself

Then, there is the third wall on which the
artist has handwritten, faintly, the complex
and compelling story of the island since 4,000
BC. These intriguing details—which the casual
observer could miss—inform and unite the
other clements in the installation and engen-
der a sense of participation in this well
resolved, haunting work .

Reciprocity, pboto-installation by Christl
Berg, University of Tasmania Gallery,
Launceston, Tasmania, August 3-27.

Following their victory over the South Sydney Council’s eviction attempt, the Broadway Squatters now turn their
energy from defending their homes to more creative pursuits. Squatspace, the community-involved street-level art
and event space, will be launched with a multimedia installation documenting the history of the Broadway Squats.
Squatspace offers a solution to the city's ridiculously expensive gallery rents and recognises that the current “pay
as you show” system robs artists of money at the time they need to develop their work on an exhibition is often a
crippling affair. Squatspace operates outside the cash economy. The gallery will feature political, experimental,
time-intensive and process-based work and will also enable projects by community groups and outsider artists.
Squatspace's debut show, Don’t Board It Up: Live It Up!, opens December 4 with an event featuring performances,
projections and sound works. Until then, passers-by will be treated to a window display of skewed tabloid journal-
ism by SHOK, the infamous psycho-babble text graffitist of Broadway. For more info contact Mickie Quick,

Everwilling or Texta Queen on squatspace@yahoo.com www.go.to/Squatspace

and Elvis

structed experience of Summer Blend—yet
another way in which it contrasts with the will-
ful amateurishness that is deliberately allowed to
slip into David Michael Clarke's work.

The sound elements and the need for all
videos to be viewed in at least semi-dark-
ened, separate spaces (and a poignant music
video by eminent independent Australian
performer Alex Lloyd) make for one of the
few problematic elements of this exhibition
Upon entry the viewer is confronted by pan-
cls and cubicles with only some of the very
few, small wall-based works to be seen.
While it becomes quite engaging to negotiate
these spaces, the fact remains that the exhi-
bition’s initial impression lacks impact.

Nonetheless, the works, as you find them
are worth the effort. Tasmania's Julie Gough
utilises found objects and family souvenirs as
“slices of memory and time” to pin down
flecting experiences and shifting memories
that hover between the real and the imag-
ined. Michael Harrison's acrylics on paper
have evocative titles (Thoughts Laid Bare,
Yours and Mine) and on close scrutiny
reveal, small, personal details such as
embracing couples on what might at first
scem to be straightforward, even “quiet”

semi-abstracts.

Curator Kylie Johnson has created a
strong show—to use the terms non-pejora-
tively—a fashionable show where the works
are united by a slickness, a polish. She has
taken some interesting curatorial criteria and

Heart On Your Sleeve, works by Chris
Chapman, David Michael Clarke, Julie Gough,
Michael Harrison, Alex Lioyd, David Rosetzky;
curated by Kylie Jobnson, Plimsoll Gallery, Centre
Jor the Arts, Hobart, August 12-September 3

united a diverse group of artists who have
addressed these themes in challenging ways.

Christl Berg, Reciprocity
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The tweaker, the tailor and...

Conversations from the RealTime-Performance Space Body & Sound Forum.

In just over a decade there bas been a revolu-

tion in sound design and composition for per-
Jormance. No longer is the composer/sound
designer a silent partner who obligingly provides
accompaniment or fills the blanks between
scenes. These artists are now central to many col-
laborations, with some, like DJs and composer-
instrumentalists, increasingly appearing
onstage/onsite.

Some 50 composers, sound designers, direc-
tors and performers gathered for a 2 bour infor-
mal conversation about sound and music in per-
Jormance and their relationship to venue, audi-
ence, design and performer. The conversation was
Ruided by Tony MacGregor, Executive Producer of
Radio National's Radio Eye, collaborating sound
artist on installations by Dennis Del Favero and
librettist with composer David Chesworth on their
Opera Australia commission, Angela’'s Cosmonaut.
The following is an edited version of the conversa-
tion that appears on the RealTime website.

Tony MacGregor I wonder whether peo-
ple might want, as practitioners, to talk about the
many possibilities of sound, where they locate the
primary purpose of its meaning and function in per-
formance. Is it about defining spatiality-creating
spaces, opening up spaces? Is it about shifting or
changing an emotional relationship between per
former and audience? IS it a source of information?
Traditionally, in the straight theatre, you get the
informational function of sound. But what other
kinds of information do we get when writers and
directors tum to sound artists? Is sound in itself a
diegetic narrative?

