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WELCOME

On behalf of the members of the Board of the
Australian Network for Art and Technology
| am delighted to be able to welcome delegates
to the Third International Symposium
FRANK McBRIDE ° of Electronic Art.
cnar  The Symposium is the result of
Australian Network for Art and Technclory  complex and thorough programming
by many people over the past two
years. It is not possible to thank them all here by
name, but we are sure that the success of the
symposium will be an acknowledgement of their
contribution.
As the host organisation of TISEA, the Australian
Network for Art and Technology is extending
its programming for the first time into the
international scene. Over the past six years
ANAT has undertaken projects which focus on
research and development, skills acquisition and information management. Our aim is foster the con-
sideration of the cultural value of the integration of new technologies into contemporary art practice.
TISEA provides for us the opportunity to bring together for the first time in this country some of the
most important practitioners and writers in this field. I'm sure the effects of the participation in this
symposium will be long term and broad in art and technology in Australia.
The Australian Network for Art and Technology's future programming will build on the momentum and
success of this most significant event.









KEYNOTE ADDRESS

Myron W Krueger
EXHIBITIONS
PERFORMANCE
DIGITAL AUDIO
TELECOMMUNICATIONS
ESSAYS

Brenda Laurel

Erkki Huhtamo

McKenzie Wark

Manuel de Landa

ABSTRACTS






BODY SURFACING. The participant’s actions create
abstract three dimensional patterns of pulsing light.

VIDEOPLACE Installation. The participant stands in
front of a backlit assembly. The video camera
sends information about the participant's position
and behaviour to the computer system. A
composite image of the participant interacting in
an artificial reality is displayed on the video
projection screen




CRITTER, a graphic creature, perceives your
movements and engages your video image
in a whimsical interplay. CRITTER affords a
playful metaphor for one of the central
dramas of our time: the encounter between
humans and machines.

Hanging by a thread is a ftwo-way interaction
between a participant in the VIDEOPLACE and a
second participant at the VIDEODESK. The small
participant in the VIDEOPLACE is able to make
her image swing back and forth, on the graphic
string held by the person at the VIDEODESK, by
moving her body.
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Trevor Batten, Camival, Artist's software



EXHIBITIONS

Peter Beyls, untited, 1985

PETER BEYLS BELGIUM

The objective of my work is conceptual naviga-
tion. Pragmatic considerations lead to the
design of computerised vehicles allowing ele-
gance and optimal flexibility while playing with
ideas. The general approach is cognitive rather
than protedural or mechanistic. We conceive
and develop machine partners that assist the
artist in the process of exploration and discov-
ery. Digital media may encourage intimate
machine interaction, i.e. the interactive evalua-
tion of the behavioural potential of a given idea.
In addition, the artist learns about the true

nature of his intentions through visual feedback.

Consider the development of virtual work
spaces of which the artist is both inventor and
explorer. The central material component is

knowledge, rather than information. This implies

that we are interested in the meaning of things
rather than their visual appearance. The auto-
matic generation of intricate pictorial complexi-
ties as such is of no concern. However, the
study of levels of autonomy in the creative
process is important since we aim to design

computational environments that accommodate

mental models of creative behaviour.
Computers allow for the manipulation of ideas
on the symbolic level. Arbitrary concepts like
conflict resolution, adaptation or responsibility
are formalised and activated in a simulated, vir-
tual world. The activity in this world manifests
itself in pictures. These pictures are visual rep-
resentations that emerge from the inherent
abstract activity and careful selection of physk
cal attributes imposed by the artist. The pic-
tures document themselves.

In summary, the sharing of responsibilities

between human and machine — while aiming to

create in a common effort — is at the heart of
the matter. The initial spark for many incarna-
tions of activity and interactivity is borrowed
from examples in nature or it may be a product
of human imagination. In either case, our objec-
tive remains the interpretation rather than the

16

understanding of the internal dynamics of the
cognitive process. The idea is to create a con-
text for the exploration of the psychology of
humans as well as the psychology of machines.
The final works are side effects of the very
activity of navigating in unknown conceptual ter-
ritories.

PERFORMANCE SPACE
Gallery: Tuesday 10th November - Sunday 29th November

Work in exhibition:
untitled drawings









David Blair, WAX: or the discovery of television among the bees

Philippe Boissonnet, De Profundis
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Luc Courchesne, Portrait One ,1991. Photo: G. Warner
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These images explore archetypal correspondences between elements of nature and the organic
body/psyche/soul.

