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MUSICWORKS

The Journal of Sound Exploration

;urn?:g;ﬁﬁnallli MUSICWORKS 59 {Stﬂ'ﬂm&l‘ 94]
respected arts Baslém %ﬂcg?gg;iﬁﬁp :

journal with a 16-
year history of * Trichy Sankaran; drummer,

exploring new

: teacher, composer.
ﬁ‘r:jgicspossmla * Ursula Franklin-Sience
y and the idea of the Commons.
alectronic, * René van Peer etal~Arof

Co-existance; Bird Sounds.
. Hamﬁﬁdinmfﬂdahnhﬁl- ge

Sample Issue of
magaz:geﬂwith cb @
10.00 :

Piease' write for your
free Back Issue
 Catalogue.

improvised, and
contemporary
classical musics
*world music
audio art, sound
sculpture, and
music for unique
instruments
*soundscape
exploration
*music theatre,
opera
*healing / harmful
effects of sound
*performance art, 179Richmond StW. 1g|. (416) 577-3546

multi-media Torento, Ontario Fax: (416) 204-1084
-sound poetry M5V 1V3 Canada
The assmisnce of ihe Gowemmeni of Ontana thiough the Minisiry of Culture,
Towsm and Reasation is scknowlsdged.
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EXPERIMENTAL
MUSICAL
INSTRUMENTS

Quarterly Journal for the Design, Construction
and Enjoyment of Unusual Instruments

Who's doing what with unusual musical instruments
— articles on instruments of every description,
discussions of acoustics, tools and techniques,
reviews of literature & recordings.

Subscriptions are $24/vear
(U.S. $27 in Canada; U.S. $34 overseas).
Send that amount, or write for a sample issue, 1o:

EXPERIMENTAL
MUSICAL
INSTRUMENTS

Box 784,
Nicasio, CA 94946
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Expand your music!
Full-color CD packages
from $2495.

B&W CD Packages
from $1895.

No hidden costs!
Price to your door
Call for prices

CBC Inc.
Entertaiment Dept.

L312-330-124:2

or,
more
navel
lint
gazing
kay, sa I hied. In P-Form #30 1

wrote (and | quote my own weak

Goldilocks metaphor), "What you see

before you now 15 {l‘lnp&ri—u"_y) our final and

tﬂ-'s[ fl:}rl'na[ “hil.nﬁ'l_'. !"IH"S'[ we were too 5ma]| i-ﬂr :]'H_' Liinf]. HEI

design we wanted to have. Then we were too big (for mail-

bllxi,‘!i. nf“’ﬁsiiiﬂds). I'-Il“aii_}ﬂ W llupﬂ: \\".'.-'-"L' Eﬂunfl 'ju:i[
right.” Hey it only took 30 tries.”

Would you believe 347

OF course at this point I'm not going to make any more
claims about an end to our Vuci“.'l:ing format. Pl:l'i'ta]m it's
better to keep people guessing. In any event, [ guess | can
explain what happened this time: economics. Our not-8.5 x
11, not-11 x 17 format was wasting a lot of paper, which
forced us to use this one printer we found who for some rea-
son agreed to print the magazine at half the price everyone
else quoted us. This, of course, should have upped us off to
the fact that THEY WERE MORONS, as we soon found
out. So now we're back to a 8.5 x 1 lish size, have a better
pl‘inh.‘:‘. and are once ugui.n gazins out to sea,

My tendency is to think that you, the reading public,
could probably care less about the size of the magazine:
somehow | can't imagine you all staying up late at night wor-
rying about why P-Form keeps changing sizes. Of course,
wheo I'm worried about in this respect are the advertisers
and magazine distributors who equate inconsistency with
illegitimacy. As [ write this, I'm also afraid that these same
Jisll’ihulu[‘&; -':I.n[l i{t]\'l—'r[isﬂl'.‘i \\-'i:” ul:luu"_\’ ri:il.(l :}!I'.‘S I.]llL'l'.'L' l'l.l'"l
llf(_‘ifll.‘ 1E'lnl| no sane 1|'Iilf;”i'lfil'||‘.‘ '\\'l‘\ul[i u{‘il..l-l”._v air llLE! llil‘l:['
laundry and express its doubts and misgivings in this way.