Nikki Heywood Somebody talking about
Garry Bradbury’s sound in my work Burn Sonata
commented on the way he placed sound where
right in undemeath. They saw the sound as provid-
ing a raft for the performers to ride on.

™ Is it both a raft and the stream as well?

Garry Bradbury I guess it's very cyclic as
well. In terms of textures and spatial relationships,
as a composer | tend to think in terms of illusions
of depth and the physical substance of sounds and

Paul Charlier And at other times it
becomes like another character on the stage. That's
when it's most enjoyable for me. But doing a lot of
theatre sound you get stuck with the limitations of
the space.

NH  What would be an ideal space within
which to place sound?

Gail Priest Head phones. You want
people to hear the nuances you've made. And you
know it's going to be incredibly hard by the time
there are things like, No, you can't have the volume
up that high because we want to hear the actors. ..
So much is lost. .. In the work | do with Caitlin
Newton-Broad (as Nerve Shell and with PACT
Youth Theatre), we work collaboratively right from
the beginning. We are cocreators. The sound
informs the way the performance develops from
day one.

Panos Couros The idea of an ideal
space is misleading,. It's really about the context of
the work and what it’s trying to say. It's about what
the sound is trying to reinforce or embellish or sup-
port rather than whether it's in a good acoustic
environment.

GB There's no such thing as an ideal acoustic
environment.

Paul Charlier ‘Well, yes but you can't
write with black ink on black paper, no matter
what you want to say. A lot of the time your creativ-
ity is limited because the first thing you're doing is
overcoming the problems of the space before the

work can occur. My view is that there are great
buildings and you can do work that’s suitable in
those buildings...I think Belvoir Street is the best
venue in Sydney for spoken word theatre because
the audience is in an ideal configuration for the
actors. But then | went to a theatre in Vienna and,
from the top balcony, I could hear an actor facing
upstage. You sit there marvelling that some archi-
tect could see this as an acoustic space.

Paul Healy

ma.

The ideal space is a cine-

™ Do you mean it's an ideal space acoustically
or is it the refationship which the audience has to
the sound sources?

PH At least cinema conventions have given
sound some kind of status and primacy which
means that you don't have to deal with being a
technician as well as a creative person, which is
okay if you can.

Barbara Totterdell
test space, so you're creating sound from point
zero. It's the closest you can get'to a studio

What you have is the flat-

PH It's controlled, it's the same across most
venues. It allows you to hear detail. Geographically
it may not be the best place. If you're working with
film, you don’t have to put speakers up for the audi-
ence. Whereas at the Sydney Theatre Company you
do, which scems crazy

™ Film has a set of well established conven-
tions and a set of industrial practices around it that
make it function in certain ways.

PH The ideal space for a sound designer is the
dark.

™ In the process in which a performance
picce arises, a lot of composers are coming in a
way down the track.

Rosalind Crisp The great thing working
with lon Pearce over a long period is that cach
process feeds into the next one. The longer we
work together the more cocreating is going on.
And the more understanding there is between us
about what it is we're dealing with.

™ I know lon Pearce sees his music in terms
of movement. Who makes the first move, as it
were?

RC I don't know where it started. I suppose as
things have gone on I've invited him to come in
and keep working with me and that process has
changed, evolved. In the last piece, Accumudation,
way.

Virginia Baxter What do you mean?

RC In the dance studio, he never watches.

VB So is it like a peripheral relationship?

RC I don’t want to speak for him, but it's like
maybe he doesn't want to look too directly, too
closely, or he'll start accompanying. The most
exciting things have happened when we've come
in from different ends and it’s sort of worked.

Panos Couros The best relationships
I've had with directors or choreographers have
been when you've read the script or talked about
the project and then you've given them a piece of
sound and they say, “That fits perfectly and I never
would have thought you could put that dimension
into it.” The worst possible relationship is when
they say, I need this sound for that and nothing
clse.

T™™  That's a relationship in which “they” have

lon Pearce

the work in mind.

Nikki Heywood Part of the reality
is that | have never been invited by a sound artist to
work with them on their project. It's usually the
other way.