This work is the result of ongoing research into ways of circumventing visual conventions inherent to
3D computer technology such as linear perspective and ‘objective’ realism, which are, | believe, symp-
tomatic of Western culture’s separation of mind from body, and self from nature.

The intent of this research is to create metaphorical images that unify subject/object, interior/exteri-
or, and physical/metaphysical realms of being, in order to reaffirm our essential embeddedness in the
world. :

The images are ‘still frames’ of three-dimensional computer-generated scenes, created with the 3D
animation software SOFTIMAGE. They are exhibited as backlit transparencies as a means of recreat-
ing the luminosity of the computer screen, and to suggest the numinosity of archetypes issuing from
a universal, morphogenetic ground.

IVAN DOUGHERTY GALLERY
Thursday 29th October - Saturday 14th November

Work in exhibition:
Interior Bodies series
Root, 1991

Stream, 1991

Leaf, 1990

ACHAMELEH DEBELA USA

My works are manifestations of moods, movement, reflections, and expressions of experience.
Contextually selected imagery or subject matter serves as a departure towards a creative process. In
some instances the selected imagery is a conduit between the concept of the initial idea and the final
outcome. Ethiopian/African surface decorations, symbolic motifs, masks and figures are deliberately
and freely chosen and are integrated as visual vessels of a continuum. In addition to conventional cre-
ative means, new images transformed via the use of a new tool (in this case the computer)

provides versatility and infinite possibilities. Hence, | enjoy the sanitised world of the computer and its
challenge and yet cherish the smell of linseed oil, turpentine, acrylic and the tactile surfaces.

IVAN DOUGHERTY GALLERY
Thursday 29th October - Saturday 14th November

Work in exhibition:
Digital Painting
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Char Davies, Leaf, 1990
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Joseph Delappe, Guif War Memories, 1992




JOSEPH DELAPPE UsSA B

The images for Gulf War Memories were culled from cable television broadcasts and videotapes of
the Persian Gulf war and commercial advertisements. The image column consists of six 11 x 14 foot
back-lit duratrans prints of computer manipulated television, flanked on both sides by eight 4 x 4 foot
box fans each blowing towards the viewer the aroma of bones from previously consumed Kentucky
Fried chicken. Near the base of the piece is a bracket to house the empty bucket of chicken. This
piece sets up associations of sensory information which are intended to provoke thought and contem-
plation about our nation's recent history. The piece is an absurd memorial for an absurd conflict. The
idea for this piece came about after reading of the large increase in fast food sales which took place
during the Persian Gulf conflict as people rushed home from work to view the war on T.V. Gulf War
Memories represents the absurd and ironic nature of our national obsession with this most recent
television war which was consumed and forgotten as readily as a fast food dinner.

PERFORMANCE SPACE
Gallery: Tuesday 10th November - Sunday 29th November

Work in exhibition:
Gulf War Memories, 1992

| am currently working with computer imaging,
photography and interactivity.

My work is, for me, a way to make tangible and
give form to things that are intangible and form-
less. It deals with sex, violence, corporeality,
experiences, memories, madness, desires and
passions: things that are nebulous, changing,
and not necessarily physical or tangible. |
attempt to represent these things in order to be
able to live with them.

| am interested in creating work that has
intensely personal and corporeal subject matter
as well as my own blood and clutter At the same
time this is achieved using a technology that is
often associated

with the impersonal, with slickness, cleanness
and the commercial world. However, this very
contradiction allows for and parallels the shift-
ing associations of the work | make.

PERFORMANCE SPACE
Theatre: Tuesday 10th November - Friday 13th November

Work in exhibition:
Tales of Typhoid Mary, 1992

EXHIBITIONS
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STEWART DICKSON USA B

Humans use tools to extend the range of our senses and our physical selves.

The digital computer is a radically novel tool in the history of human kind. Never before have we
known such a tool with which we can explore the structure of our understanding of ourselves and our
universe.

The computer, as a creative device, is an expressive conduit of our profound internal being. The
image is a loaded visual presentation which stirs the senses and touches the emotions and soul of the
viewer. The viewer senses the sculpture’s presence in their personal space by comparison to their
own physicality. | state the image | make to the computer and to other people in concise language,
invented by humans to convey abstract concepts.

The terms of computer art consist of nothing less than the immutable absolutes that form the struc-
ture of the universe. In as much as we are products and part of our universe, we have the potential to
use this extension of ourselves to treat every aspect of our physical and abstract existence. | see this
as a source of great social benefit and cultural change.