And the truth of the matter 15: we need them. We have
o Ehll‘l{!i:[' to them. We have to pl‘cwidr,: a consistent, clean,
homogenous, “well-designed” format or mest advertisers
and newsstand browsers won't even look at us. (Strangely,
most ‘big" advertisers are more concerned with the design
than the content: no doubt a 5[i:‘.k|}r dc:ﬁgn::ri pl.:dl_:r:qst}'
:nasazi.nr.' “'["Llld .L'“: l.!n'.'l.$lll.‘r | {s] :;CH. H{L!; {.[,"' tl'liln = | .‘fll'l.‘l.ll art
maga:.\:im.'.l El can't believe | Just wrote llml.]

The bind is really this: if we want to reach more read-
ers, we have to bland-ize the magazine to make 1t more sell-
able to advertisers and distributors. The push for a larger
r‘t‘ﬂtluﬂthlp isn't 'pu:il a "higgl:r' ig better” !'.Ih]"t)ﬁlli‘ll‘l"_\". but a

fundamental rs:--l'ing that pl'.:'f'urmnnfr T lll11’|t"rl'L‘rn'lrl|‘;t] and
deserves a wider and more informed audience. So what’s a
girl to do?

Don't get me wrong. 1 |1..1r[Hv think that P-Form s cur-
re ntl_-, the most super- LIH[iLIé[l“UI!l! 1"'|.I|'[IT1E, u’i.l._.u. artzine out
there. However, through the ge mrnuh of our publisher,
Ran(]clph Street Galle Ty, We haven't l‘uci to bow and sc rape
to :Ldvurtiser's. and have felt free to write about whatever we
damn well please, and publish the writings of whomever we
t}.'lt I'Ii.ll.i !‘-[)]ncl}!iﬂs |ﬂ.lcrl;h‘]ns Lo .lia_'!,'. J'L‘gﬂ.l'(]il.‘ﬁ.}: {}E. l‘lt)'“r'
many copies it might sell.

While those (]-.'!_V:: aren't behind us, we i’m-[n', there has
hﬂl:n IHL' I-E{.'!Ill'lg hl‘.l'ﬂ ]ﬂ“.'lll\’ !I'l:l.: “'C'-r'l.' |'l.‘.'|.(|:\’ !lﬂr il j.‘Ll'gl‘.r
audience. Towards this end, we've brought in consultants
from the Business Volunteers for the Arts to devise a mar
keting strategy for us. Ower the next year, we'll be looking
at our readers, I1nluntm] new readers, and the format and
content of the magazine. We'll be soliciting your advice on
tl'll: mﬂgﬂ'ﬂinl‘. — \\'hﬂt '\'\r'“rkﬁ. '\'\'hﬂl d“(:ﬁnl“. “'!'l-'l.f‘ﬁ\' I'I'IIHS!'II_I:"
— and welcoming your opinions. We hope you'll be a part
of the Big P-Form Makeover (Help us, Oprah!}.

Our chosen route at this point is to make the format
tlhingL"; uruinr'll'nﬂ. 1[1]115\ a l'||1 il]'l(] act a ||[||L more |Ir|.l
other magazines while hopefully
qlllrh:,,n"r‘xperirnuntnlf':r 5 nic.'iy to fall Aat on your face
npprom:h to the content of the rna.guzinu. Will this work?
Who knows. Like all those artists (including my=elf) who
are :il'l:{l ‘IEI F'.:I.."]ng (s ] ‘.hl; same 3{} PL‘[TPEU, “'{'lr\‘ t‘lr::-.'{ !?1
].u:l'ng read nnl_v l::.* the same 2000 readers. And we're will-
ing to sneak into people’s homes by pretending to be a “real’
magazine.

m.:unhn.mnv i

I think you all should know what decisions are being
made about the ln.‘lg;l?.'ml.’ — 1 look ar you, the reader, as a
kind of part-owner in this venture. As I write this, the U. 5,
Congress is deciding whether to gut the NEA programs
which support P-Form. Would we survive this? Probably,
but what would we have to do 16 make up the lost revenue?
Make ourselves look even more like Art in America? Spend
even more bime 1.1||ti|'|g to advertisers and less to writers?
We hnpﬂ not.