Gail Priest But with new media a
work can originate with a sound designer and a

PC I've initiated projects and received funding
for them as a sound designer inviting visual people

mn.

Gretchen Miller Likewise. 1 don't think |
would bother working in theatre if it was going to
be performance first, sound second. It doesn't inter-
est me at all.

Jenny Kemp When | work with
Hizabeth Drake there’s a script there and she does-
n't really look at it. Then there's the choreographer
who's a mature artist too. Coming into collabora-
tion but not looking too directly at each other but
maintaining a certain sort of autonomy, there's a
possibility of a pure sort of synergy, a kind of open-
ing into each other’s difference that's really catalyt-
ic. Each of us travels from our positions to some-
where else, which is the place where we all meet.
That’s the place that gets interesting,

RC It’s the same for me as a choreographer. If 1
hold fon’s sound too close it takes away the other
things I'm aware of in the dance and | lose the
autonomy of the picce.

T™  Inmy sense of your work, Jenny, particular-
ly in the theatre, the composer and the choreogra-
pher and the writerdirector are working together
with one informing the other in a kind of catalytic
process in which all the elements are transformed.
Nonetheless, the audience tends to walk away with
the plot, the story. There's no mechanism for cred-
iting the extent to which their experience was
transformed by, say, sound.

RC I think that depends on the work. In Helen
Herbertson's Descansos or Delirium [dance-based
works on which Jenny Kemp has collaborated] |
felt equally aware of all players.

Alan Cruickshank

Sophea Lemer It's not always desirable
to have everyone pay attention to the sound in that
way. Sometimes you want it to affect them in ways
they're not thinking about. Sometimes it’s been
really effective if they haven't noticed it. So credit it,
but you don't always want it to jump out at people.

Amanda Stewart As soon as you've got
language, physical movement and sound in some
field, certain hierarchies start to form. Some of the
infrastructural contexts we work in—realist theatre
etc—are structures of the 19th and 20th century.
New technologies give us a chance to reconfigure

When a child leams language, there’s this pneu-
monic feedback loop between the ballistic act of
forming sound in your throat, then subsequently
distinguishing sound, then starting to assign func-
tion to sound. So they're all linked—movement,
sound production and listening and language, at

ed out is another point. So people have an opportu-
nity to make their own system through working
together for a long time and forming their own rela-
tionships before they even do anything in
public...but we never get a chance to do that these
days.

Rik Rue1 like it when it gets blurred. When people
say, I didn't like the show but the music was good.
I'd rather hear, that was a great show-and by the

™ Even when sound is simply emotional
underlining, that's still transforming the experience
of the words?

Paul Chardier I wouldn't agree with
that. Any aspect of performance can be a transform-
ing thing. You get a good actor and they may trans-
form you without saying a word. It's the nature of
what's being expressed, not its form or its source.
Sophea Lemer Sound does
change what we see.

PC Yes, but visuals change what you hear.
™ You can totally transform the meaning and

reception for a set of words by shifting the sound
within them.
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...the not too silent partner

PC You can do that by painting the set a differ-
ent colour.

™ Is that all that sound is then?

Panos Couros Sound is just another lan-
guage. And all of the clements you're trying to put
together come together to communicate. Whether
there’s sound or not, it's a matter of what you're
trying to say.

Garry Bradbury 1 don’t know what I'm
trying to communicate when [ put together a piece
of music. What I'm interested in are configurations.
Before, we talked about lon Pearce not following
the performance that closely. It's interesting that
when performance and a piece of music come
together in a way where they are not meant 1o,
somchow they collide and generate new meanings
That's when sound is being used in a really fascinat-
ing way. | seem to have stumbled across things like
this working with Nikki Heywood and that's why
we keep working together. U'll compose a piece for
one part of the performance and it's too obvious
and we put it somewhere else and some weird
counterpoint happens that creates a new tension
we woulkd never have thought of. That's creativity,
but it's not like trying (o communicate anything
specific. It's just standing back and watching what
happens and keeping it when it works, when it's
potent

Gretchen Miller 1 like the idea of using
sound to create a completely different space so that
you actually expand the walls of the space and the
physicality of the space almost becomes irrelevant
You can take sound and almost bodily place the lis
teners clsewhere

GB Don't you think the world is virtual
enough? If I'm in a theatre | want to be in a theatre.
1 don’t want to be transported to some kind of
cthereal netherwordd

GM I'm not talking about an cthereal nether
world. I'm really just talking about bringing other
spaces to that place

™ Do you mean like a desert environment, or
other places that have a sonic trace?