Emergence is an installation of floating forms

which hover and mutate, multiply and migrate.
A maze of ambiguity, it refers to the illusion of
reality and the eternal inquiry of existence.

ROSYLN OXLEY9
Monday 9th November - Saturday 14th November

Work in exhibition;

Enneper’s Surface

Complex Varieties of Fermat's Final Theorum, n=3
ST VIVIESis S FEsinact Fuial TOCHikR. 05 The elemental domains of the circle, triangle
and square are activated by movement through
space. The drawings, which apparently lie
below a waxen surface, are revealed as the
body becomes an inscriber and beacon, its
shadow casting light, its gestures making
marks. The resulting drawings are the culmina-
tion of an assemblage of interactions as the
installation continually accumulates the changes
brought about by previous participants. The
work departs from mimicry and simulation. By
centring upon the interplay between shadow
and substance, actual and suggested motion it
creates a subtle, dynamic labyrinth of innumer-
able permutations. In dealing with the elemen-
tal, Emergence aims to redirect the focus of
interaction from the guiescent observation of
external production to introspection and con-
templation.
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IVAN DOUGHERTY GALLERY
Thursday 29th October - Saturday 14th November

Work in exhibition:
Emergence, 1992
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Stewart Dickson, Genus 4, Three-Ended Minimal Surface, 1990
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BRIAN EVANS USA

Is nature best understood through reasoned
mathematical thinking, or through instinct? The
mixture of rationality and intuition is volatile yet
perhaps necessary in constructing pieces that
can catalyse aesthetic experience. Employing
techniques and finding a balance in their use is
a problem all artists face. Some artists have
found number of value for both aspects.
Whether the meaning of number for them is
divine, or a true expression of nature and reality,
or simply a rational principle of organisation and
generator of materials, many of the works
endure, Number has proven itself, not as the
solution to all problems, but as a worthwhile
contributor to artistic discourse and aesthetic
experience.

ROSYLN OXLEY9
Monday 9th November - Saturday 14th November

Breath is an interactive installation in which the breathing of the user finds its abstract transformation
in moving images and sound,

The regulation of one's breath is not a simple matter. On the one hand it is possible to influence it
consciously, while on the other hand inhaling involuntarily leads to exhaling and vice-versa.

The realtime processed image, which is an aesthetic frame of a dynamic image world, is based on
parameters that can be influenced by monitoring the user's breath through an interface. The resulting
image is a visualisation of the user's breathing which in turn influences their subsequent breathing pat-
terns and measured values. As a result, a circuit between inside and outside is established.

In the initial state the image is an ordinary structure (made up of 400 polygons) which moves in space
— alone or in groups — but always interdependent of each other.

A sensor belt connects the user to the computer. The belt measures the frequency and volume of the
external breathing. The breathing rhythm causes the structure to oscillate. The oscillation triggers
image and sound.

The changes in breathing frequency control the image processing. The regular breathing of the user
makes the images ‘come alive’; irregular breathing ‘kills' them.

Breath is a temporal stethoscope. Perception in/of time becomes possible through the observation
of the present image structure which vanishes in the next instant (but still visible as an imprint). The
image emerges out of a connection between past tendencies and current influences.

PERFORMANCE SPACE
Theatre: Tuesday 10th November - Friday 13th November

Work in exhibition:
Breath, interactive installation, 1992
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This piece is concerned with chance, fate, destiny, or serendipity, (depending on the viewer's spiritual
inclination).

It consists of three pinball bumpers positioned in a padded scalene triangle with a perspex base. The
unit is mounted on a large spring and strained with three sprung adjustable wire ropes. A steel pinball
is placed on the field of operation.

When this machine is disturbed in any way the ball rolls along the surface inevitably colliding with a
bumper. This then initiates a chain reaction firing the ball in an agitated manner around the surface
which in turn further agitates the machine into a frenzy of agitated reactions. These reactions last
from 10 seconds to five minutes.

They are totally random so neither the direction of the ball nor even the duration of the agitation it
causes can be predicted. The three pinball bumpers have auxiliary contacts which, when closed, acti-
vate a remote solenoid positioned near the keys 0, 1, & SPACE on a computer keyboard.

These three solenoids and their activation allows for communication between the agitated machine
and the computer to take place. 0 & 1 use binary code to choose a word from a programmed vocab-
ulary, while SPACE verifies the choice and display it, allowing the selection of another word.