Where's this all l.'_:uin!_.('.‘ I don't know. It just seems to
me that advertising and marketing are creating a more and
more bland world. Just like a lot of bland monologists are
d rnwinﬁ i:u’g;: audiences and gctl-lng; all the press, so have
marketing people (sorry, BVA) ligured out that bland, regu-
|'|'Jr| r'.“'l{]. }ﬂ.l-‘.‘ 5'.""?1'. il'l. |]"|l‘.' new Stl'l."illn]llni.‘i] L'L'.l]['l.“]l'l._\-'- lJ’\L‘rUIH
no room for risk. I guess we could all live with this if all that
was being marketed were jeans and long-distance service.
But when access to alternate information sources is what s
ht:-mg limited by marketing st I":Ilt.'El[i_'S (or lack of m:u‘lu:l]n!;
strategies), we should all sit up and take note. =

KeEn THoMPSON
Managing Editor



asking? Or, do | dare admit, all the poor white Pilsen
artists who regularly attend our programs? Really, Mr
Harshaw, you gotta get out more often.

And hey, while you're out there, can you show me
where its written that we are nlmtigwi Lo E\['Illh{]"ll_‘,' cater to
our own neighborhood residents? Isn't it equally important
to p:'ﬂ(lltt‘:: L‘Lrgur forums lor artists and pt:]i[iuu:t lo Ccome
Lngt:l]ﬁu:'? Cr r11u|I'IL'll|turﬂL JI\Lllli'diSt‘;IJ“I'Jnl['_L' |}L'I'|.L1['1]'h'.1nft_-
festivals, like our annual Nightﬁ of the Blue Rider Festival?
Or original plays about Mexican painters (Frida: The Last
Portradd) or Haitian Voeodoo (After Mowntains, More

Meuntaina) or

HORSESHIT IS A BETTER WO RD Socialist revo-

After reading Craig Harshaw’s crinque in P-Form
l#:‘i?} l.\r our -Irll.]..!_' !’A‘gﬂﬂ‘v Ui Hﬂ’s;{ Iduxf.'.lﬂliullgf "1
C‘Jt]l-‘L'I‘L“"ICl: "l‘f"]'lL‘f‘L' Al‘lll}il_‘i ﬂnf! R,i.“\-rnluhnn.‘\_nl:'s ."‘!Ee*.“ hell‘l
this past winter at Blue Rider Theat re, [ am reminded of the
Woody Allen maxim, "Those who can't do, teach. Those
who can't teach, teach gym.”

Ta suggesl that we would sprru'] four months of our
lives, untold hours ol planning, schlepping, fundraising and
networking to create and produce a 9-day conference and
[}]L'['l “ﬂl'[]\-"l‘.l}' l‘l].‘ill'lll'l IilIL'}i {!I- l'l]l'l'lll'lLlnil':Ililjn ]'l!_'t‘\'l,'{_‘n tl'h_'
artists and the larger community” is insulting at least and
r]l'llll.'llll)ll_*i at i'rt.".-i.'. Nli, Ill\r,‘htl‘ghil I.."'T- il I_lutl[_‘r '.‘l.':]['l].

I:{:"'[ul'li.l.l.ul_\('. !I—JL' {:{ln!‘i.?rl.'nl.'l: Was ‘.\'l'.!l'.'llt{‘.nd{_'fl ;I.nd
many [woi.'h.: W grnl.lim.'l_v effected Il"\' the vital and
important discourse. | know this because [ was often
:I.I\Ejr(?ﬂ( |-|l. {{ l,\- -:l.Ll.‘ill_n‘ 3 lnfl ]J'I.l'l(’ll‘\t\ ||.|.|1(L’ I.k]‘:rl ﬂxF!ijbLL’I
their E!-llll’.l](lL for the forums. Even Andre Codrescu, the
h:ggest tl.lrmudgeml of them all, was II15IHI'L‘{I on MNational
Public Radio to talk about its impact on him. That's the
point of the whole thing, atter all, to effect the people that
come to it, to engage them to think, to converse, to learn,
und. u |.'|.i.f]'|n'|.|.\'.'ll'l\', Lo act.

And don’t get me wrong, it’s not that 1 don't welecome
I‘I:Spunﬁlh]l: urilitiﬁlll. AF 2C0OMCS (IE- [:fﬁﬂEI{'.rl':rl('C ﬁltL’ndﬂ{"s
1‘-:311'11 te|| yaou, I was u\-‘ilj’dlljl‘ il[H‘I attentive to anyone whao
wanted to share ideas about improving the design, content
.'11‘5(" i‘-lf'il]l:ltlljn ('I}. evéents, or n.['l‘}-'('lnt,', I“f’r 1'1;[1 matier, L‘\.‘]|u
ju:,-t wanted to shoot the shit.