GM Yes, but specific desent environments, not
just generic ones

GB I find this whole soundscape idea to be
more of 2 cinematic approach to sound than a gen-
uinely 21st century theatrical one. | have real prob-
lems with this illusionistic approach to sound

Paul Chadier A couple of years ago
something happened with my work in which the
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whole idea of transporting someone to another
world no longer interested me. | got interested in
making the theatre the specific space that the per-
son was in and elaborating on that. It’s the worst
thing in the world to put a siren in at The Stables
Theatre because the audience is listening to real
sirens outside the whole time. Everything's in the
context of what you're hearing at the moment. You
can have the best church sound in the world but if
the actors’ voices sound like they're in a carpeted
loungeroom, the brain's smart enough to know that
they're lying. For me it’s got to get to the truth, the
physicality of sound

Keith Gallasch Paul Healy, in the work
you've done with Barrie Kosky, the actors are radio
miked, so you can play your sound score at a con-
siderable volume if you wish or make it more
nuanced or whatever. What sort of spaces are you
creating there?

PH I'm sort of the opposite of Paul. Oedipus
wias a 2-hour show in which everything that was
played was synced within 10 seconds of the action.
It was a continuous, 2 hour sound score. I'm very
interested in creating entirely controlled environ
ments in which to experience theatre, leaving very
little to chance, and pulling the strings of the audi
ence in terms of what you want them to feel

KG What happens to the performer in that sce-
nario? They're operating on a different plane. Some
performers might feel disembodied or as if their
voices are coming at them from somewhere clse

PH To me, it's imelevant what they feel
[Audience laughter.)
Gretchen Miller I think that when you

radio mike the performers and you start to work
voice with sound in that way you're no longer cre-
ating an environment where sound is within the
theatre. You're actually bringing voice and sound
together in an incredibly intimate and composition-
al way. So I'm with you. Your accidents happen
before the actual gig. You're creating an intimate
relationship between text, sound and music such
that they're not on separate planes but become the
one language. And 0 you're not creating a sound-
scape so much as an entire environment from all 3
of those clements. [ was really excited by Oedipus
because | thought what you did was very radio-
phonic and for me that's a fantastic space to place
theatre because you actually do, in some ways,
remove the body. But then you bring it back in a
compietely different way

PH 1 think the problem with theatre is that you

cannot suspend disbelief. I don't go to the theatre

because that's the problem | have with it. The only

way to overcome that I believe is to adopt a differ-
.
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Rosalind Crisp

ent approach where you're pulling the actors for-
ward sonically and pulling the world onto the audi
ence. And then they can start to feel

things. ..You're not thinking oh, I'm at the theatre,
you're actually #n the world [of the play)

PH It's no longer about projection, saying “I'm
on stage

Paul Charlier In Suddenly Last
Summeer at Belvoir Street we managed to do about
95% underscore without radie microphones only
because the main actors had fantastic voices. Also
one of the things | like about performance is that
it's never the same twice and one of the things |
hate about doing a one cue soundtrack is that
you're forcing a mode which by its nature changes
every night. . .For me it's been about trying to write
styles of music that can be played back in a way
that fits that shifting mode of performance.

Jenny Kemp There's a kind of emo-
tional liberation in having a radio mike in terms of
the vertical range that a performer can access or
plunder. And quite often it seems to be about

accessing the place of an inner voice. There's some-
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Alan Cruickshank

thing a bit “held” about the external narure of pro-
jecting that seems to me to cut off the possibility of
a whole range of emotional exploration. The naked
voice in the space is really beautiful and one wants
to hold on to that with the radio mike not tumed
up too high

Panos Couros I reckon it boils down to

whether you're a good actor or not

Rik Rue
use a radio mike, leam to use it

I think if you're going to

JK There's a danger of being passive with the
radio mike where you're not making any cffort. It’s
a balance

The discussion continued on to address issues of
“performance aspiring to the cinematic condi-
tion”, venue design and more on the collaborative
process. Visit www rtimearts. cony~opencity/