In this way the crude playful machine communicates random and spontaneous movements that are
interpreted by the computer.

BLACK
Monday 9th November - Saturday 28th November

Work in exhibition:

untitled (interface)
electromechanical kinetic sculpture

30

This series reflects my interest in using the
computer directly as a drawing device to pro-
duce work that could only have resulted from
interaction between artist and an electronic
toolbox. I've tried to give each piece a gestural
sense of hand while at the same time never
denying the digital basis of the work.

Blind Man's Bluff is a piece which refers to the
gathering and analysis of seemingly disconnect-
ed pieces of data inviting the viewer to mix,
match and sort the visual information. It was
inspired by seeing video footage generated
from stereo pairs of satellite photos at
Siggraph.

ARS MULTIPLICATA
Monday 9th November - Friday 13th November

Works in exhibition:
Blind Man's Bluff, 1991
instaliation of laser prints



Allan Giddy, untitied {interface)
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Madge Gleeson, Blind Man’s Bluff, 1991



Tim Gruchy working in studio development of ‘Space over Time' Brisbane 1992

lan Haig, scenes from the Interactive Computer Graphic Game, Hack










Stephen Hamper, MA-1, 1992

Graham Harrison, The Instrument for luminating the Future, 1992



Jean-Pierre Hébert, Entrelacs, Noir

Cristoph Hildebrand, MacToys, 1992



EXHIBITIONS

JEAN-PIERRE HEBERT usa

Jean-Pierre Hébert is an artist with a back-
ground in engineering who first worked with
computers in 1959 and began ‘drawing’ with
them in 1979. He has modified an HP plotter to
carry large ink reservoirs feeding the pens.
Each of his works, generally sized from 5x5cm
to 75x100cm, comprises a single unbroken line
meandering under the direction of the artist's
custom software creating non-repeating but
self-similar linear harmonies.

Hébert's original drawings are the artefacts of a
poetic exploration of the quality of line, texture
and surface possible via the integration of the
formal materials of this age-old discipline and
the potentials of contemporary technology.

ARS MULTIPLICATA
Monday Sth November - Friday 13th November

Work in exhibition;

Entrelacs, Cobalt & Sepia, 72.5x 110 cms
Entrelacs, Cobalt & Alizarine, 72.5 x 110 cms
Entrelacs, Alizarine & Sepia, 72.5 x 110 cms

CHRISTOPH HILDEBRAND GERMANY . T

This installation shows six plastic toy-TVs (with motor drives) that mechanically move a band of
images across the screen of the TV-box.

The design of these custom-built bands is based on the graphical user interface of the Apple-
Macintosh. It displays a command line on top of the band, a series of icons on the bottom and pixelated
images in the main screen.

The images are constructed out of rough 3D pixels, created with a simple paint program. The com-

mand line presents words that contain a double meaning that relates to machine language as well as
to human values. The icons depict typical cliches of the modern technological world and symbols of
inherited traditional values.

BLACK
Monday 9th November - Saturday 28th November

Work in exhibition;
Mactoys, 1992
Animated plastic toy TVs, computer prints






John Hughes, One Way Street



Dieter Jung, Motion in space - Space in motion, installation view, 1989/90

Neha Justo, Audio Body Suit: A Second Skin (detail) Photo: G. Warner
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BOB LAST SCOTLAND

The piece consists of two 70cm video screens, one viewed through a 850mm x 720mm aperture of
fluorescent orange ripstop nylon, and the other through papier-mache aperture culled from the pages
of an illustrated encyclopedia.

Each screen presents part of a larger than lifesize face. A young boy and a middle-aged man peer out
at the world and away from each other. A blurred landscape passes behind them.

The two fragmentary video portraits are cycled off laser discs, allowing a high resolution continuous
loop of a short clip.

ABC ULTIMO
Monday 9th November - Saturday 21st November

Work in exibition:
And. Then.
Laserdisc multimonitor installation

These works are the result of an automated
process. | design a program which relies on
randomly generated numbers and parameters
supplied by myself, to produce a series of
abstract, rather architectural images. These
pictures Shroud and Closeup, are two out of
hundreds of various outcomes. Closeup is in
fact a highly magnified section of Shroud (mag-
nified twenty times).

The process | use to create images is recur-
sive, or fractal. All that is defined at the begin-
ning is a set of rules specifying in rough terms
how to arrange and colour the basic elements
of the image. However, the basic elements
themselves are images made using the same
general system of rules, and so on ad infinitum.
This is why Closeup is just as fascinating and
detailed as Shroud, and why a closeup of
Closeup would be as well.