Which E\rings us back to Mr. Harshaw. He writes,
“This idea of community involvement...seems diametrically
opposed to the Blue Rider Theatre's position... Their rali-
uun-dnp to the economically disadvantaged Pilsen commu-
:lll_‘,J 18 dl‘:t&nt at I}L'\l Hmmmm ..how about the programs
we've done with neighborhood kids, like the show we
developed from their own actual writings? Or the nights
we host local Mexican jazz bands? Or the hundreds of kids
just within the last few months through Urban Gateways
IE1.11 ]‘md ||ui| rlr'-‘.T II'It..!lliLdl LXE]t]itntL on our -l.a.gl_" Or
our open door policy that has admitted literally hundreds of
I{'ﬁ( El] le]'!EL o tltanll ‘l]']("\-\‘\. at no Cha.'lEl." 51"]p]-\- lor ‘hl:'

6e

llJlli}n.er_b ’Or
that matter?
lsn't C]’urn{;n |1ig rl‘lnllgh for all of usto do :mmulhmg dif-
ferent? 1 suppose if we catered L'xr.'lusivq:ly to Pilsen's “eco-
nomically disadvantaged” (read between the lines, “work-
i.r:IE; class Latinos™, some white-bread cntic would carp
about us not being responsible to the larger metropolitan
community.

He even berates our ticket prices, deciphering this,
apparently, as the linchpin in our secret plot to sabotage
aurselves. All but two of the nine events were $4, which he
conveniently failed to mention, and the nights featuring
Judith Malina and Andre Codrescu were 510 apiece. |
d-:f:v any arts organization to produce what we did, with the
scale and scope that it had, Judith Malina and Andre
Codrescu included, and de it on our budget. $10 for an
evening with Judith Malina? 1'd guess that the typif‘nl
P-Form reader S]‘ll:.‘ﬂris more lhilll l]‘ml a weekend on cap-
puccinos.  Sure, after the beautiful, socialist Revolution
oceurs, everything will be free and no one will starve and all
you need is love. In the meantime, we have to pay rent like
everyone else.

But there are larger issues at stake here.  Really big
ones. I'm genuinely concerned about Mr. Harshaw's men-
tal health. !\t'l.‘[ll'l“ll&r to his ;|rti<:i(', he l.,'anuugl\,-' describes
th\' F)L‘ha‘l.vil.'ii' {:ll C{:lht.l.'l‘l;:nt'l: nl:"gani?.r,'.r:i I){\ﬂl\‘] Filllt"
Lachman and myself as, “hostile,” embarrassingly inappro-
F!I'iil[c.u "['m“q.'nl[}' conflrontational,” “sell-centered middle-
class narcissism,” and, my personal favorite, “nearly
obscene.” 1 can't |,ms:<i!‘:]}_.4 :]'lspuu' his impn:s.\-'inn:i of our
behavior since any interpretation is by nature subjective
and he 1s t‘L~rlu:n|.}' entitled to his opinion.  But he doesn't
seem to be able to separate his own deep-seated insecurities
:|n|'| |::|r.'mui.',\ from |1i5 E)r‘ujucl wons onto a hostile ur1i\.'l,:r:u_'.
(See? | have opinions, too.)

To his eredit, Mr. Harshaw did admit that he was not
“brave enough to directly confront Lachman’s behavior.”
As a matter of fact, after reading his piece, I left a4 message
on I'll‘i Jllﬂ:'l'lint: Loy L'ﬂ!l me }.iElLk 50 Wi "l\llElJ !.'H,Edgl_' ;-n ll'Ll_'
dialog he so publicly accused me of obstructing. [ have yet
to hear from him.

I-}icl I mention lJ'lal. in J!lils -:unnp[ux manibesto on the do's
and don'ts of communication, he twice referred to me as
“Tom Fiorie™..." !

exccutive director”? That's pretty close,
I'm

Tim FioRri
Managing Director, Blue Rider Theatre )

N.AME

1255 S. Wabash, Suite 4A, Chicago, IL 60605

212.554.0671

READINGS

by award winning writers :
Reginald Shepherd & Susan Wheeler

Friday, December 2 and Saturdar, December 3 2994
8: Oﬂpm each evening :

$£7/ General Adm‘issim. $5 Students and I"‘-‘iembers::

Postscripts at an Exhibition:

THE LETTERS SHOW

: _an Open Mlke Event
husted by David Haupts:hem

Saturday, January 28, 1995, E:D{)pm
Admission: $5.00 ;

“call for Proposals

Proposals are now being accepted for FRESH,

- NAAME's annual student performance show. FRESH
will be presented over two weekends, in March 1995,
Works may include audio, video, movement, wrftings or

other interdisciplinary performance pleces.