RealTime-Performance Space, Body & Sound
Forum, Redfern Toun Hall, Sydney.
August 24
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Lux Mammoth &

Andrew Beck

Al Smith and Cat Hope are Lux Mammoth,
a new music duo whose recently released first
CD Hertz Circus with its raw-edged ambience
is in contrast to thewr improvised noise-based
live performances

Al Smith comes from a rock'n’roll back-
ground in Perth. A bass guitarist in ephemeral
band land for 6 years, Al co-formed KAK with
his brother Col and friend Carl in 1998. The 3
piece noise band burnt an album’s worth of
CDRs just for the record. “We recorded a lot
of stuff in the noise genre, but we didn't really
think anyone would want to listen..." Before
the noise-with-musicality of Lux Mammoth,
Smith was not aware of the breadth of the
Perth new music scenc

We (KAK) were all sort of interested in
that sort of music and we thought, ‘well, just
Jor fun’.. I'd beard of Evos (new music pro-
moters/advocates, now Tura Events), but it
was before I was aware of others...working
in the area. We came from the experimental
end of rock'n’roll and just wanted to take it
a little bit furthber. My brotber is still playing
in Closet Panic Sniveller and Carl and I were
playing in a band called Swapmeat. We sort
of folded at the end of last year.

I did a recording session for Cat’s band
Gata Negra, which is ber more sort of rock
band. And she brought down Rob Muir dur-
ing the recording sessions. We were talking
about different styles of music...and they
were interested in bearing some KAK stuff.
And they really liked it. Those two bad obvi-
ously been involved with the new music

the
totally huge
new music festival

march 31 - april 8 2001
perth

western australia

61.8.9380 6996

scene over the years a lot, especially Rob. So
from: that, Cat suggested that she and I form
a band for the Totally Huge New Music
Festival in 1999. And that was when [ first
realised there was a scene. People doing simi-
lar tbings.

When it's suggested that Lux Mammoth
the recording artists and Lux Mammoth the
performance artists can be very difterent
things, Smith explains,

initially we started out as the lux
Mammoth format, two bass guitars but play-
ing them in non-traditional ways or trying
to create interesting sounds from a tradition-
al instrument. For the CD we were recording
in that sort of format because wben someone
is sitting down in their own listening envi-
ronment | think you can afford to be a little
more intricate and a bit more tecbnical in
the recording process. So we put something
together that was fairly noisy but a lot more
ambient than our live performance

In the live performances we incorporate
the visuals. With the Tools show we've just
done and the meat manipulation show at
PICA (Perth Institute of Contemporary Art)
we bad something a bit more interesting for
the audience to watch. People commented
that even with the big video screen they
spent a lot of time watching what we were
doing with the tools and trying to make the
association with the sound. That's what we
are trying to do with the live performance.

With the release of Hertz Circus, the 2
performance shows, Tools and In Its Own
Blood, and their other live gigs, Smith has
come to understand through audience feed-
back that there is a collection of people who,
like him, have been performing in bedroom
and garage studios all over Perth.

If you ask someone if they bave a CD or
tape of their work you can listen to, it soon
becomes obvious that there’s not that much
about. If you want to listen to, to experience
experimental music from Perth there doesn't
seem to be an avenue if you don't like going
to live gigs. And that’s not everybody's scene.

Smith, who is also a sound engineer and
runs Bergerk! Recording Studio in a northern
suburb of Perth, started up the Sound Gallery
series under his formed-for-the-occasion
Bergerk! label. The Sound Gallery series is
both a forum and an archive, Smith says. The
first two label releases for this December are a
KAK CD and a Cat Hope solo CD of live mate-
rial recorded during a US tour for the Extreme
Music from Women compilation. Each release
is being limited to 50 “hand made” copies to

.

exploit the developing local market. By limit-
ing the copies Smith hopes to publish more
material. He has a further 2 releases on track
for January and hopes to maintain an output of
2 artists a month.

I like to listen to CDs. I mean, there are
people like Rob Muir who bave created a
large body of work over the years but it's not
available publicly. It was mainly for shows
and performance. Anotber guy, Steve
Matzkov, be calls bimself High Impedance, a

australi_an
music
centre

‘Tis the season...

...to listen to the latest Australian music.