Each image contains twenty eight million pixels.
The images were computed using an AT&T
Pixel Machine, a supercomputer specially
designed for producing very complex computer
graphics.

AUSTRALIAN CENTRE FOR PHOTOGRAPHY
Monday Sth November - Saturday 28th November

Work in exhibition:
Shroud

EXHIBITIONS
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Lucilie Martin, Worship, 2.2m x 2.1m, 1992 (detail)

Jon McCormack, Signals, 1992

Stewart McSherry, Cheviot 1 (swarm), 1992
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Alain Mongeau & Enk Mattson, Vision Infogothique (Computer animation), 1990

Nancy Paterson, Bicycle TV









Filomena Renzi, Forest of Repeated Action, 1991
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Markus Riebe, Zelle-3 , 1992



Cynthia Beth Rubin, Toledo Page , 1992

Mana Sarkis, KAFERLEIN... (installation view)










Patricia Search, Intermezzo, 1991

June Savage, Scanners , (detail), 1992



Henry See, A Memory Project, installation at G-Tech SIGGRAPH '92 Chicago

John Sherman, Signing, 240x240cm linotron print










Goran Stojanovic, A Deal, 180 x 123 cm

Martin Spanjaard, Adelbrecht, protozoan robot, 40cm diameter




Peter Svedberg, untitled
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EXHIBITIONS

CLAUDIA VERA uUsa

Memories are the sources of my work. They are essential for the development of my ideas. | have
discovered that my work was nostalgic even when | thought that | had arbitrarily chosen some particular
shape over another. Memories have been furiously pouring images and context into my existence,
now memories are my tools.

Sentimentality is also inherent to the conceptual quality of my work. It is present in the sound of
tangos and in the language found in the radio shows that | listen to during the long afternoon hours.
Sentimentality is part of the colour in which my mother would dress for a walk in the park. It is also an
important part of the vocabulary which certain objects have..Objects can carry a semantic quality. The
cultural background in which they interact can be purely emotional, making them abstract with their
complexity.

| believe in the coexistence of fantasy and reality. For me the division between what is real and what is
not doesn't exist. This affirmation is unguestionable. Many works of art have come out of this ground
of thought. In my life, dreams are the medium from which my own destiny has a present and a body.
It is my desire to suggest or to perceive the scenario for a concrete dialogue to exist. The mediums
that | use are distinguished by this interactive concept of emotional reality and fantasy.

Computers are for me the path for developing imagery. They allow me certain freedom to choose and
discard from a wide panorama of images. Conceptually they are a matter of magic. With them, the
properties of light can unfold into and image. They take me to the most intimate levels of the image.
To the source of colour and forms. The physical qualities of nature that can be found provide the
tools for the inexperienced to go ahead and create other levels of life. My hope is to make my work’s
existence have a meaning in this interaction of the past and the present. | use electrical devices to
show my work. | do this so that the electrical light qualities from the medium will be carried on into the
viewer's experience. This doesn't happen by copying nature but unfolding nature's meaning.

PERFORMANCE SPACE
Gallery: Tuesday 10th November - Sunday 29th November

Work in exhibition:

Tango 2, 1992
installation



Claudia Vera, Tango 2 (detail of installation), 1992
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Roman Verostko, Derivation of the Laws, pp.21,22, 1991
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Annette Weintraub, Sic Transit, 1992
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Wenyon & Gamble, Bibliography at Installation Age, Tokyo Metropolitan Museum of Photography, 1992

Dennis Wilcox, Untitled, Pendulum monitor video installation at Performance Space January 1992







EXHIBITIONS

ADAM WOLTER AUSTRALIA

Philosophically the most interesting thing about computers is that from the earliest stages of their
conception, they were thought of as general purpose machines. Part of their structure has been delib-
erately left blank and may be readily changed. This part is of course the program. If a computer is
made use of for its ability to support a particular small set of programs then it its potential is unrealised.

If artists are truly interested in maximising the scope of their creativity, or in taking more control of
the political agenda in their use of computers, then they should get tough and take the hard approach
of writing their own programs. This approach requires no more hardware than others (usually less)
and can be achieved (somewhat surprisingly) on quite standard personal computer configurations.
Further, the results of programming efforts are easily subject to literal deconstruction and reuse in
other contexts and are therefore well suited to communal use. The major input to the programming
approach is time, usually more abundant to artists than other commodities.