 DEADLINE for sunm_ssidu:
' January 9, 1995
_ Call for a prospectus.

__:rt/college/peformance/texas
The Annual Meeting of the College Art Association (San
Antonio, TX January 25-28, 1995} will feature a panel on
"lntc}'disr‘ipiinm}r Action: The Place of Performance Art in
Education.”" The panel is chaired by Jeff MeMahon and
Lin Hixson, and includes Jacki Apple, William Pope L.,
Laurie Beth Clark, and Michael Mufson. The panel will
focus on the visibility and viability of performance in col-
leges/art schools, while making a case for the importance of
performance art in the curriculum. The CAA can be con-

tacred at: (212) 691-10561.

deadlines/art/opportunities
What I-t‘}“uws are jusl i fcw 5electians from T!‘le Art
Deadlines List, a himonthly updated list available free over
the internet (from rgardner@charon.mit.edu). These were
pulled off in September; there’s sure to be more by now,
Erotic Art Expo due 11/01/94 all media
The Gniffin G:l.l.]er_y. 130 2nd St.. Miami Beach FL 33139
Your Book Published Contest due 12/1/94
Excalibur Book Award
434 Avenue of the Americas #790, NY NY 10011
Int'l Mail Art Show due 12/31/94
all manner of mailable, faxable, ete. art
Ahelarde Mena, National Museum of Beaux-Arts,
Banco de Ideas Z., Calle 19 no. 1362 apt.15e/24 y 26,
Vedado C. Habana CP 10400, Cuba
telex: (537) 37327 tax: (537) 613857
Dead Artist Desert Trailer Park
scholarships and studio space
bhrace@netcom.com
Oreo Cookies prize to every 100th calller
how you eat your Oreos
1-800-EAT-ORECO
Festival of Failure (no date avail) all media
Box 137, 740A 14th Si., SF CA 94114
First Night ‘96 duc 4/1/95
COMMISSIONS E—(“' [’L‘I'I-{Tr[ﬂﬂﬂﬂ\ﬂ'ﬁ at an I'I.Llﬂ] I‘L‘Sli\l’ﬂl

20 Park Plaza Ste. 927, Boston MA 02116 (617) 542-1399

P-Form, sadly, can not vouch for the reality of any of
these comptetitions/opportunities.

audio art/LAB/residencies
The LAB (in San Francisco) has announced a call for
entries for SoundLAB 95, its annual residency program
in The LAB's digital audio editing facility. The residency
includes training and access, a s.t'ipend for studio time,
and an honorarium for a presentation at the end of the
residency. No prior soundwork experience is necessary,
and artists from all time-based diseiplines are welcomed
to apply. Proposals are due January 15, 1995, (The
LAR is alsa accepting brener.'i] propm.ﬂs for their 95/96
season. Performance, video, and literary proposals are
due by December 3, 1994.)
The LAB
1807 Diwvisadero St., San Francisco, CA 94115
phone: 415-346-4063
=
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ol 50 I[IHE agoa friend asked me to make
the case that a certain rock and roller we
both admired was the premiere  post

modern artist of our times {this was on

tl"lk' |'-'E|H'1 na IL'.“-.“- 1;‘\'!.' iﬁ Elll!nl 1J|. ':I.'I(JL[-
.\‘;anih‘ ut. l‘x]}l..‘{'!.'l.n1 |i.~'~t-='n\'i',l;. Illw., |1|,||'||i-'

) and i froze

L'l'lc:llﬂ:(] 1 L'!:Il.lltii'l.t ll‘li.l'l'-: of a li’!ini_{ to AV, | i1:|r|<'|l l‘a.|!|l‘:|i||:7r
about shoes and how all great artists love shoes it got bet-
ter but what a frightening moment, shoes, yeeks. there is
such a case to be made for ron as the coolest avant garde
performer in this cool werld of ours but i'm not going to
make it. that's best left to someone else. we were co-work-
ers and friends. we worked at what we both considered to
|M' I!|'|r 5_:'11\:‘. 1iest 1|'|-=-.lrr|- In Iiu- \*.'nl'§||_ .II'ILE _1,"|u1nu.' ‘.\'Il;{l it
VWaSs. :41!11]":1_\' l'\t:l'.'l'l!:"il.: -‘.l"lt' rest ol 1|'||,' 1k'||l'|-:| |i|.1||'|l'| .'1!,:|'r_'|_' \\'th
us ||||!:||r mean we were wrong. l}!l' rest ﬂ:' t]’m 'l'l'r:lrld J’:.‘J._'ﬁ.
since altered its npinihn of the wooster group but there was