Check out some of this year's best releases at
the Australian Music Centre shop, or visit our
website to see the online sale catalogue.

___ Special deals for cyberspace visitors.

Call in! Call up! Surf up!

» Level 4, 18 Hickson Rd, The Rocks, NSW 2000
PO Box N690, Grosvenor Place NSW 1220

Tel: (02) 9247 4677 Fax: (02) 9241 2873
Toll-free (outside Sydney): 1800 651 834

Connecting the world with Australian Music

Perth’s new music scene

solo guitarist. Not traditional, be creates lay-
ers and layers of really ambient floating

sounds.

Also due out in early 2001 are 5 film/video
quasi-collaborations between Lux Mammoth
and local independent film/video makers.
These are a direct result of the Tools perform-
ances where local film/video maker Andrew
Ewing created the video projection backdrop
to one of the tracks that now appears on
Hertz Circus.

After the shows we met a lot of filmmak-
ers who were interested in doing a similar
thing. There are 6 tracks on the CD and so
far there are 6 filmmakers. They're all going
to make a short film to each of the tracks on
the CD...We're boping to screen them in a
cinema...perbaps travelling to short film fes-
tivals...[W]e baven't any input into the mak-
ing of the films, what goes into them visual-
ly, but it’s our music.

Andrew is a lecturer in web communica-
tions, induiges in analogue imaging and is
co-director of independent live arts promo-
tion and management company X-Events.
His association with new music began in the
late 80s when be first worked as a sound
designer and, under duress, recording engi-
neer.

Interviews with more West Australian
composers, sound artists and event organis-
ers like Tos Maboney will appear in RealTime
in 2001.
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The Firm gives its all

Chris Reid

In the 250th anniversary year of the death of
JS Bach, The Firm—Adeclaide composers
Raymond Chapman-Smith, Quentin Grant, David
Kotlowy and John Polglase—paid an outstanding
homage by including Bach’s works in each of
their last 3 concerts, placing their own music in
a singular perspective.

The highlight of their September concert
was Polglase's Concertino for Strings, with dark
musings and searching development. Polglase
owes as much to Brahms as to the New Viennese
School. The prelude established the work—
strong textures, well-delineated voicings across
the ensemble, and complex thematic develop-
ment, at a slowish, introverted pace. The second
movement’s strong marching beat began in the
bass and transferred to the strings, again with
complex development, though it could be short-
ened for emphasis. The third movement, a deli-
ciously slow weave of simple, haunting ideas
was followed by a postlude that resolved carlier
ideas.

Kotlowy's blossom drift a single, typically
sparc movement, concentrates the listener’s
focus inward. Influenced by John Cage and Zen,
Kotlowy's works are an opportunity for medita-
tion and awareness of ambient sound—the
Town Hall clock striking, or a siren wailing past.
Grant's Elegy—on the Death of Robert
Schumann is a homage in 3 movements, the first
a brief quotation forming a theme, with varia-
tions and other explorations depicting the per-
sonality of the manicdepressive composer.

Chapman Smith's Sinfonia represents a fur-
ther, perhaps surprising example of his move
towards tonality. He can sure write a tune, even
if he has often avoided it previously. Sinfonia is
tightly wrought, expressive, with strong orches-

tration of simple motifs—symphonic in charac-
ter. Structure remains at the heart of all
Chapman-Smith’s work. The Adelaide Symphony
Orchestra members’ ensemble playing showed
good balance, dynamics, and interpretation.

The Firm's October 9 concert, a solo recital
by pianist Anna Goldsworthy, comprised
excerpts from Bach's Well-Tempered Clavier and
works by Chapman-Smith and Grant.
Goldsworthy’s Bach is sublime, subtly nuanced,
rather than interpreted. Chapman-Smith's Ciclus,
variations for piano with a typically New
Viennese flavour, is based on gently developing
forms punctuated by crescendi, evocative,
though highly structured intellectual music.
Grant’s romantic The Misty Hill followed—9
€tudes, which he says, draw on Janacek's In the
Mist, translated to evoke his childhood
Tasmanian farm home. Messiaen's influence also
appears. Chapman-Smith’s and Grant’s works
probe musical style and craft convincingly,
requiring considerable pianism.