This approach should naturally be leavened with recourse to readymade processes when available,
and indeed it is the case that large applications programs which rely primarily on graphic user inter-
faces are now providing interfaces either to dedicated scripting facilities or to generalised inter-
process communications capable of or oriented towards programmed control. More and more, third
party provided components may be connected to produce flexible and powerful hybrids.

The communicational connections that constitute these hybrids are at once generalised, specific,
arbitrary and structured. They are inevitably expressed in some form of language. The program of
events described by that language is limited largely by the ability of artists to express themselves
appropriately. Few would disagree that expression is an essential goal for artists.

Work in exibition:
Royal Botanical Gardens, Tisea Registration area
Maiden Theatre

Computor Sandpit
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1. Stelarc, (video-still), Remote Gestures,/
Obsolete Desires: Event for Robot
Manipulator, Involuntary Arm and Third
Hand, Edge Biennale, London, 1992

2. Stearc, (video-still), Remote Gestures,’
Obsolete Desires: Event for Robot
Manipulator, Involuntary Arm and Third
Hand, Edge Biennale, London, 1992,




3. Stelarc, (video-still), Graft/Replicate:
Event for Virtual Arm, Amplified Muscles
and Third Hand, GASS, Melbourne, 1992.

4. Stelarc, (video-still), Graft/Replicate:
Event for Virtual Arm, Amplified Muscles
and Third Hand, GASS, Melbourne, 1992,




PAUL DEMARINIS usa

The Power of Suggestion

“God is perhaps not so much a region
beyond knowledge as something prior to the
sentences we speak”

Michel Foucault

In many of my recent songs for synthesised
voice | have treated speech melodies as musical
material. By a process of computer analysis and
re-synthesis | extract the melodic line of spoken
language, involve it in a variety of compositional
transformations, and apply the result to digital
musical instruments. Along the way, the original
voice becomes more or less disembodied, but
retains much of the original spirit and meaning.
With the computer analysis model | can alter
voicing — changing the speech into drones or
whispers, articulation rate — speeding or slowing
the speech independent of pitch, as well as a
variety of other effects (many of which sound
unfamilar but agree with the kinematics of the
vocal tract). As | compose, | listen and | think. |
choose vocal sources that interest me, particu-
larly the voices of evangelists, hypnotists and
salesmen because of their great confidence and
enthusiasm.

Paul Demarinis, The Power of Suggestion
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PIERRE BASTIEN NETHERLANDS

Mecanium

Bastien has composed music for Dominique Bagouet's ballets, and it was for his Tartine production
that he made his first musical machine, combining a record-playing engine, a Meccano structure and
a cymbal.

The products of a strange cross between modern technology and ethnic folklore, his works are remi-
niscent of futurist primitivism and dadaism. In the words of Marc Gabriel Malfant, the music of Pierre
Bastien has also rediscovered the pure charm of ‘air’ or tune, the easy-to-whistle-to genre pursued by
Bach that has disappeared from the musical vocabulary.

We enter, through music, into a forgotten world where tired machines slowly and obstinately repeat
coagulated tunes. The tempo is heavy, decomposed. In this nocturnal milieu, the apparitions have the
mysterious walk of the ghosts and their power of fascination. These ‘airs’ have the elegance of a
remembrance... And sometimes, we surprise ourselves whistling a melody of Pierre Bastien while we
maintain fixed in our memory the sorrowful calm of Marimba Combo's cornet.
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ROD BERRY AUSTRALIA

Rotary Zithers

Although my work has an important visual com-
ponent, | still view myself primarily as a com-
poser/musician coming from a history and tra-
dition of music.

| see my work as moving away from a model of
music as something you sit down and have
done to you toward one where the listener
takes a more active role in perceiving and inter-
preting the work. As a student, | imagined
pieces of music that one could literally walk
around, choosing the order in which various
aspects could be experienced. Most of my
work has since towards this ideal.

My approach to soundwork has been greatly
influenced by electronic and computer music. In
this sense, | consider timbrel and spatial con-
cerns (along with more traditional concepts of
melody, rhythm and so on) to be of primary
importance, even when not using electronic
sound sources.

The computer intrigues me for its ability to offer
both total control and varying degrees of ran-
domness. In future | wish to produce work that
can enter into some kind of dialogue with the
observer/listener or even between various
parts of itself.