a tme \\']’n'n our ﬂ'llfiH'l'[l'(‘ rnnmst:;-r| ol L‘GIIlF)l;‘ I,I1 ='|1',|'||'|[{‘_['!-

by |)L‘i5||i”)|- or two |.|.[||| sStuart F]]L‘l']!'l.-'ln WiE, C!II{I!LITSC. h‘,‘(i
the time of our lives. this is a reminiscence. it doesn't pre-
tend to be a history and like all things of this sort reveals far
too much of the writer to be truly unbiased. for this i apal-
UEIHL‘. |"|.]| ‘\':l I‘i.nc:l'“.' \\']'h'l[ janc !-J'Ir'lflfl SeE; No F'LI'I:I no 51[i|’1
fall sept. oct? 1977 — get my first real extended intro-
':i”l.'l”"l'l o roan '\-‘-'i.lll'hll'l‘_f_'! }1rrT'| to l'\l' lht‘ r'lﬁm(:‘!l:‘.i;\'. ]\lell:r il'l
‘cops.” this guy 1s so scary 1 think to mysell. he's 50 1invis-
ible until he has to Freak out, and off everybody in the cof-
J-L"L' Hl"li."[\. I'I.l'l‘\'\' I'!I.h'.‘i h.l' fJ() it 1 J;":I‘(, |-|('|'l'..' IIIL‘-L'_: |'|1_' !N’.I,"_'F? ‘-l]c"h
a low ]1:'41E-||L-" |'v.‘a|§_\' nninnf_'\' notices this guy until he starts
screaming and shooting up the joint. fascinating.
BY MICHAEL STUMM april or so 1977 — actually come to think of it 1 think

9@



I saw ron pevious to cops in rumstick rd. (did i just type
“pevious”?) yes pevious, in rumstick. stalking naked inte
the lockup e Jloset with a huge policeman’s ﬂ.aqhhgh what
can 1 E'J._'\". :-.nml‘l!]'&!n{_'_: ||.|."|t 50 |‘1g]‘4| ﬂh’{]l" [hl.l.[ nmage. nﬂj\'t'd
with flashlight peering nearsightedly into a dark room. so
ron. ;\-"'".‘u.

the laaicnn.\: when the hell was the L:i‘lll:un_v-.JI ron comes
up to me afterward and with all the sincerity he can muster
sez was it any Saud did you like it was it ok?” 1 mean what
can 1 :i.il'\":.
terific) it was very watchable locovwved it” funny thing
EI})]]"!,' asked the same lhin&:. come to think of it so did

“ron 1t was terifhiec i love it (how do you :al_n:”

willem. like i'm michael i-.'.ingnlti or Hnm!:h{:r_!y. 1 tell them
all it was a work of art. 1t wasn't. in fact it was .'-J,.\\-'l-lll..
spring 1978 — a rehearsal for nayatt school. 1 come to
liz and spalding’s house to visit will or something and once
there 1 go to sit down on a bench that looks like it has a big
black pillow on it, isit and it starts to move. it starts wig-
ghng and grunting. 1 leap up in fright and stare at this pil-
low and lo and behold ron’s head emerges from one end
grinning. hi mike he sez. oh hi ron i sez. uh ron what are
yvou doing in that hag i continue to sez. oh just resting sez
our ron. uh-huh
1978 soon after
last note — my
favorite moments of
!'Hl.}"-:lll 5(']'3““1 concern
ron. ron tu:u'“ng the
chorus of kids in their - n
choral parts: i
"ooohhh” “nooooo”
“how'sthat?
“yaaaaay” he does
this ob with such
elan so sure of his
voice he can afford to
be one of them, one of
the kids. nma:{ingl:,'

thin line !tu walks BY
. '

doing this for me it's

pure enjoyment.