On October 23, the new Langbein Quartet
supported by violinist Margaret Blades and gifted
young pianist Leigh Harold, performed works by
all Firm members, and Bach and Brahms. Grant’s
Sky and Vertigo is a gentle, lyrical, single-move-
ment adagio, with moments of foreboding creat-
ed by chromatic discord. John Polglase's very
classical piano quartet is highly textured, with a
strong piano line, great orchestration and colour.
Kotlowy's piece, as ever, is deliciously meditative
and spacious. In Chapman-Smith’s measured
work, the piano’s short, marchlike phrases intro-
duce a dialogue of string glissandi. The Langbein
Quartet is superb, a welcome addition to
Australia’s musical scene. The final movement of
Brahms' Piano Quartet in G minor, stunningly

rendered, closed the season.

The Firm's work contrasted with two excel-
lent concerts at the Performing Arts Technology
Unit. In his premiere of Otber Planes,
Melboume-based Californian Erik Griswold used
prepared piano to explore the middle, treble,
bass and harmonic ‘planes’ of the piano. Treble
Plane evokes a toy piano, the cascading staccato
notes all within an octave or two. The jazz-influ-
enced Bass Plane suggests a funky bass guitar. In
the title work, Griswold used an unprepared sec-
tion of the piano—descending chords were
accompanied by readings from Craig Foltz live
over the phone from New York and broadcast
through loudspeakers in the auditorium. The
text, about lists, mirrored the music’s listing of
notes. In what Griswold calls “trance music”, the
form seduces the listener with its repetitiveness
and textures.

Fragments/Visions comprised short works by 11
composers, varying in length from 15 seconds to
about 3 minutes. Whittington played 48 picces,
spanning the era from the mid-19th century
(Alkan's Esquisses) to 1999 (Sophie Lacaze's
Three Preludes), to exemplify the musical minia-
ture. Interestingly, Whittington omitted
Webern's famous miniatures but included some
of Schoenberg's, as well as works by Boulez,
Cage and Skempton. The most bizarre were the
4 Take-Offs (1905) by Charles Ives, showing just
how radical Ives was. Whittington interspersed
Kurtag's musings on flowers, cach a mere line of
music, through the recital.

What is marvellous about Whittington is his
commitment and enthusiasm for contemporary
music, and his great technique. To perform the
work of so many challenging composers in one

Stephen Whittington

evening, with such accomplishment, is a signifi-
cant feat.

At Tandanya on November 14, new music
exponent Gabriclla Smart joined Goldsworthy in a
program of 20th century music for 2 pianos. The
highlights were Katchaturian's 7hree Pleces and
Polglase’s intense Totentanz. Polglase’s frenzied
arpeggios in the second instrument created high
drama as the Devil whisked away his victim. Smart
and Goldsworthy are an outstanding ensemble,
playing as if a single mind is performing.

The Firm, Pilgrim Church, September 25,
October 9, 23; Erik Griswold, August 31 and
Stepben Whittington, October 24, Performing
Arts Technology Unit, Adelaide.

projections.

If you join our subscription list in
December, you will receive
throughout the new year,

six fresh-off-the-press editions N
(no dog ears or coffee stains) of
RealTime, jam-packed with arts
news, reviews, provocations and

Unbelievable value at $26.40 (inc
GST), that’s 20% discount on our
usual $33 subscription price.

From Real

Treat yourself or a friend to a
RealTime subscription at our
special Christmas gift price.
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WWW.0zCo0.gov.au/resources/publications/

Edited and produced for the

RealTime

Australia Council by RealTime

Australian contemporary dance, music theatre and
Indigenous arts are the subject of three new Australia
Council publications now available on the Australia
Council’'s website.

Providing an overview of three of Australia’s most exciting
and innovative artform areas, each guide is packed with
profiles of artists, arts organisations, groups and companies
available to tour internationally. The guides also include
databases of contact details, available promotional material
and more.

These and other Australia Council publications can be found at
http://www.0zco.gov.au/resources/publications/
or, to request a copy to be sent out, write, fax or email the
Australia Council for the Arts, the Australian Government’s
arts funding and advisory body.
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Audience & Market Development

Australia Council

PO Box 788

Strawberry Hills NSW Australia 2012

tel 02 9215 9000 fax 02 9215 9074
http://www.0zco.gov.au O
ada@ozco.gov.au

Australia] | Council
for the Arts
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