Rod Berry, Rotary Zithers

photo by lan Hobbs

Barbara Campbell, Cries from the Tower

BARBARA CAMPBELL AUSTRALIA

Cries from the Tower

Mary Stuart was removed from her subjects for the last 14 years of her life. She spent most of her
period of incarceration alternately writing letters to rally support for her release and embroidering
tapestries of exotic and mystical beasts.

“Rapunzel, Rapunzel, let down your hair to me"
— German fairy tale

She was executed on the 8th of February, 1587. Her English captors went to great lengths to dis-
pose of blood-stained remnants of the act so that no holy relics could circulate and inspire a Scottish
backlash.

“| felt in my hands and in my heart a confused, singular, continual, sensual desire to bury my fingers in
this charming rivulet of dead hair.”
— Guy de Maupassant, A Woman's Hair

When the executioner held aloft the dead Queen's head, the auburn tresses in his hand came apart
from the skull and the head fell to the floor, revealing her real, prematurely greyed hair.

“All your hair, Melisande, all your hair is falling from the tower! | am holding it in my hands, against my

mouth, in my arms... It lives like birds between my fingers, and it loves me, loves me more than you.”
— Maeterlinck, Pelleas et Melisande
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YUJI SONE AUSTRALIA

Nonetheless Marinetti

It seems to be the accepted theory that the
prehistory of Performance Art in this century
began when the first FUTURIST manifesto was
published in 1909 by Filippo Tommasso
Marinetti. The main concept of the writing was
to attack the establishment value of the arts in
that time. The movement created art works
negating the limit and boundary of the old art
concept.

80 years later, having seen Dada, Bauhaus,
Black Mountain College, Happenings, Events,
and Fluxus, the core concept of the 1990's
Performance Art somehow still seems to
resemble that of Futurism.

Should we, performance artists in the 1990's,
be criticised as repeaters?

or,
Should we blame societies which always have
narrow sectionalism, or which only reluctantly

allow interdisciplinary/inter-cultural discipline?

(Do inter-cultural practices exist without leaning
against the stronger culture?)

It could be said that one of the functions of per-

formance art has been working as anti-thesis.

In the unstable, uncertain situation (as always)
of the 1990's Performance Art, being empow-
ered by electric technology, will survive as a
tool to resist exclusionism, closedness, and
conservatism.

AMANDA STEWART & WARREN BURT AUSTRALIA

We collaborate because it's fun. It's fun to explore the voice. It's fun to be in a situation of feedback
between people, their voices, and machines. It's fun to be in an artistic situation where you don't know
what's coming next. It may also be politically useful, socially responsible, and helpful to develop both
our own consciousnesses and abilities and those of friends.
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DIGITAL AUDIO

BRAD MILLER & PETER LOWE AUSTRALIA

Diminishing Dimensions

We live in a shrinking world. Previously we began by exploring the world around us. Having explored
that world we then began to explore the world that was beyond us, the extraterrestrial world. Whilst
that project remains unfinished we have now begun to explore another, more intimate world - one that
we hardly realised existed before the invention of the microscope: the atomic world.

Nanotechnology is the latest buzzword in the jargon of astrophysicists, molecular biologists, and
chemists - the development of which straddles each of these diverse disciplines. It is a development
that entails a molecular revolution in the way we are able to perceive and deal with the very building
blocks of matter. The term nano, meaning a billionth, is an indication of the terms of scale that the
new technology deals with.

This program is a fragmented sound map which seeks to image the terrain of fundamental quantum
reality. It is a strange world of paradoxical reality. Invariably, when scientists talk of the atomic world,
they begin talking about the blurring of the fundamental distinction between energy and matter.

The venture into this endophysical realm has been touted as “the most powerful technology that the
world has yet developed”. This being so it is seen as a portent of things to come: the abolition of dis-
ease, increased longevity, minimised environmental pollution and the like. Yet the new technology has
its critics who are concerned about the moral and ethical dilemmas which they see as the outcome of
the development of such a radical technology.