".'.'LH:'I'I llbll}_\' Lll'l‘] ron
flee naked across the
top of the back wall at
ll-]i_" {:l'lfl D‘lrl-ll' .SI'I(T‘.'V il'[n near tears. l lh]n!w; Ihis I.S perr{_‘ct it
makes little or no sense but it's pcrl-i:.r't_ to this rl.'{_\_,r_ one of
my +-1'.|.'\"|.'l'i1.|.' moments .||"|. !}'iL' :}]Eull'[.'.

in fact 1 seem to remember a viewing of nayatt minus
the ron and libby exit. so imagine my surprise when | come
the next nite and there it 1s. this com P'-'”""S 5|"|r_-|_-|'|_\.- beauti-
ful []'nm_,;. Wow. Just wow,

fall 1978 — afier a gig at the newly opened rock
|ﬂ|.]“gt'| ‘:ll:":”iﬁg j‘”]' l.a:ingl.:l-hui.ngn LFF ﬂH F“.'["i]h‘. |. hl:ll'np nto
libby in the crowd i'm wandering around with a 3/4 full bot-
tle of whiskey, why anyone is allowing me to do this i'll
never know, but i am, actually trying to pick up bethany
haye, who's also lost in this erowd. well lookit to make a
long story short i wind up back at the garage in libby’s little
bed (actually big bed) and come to early the next morning
only to find mr vawter smirking down at me (you know that
smirk he would smirk at you whenever he'd find you in

e

SOMe CoOmpromising pmsit]nn or other? well that one) 1 say
hi he sez hi i kiss libby bye and stagger home. the con-
struction workers have a |'1¢:lrll',' lafF at my expense. 1 real-
1ze i'm dressed in knickers and FIjJ]L'L‘ nez

early 1980 — ron does the most demented [|1ing:— in
pn.!l:'l.t jmh[lt he looks :l|'15='||ulL‘J.\-' nuis hl.lhl}iu_a:r will ar argu-
ing with spalding or singing some lost jan and dean song,
it's like we get a E;“:n_[_sse of the pj'i\'ﬂh_' life of the nameless
killer in cops, like you know demented homicidal nut at
home doing a little relaxing, a little screaming, a little stab-
bing. it's nice.

same time
but 1 believe it was ronny who would whirl the laswnmower

1 was just .";PL‘illLlilg with roy about this

over ]-il.'\' |-|L'H.‘J :ill:'{ng 1.}!1'.' ][]]‘lg {J:l;‘.'.ﬁ iflllrnk’:‘.' Pﬁr[ "1|'.|1{ an
n'.l!-r“:h'“llg |'|n1'ig‘.‘ 1L Was, .l'-lﬂ.'rl‘l.‘i 1iliﬁ E“_\-'. nao il.l'l'l.”ld F\"h'\'\-’f“'p’.i_‘
whoever mind you, spinning a push mower (heavy) over his
J'It:.'J.:J }it'l‘l.‘.'!.rnil'lg 1 d("]‘l l'|. kﬂi:l\".' '-ﬂ'l-l.'l.l "\.’“ll "n\."l-l.'“ l\'I:H! !'1,"..“:." 1_'{[”‘1
tell cuz berlioz is spinning at ear splitting volume with the
MOST demented (naturally) lock on his face. spooky
cool.

1980 — for some reason 1 have a tuff with wall. hke

mnost [hir:g:- Ut- []IIS saorcia L'ilﬂl‘ I‘l'lll{‘l'ﬁlli{'r \.\'I'I_\-'. my g]r“l"ll'l'lli

memory of

ron vawter

MATTHEW GOULISH

'.'[L'L' convinces me not Lo \!'[,'H'k on tI‘\L’ new I'_IiL'i:L" at :h{_‘
garage. 1 forget why. money ! pr'ul:;!hiy. Ei.]l]}lr EUES Crazy.
i don't speak to anyone at the garage for about two years.
i'll see ron around on the street wherever he's i|1v.gr'i;g|::.J_\'
P{]“H—‘ we .‘i..'l.}" ]'!I not '|'|'|.|.|f_'h more.