The voices of the following will be heard during the program:

K. ERIC DREXLER: Visiting Scholar, Department of Computer Science, Stanford University

PROFESSOR JEAN-MARIE LEHN: Universite Louis Pasteur, Nobel Prize for Chemistry 1989

RICHARD P FEYNMAN: Nobel Prize for Physics 1965

RALPH MERKLE: Xerox, Palo Alto Research Centre

STUART HAMEROFF: anaesthesiologist, Department of Anaesthesiology, University of Arizona

LESTER MILBRATH: Emeritus Professor, Environment and Society, SUNY

STEPHEN MILL: Centre for National Policy Research, Department of Sociology, University of Wollongong

Executive Producer: Tony McGregor

Producers: Brad Miller and Peter Lowe

Mo Andrew ClarkeNash

Original recordings: John Jacobs, lan Andrews and Jason Gee

Pre-production: Steve Tilleys

Special Thanks: Roz Cheney, Heather Grace-Jones, Simon Mahoney and Gary Bradbury
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1 Brian Toohey, ‘Bases Play a Crucial Role’, The Age, 3 February, 1991
2 See McKenzie Wark, ‘On Technological Time: Viriio's Overexposed Ciy, Arena, No. 83, 1988
3 Bernard Smith, European Vision and the South Pacific, Oxford University Press, 1989

4 McKenzie Wark, From Fordism to Sonyism: Perverse Readings of the New World Order’, New Formations,
No. 16, 1992 :

5 Compare Bernard Smith's neglected masterpiece European Vision and the South Pacific with Michel Foucault's
Discipfine and Punish, Penguin Books, Harmondsworth, 1977

6 Paul Foss, Theatrum Nondum Cogitorum’ in The Foreign Bodies Papers, Local Consumption Series 1, Sydney,
1981 ; >

7 McKenzie Wark, ‘The Logistics of Perception’, Meanjin, Vol 49, No. 1, Autumn 1990, E

& Geoffrey Blainey, The Tyranny of Distance: How Distance Shaped Australia’s History, Macmillan, Melbourne,
1986 .

9 Peter Callas, ‘Some Liminal Aspects of the Technology Trade’, Mediamatic, Vol, 5, Mo. 3, 1990

10 See Ross Gibson's essays, especially his reading of Mad Max in South of the West, Indiana Unersity Press,
Bloomigton, 1992

11 Cf Meaghan Morris, ‘Panoram’ in Paul Foss (ed), slands in the Stream, Piuto Press, Sydney, 1988

12 McKenzie Wark, News Bites: WAR TV in the Gulf, Meanjin, Vol. 50, No. 1, 1991

13 Tom O'Regan, “Towards 2 High Gommunications Poiicy, Continuum, Vol 2, No. 1, 1988
14 Stuart Cunningham, Framing Culture: Criticism and Policy in Australia, Allen & Uniwn, Sydney, 1992

15 Eric Michaels, ‘Constraints on Knowledge in an Economy of Oral Information’, Current Anthropology, October
1985; The Aboriginal invention of Tel A lian Institute of Aboriginal Studies, Canberra, 1986; For a
Cultural Future, Artspace Art & Cribcism Monograph Series, Sydney 1987; My Essay on Postmodernism, in
Art & Text, No. 25, June 1987. See also the special issue of Continuum, Vol 3, No, 2, 1990

16 Gilles Deleuze and Felix Guattari, Ant-Oedipus, Athlone Press, London, 1984; Krim Benterrak, Stephen
Muecke and Paddy Roe, Reading the Country, Fremantle Arts Centre Press, 1984
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PETER BEYLS
FRANCES BONNER
PALIL CHARLIER
PETEHR D'AGOSTING
DAVID TAFLER
JOSEPH DELAPPE
STEWART DIGKSON
JAYANNE ENGLISH
BRIAN EVANS
MARIA FEANANDEZ
ROBERT FISCHER
JOHMN FRAZER
INGEBORG FULEPRPP
HEIKO DAXL
SHALOM GOREWITZ
MATJIAZ HMELJAK
TROY INNOCENT
DALE NA=SGON
BEVERLY J. JONES

CARL EUGENE LOEFFLER

DELLE MAXWELL
SJON McCORMACK
HELEN MICHAELSON

BARBARA MONES-HATTAL
SJACQUELINE FORD MORIE

CYNTHIA BETH RUBIN
NORIE NEUMARK
MARIA MIRANDA
NANCY PATERSON
SIMON PENNY
BEVERLY REISER
MARK RESCH

FREDERIC ROVERSELLY

CYNTHIA BETH RUBIN
THECLA SCHIPHORST
PATRICIA SEARCH
KARL SIMS

KEVIN G. SUFFERN
tAIMN SINCLAR
REJANE SPITZ
SV.VADNERKAR
ROMAN VEROSTKO
LiNDA WALLACE
MCOCKENZIE WARK
SUSAN WENYON
MICHAEL GAMEBLE
ADAM WOLTER
RICHARD WRIGHT
EDWARD ZAJEC












































