late 1982 early 1983 — thru events too complex to go
into at great length 1 am on speaking terms with the garage
again. travel to eindhoven (eindhoven?) for weork on north
atlantic. within a day of arriving ron has me dropping for 5
pu.-'.|'l-u]15 [n[- course), because 1'm such a gnnf ball Jnring
WAFmuUpS. it takes most of the time in holland but h\' the
end he's made a marine outta me. (well, sorta) he is a
spook_v guy to do warm ups with. we roll in in the WH.J["I'I;II.H
&l'mking;, of gin, all of us (with the exception of liz, of course,
who is as we all know, I‘:"lt'lll'a”\, |!1I,l_..z|'| on ||h_-1 (hi Lz |:-|_./\J
memories of the nite before, returning (1 did WHAT?")
and believe you me ron was in no !u-mr shape than any-

l!'\1|||l'|4-' else ) Ll."l'il o |.-1EI'\. |'||IF1 '\\'}:L‘l‘l_' ]'Jl_' ]1Lll"‘.'th'l}\-l.'l] L= (:[Ti['lgnl’_‘
that smelled just like a lll:i'll'l-r{_\.’ mary. so ti'n-n- we -|I| were
cll'll; ron ‘L‘L‘UlllLE L"lll.'L\ mnto i'll_"\ Efr(:l:['l 1'|'I_"r'f_“[ r’r']‘l_‘.‘” mﬂ]{‘{!" Thlng
and lead us none too 5L—|1[]_\' thru calisthenics green beret
prnw' *-HL to this day 1 don't care if | never see a squat
|Jl.r st |l"-'d|||l {lll'l]l.‘\.“ J'.I.‘i' in liil_' ]"I'l\'-l'\'_"_,' |P{ ]l'l:\-' ]}L‘l‘lr(illl]" \\'!"h
my wife.) or a situp neither, | remember one day katie lay
an l‘hl' mal, |]:l-'ll\]l_' Lo even lJ']!nL( OEI dOl.ng ;'II'._\"'1hi]'|g Cl.li(.'.
II;C\\'i.n;__‘ |1i-L1.' a kili-_-n, Lt'il.h a ]'tt[il.- [mn| {.': culte I:u]:.'li]-ce ]itTll:
pool) of vomit next to her.

1983 may probably — one drunken nite i ask ron to
.|-||.|‘LL' me Lo tl'lL' :l-;i!.('..i.-i.r a lq.'l.l‘l' |T.'l:|-||'\0ul\,:i' \'\"‘IQI'Q |‘t," S-r!i_'l"l(i_'{ ]
-“U-\j'”.'k'[ tar more time :l'l..l.l‘ ]1L' [L"..'; On. i.r\'f nesver llcl:n to one
;J.I'Id Im insistent |i1‘:(' {{r\lni{f- 11’_"]1]"; o b{_‘, I]I_" gﬂ‘\ |j” _Hl"l_'\," :inl’.]
|'I|||||I ol F‘J'I:tl\ | T'.'ilili’.l' I :]“['l-l ih'l.\'l.f' = | ':"'lf"ﬂl' I[“-'l.gl;" H"I ]'\!.5 X~
uality. 1 mean you know, what he does, what he likes. is he
the boy or the girl or doesn’t it matter. he tells me i would-
n't like 1t (the jaguar.) i don't get to go. hey 1 was just gonna
watch.

same year — sometime during this show we take a
side trip to brussels to do rt 1&9. | mean there are a million
stories surrounding this tour the temptation to tell them all

Village Voice obituaries for Ron Yawter
glowed with the language of spiritual ing
o longing. Writer after writer ( C. Car,

the years he developed a hyper-personal act-
hich director Elizabeth LeCompte
once described as alin to freefall from an air-

i get stiffed for all this booze” “like what if this guy is koo-
koo or Nule]’unL' cuz rla1ur.|l|1,,' ron i1s wearng his “don't
IﬂH‘l’rl]]’ﬂ me !:.n an a ]l'l.l"*‘\l.i"” f."\]-l'rl. ‘|"'\.|ﬂ” !f‘['. [l"]:\ can }]E"
|§.I= face it :Frsc.nnur'nng to someone who ||.m;-s|1r hrmv.
I‘\lm. in I.:n'1 x!.'i'hl'n 1 !il‘l'u”.i:ri up 1 &;:ili En -u.-|'1|_-n 1 rucugnizgd
who it was and he turned with that particular look on his
face, took like 3 minutes to realize who i was (and 1'd just
left him not an hour ago) beams at me crazily and dives
back into his task. the super-drinks. it was the green char-
treuse (1 kid you not) that ﬁn.‘;”}-‘ put the t]ni-sh:llg touches
on these Ihingﬁ. alsa the polsonous _rL'Ilnu.'y-{;rrrvn sheen
these !]‘ungs had., like 5u:m.'lhii|;_.r you d see in a horror
movie. so after handing over an immense amount of foreign
currency “:ilu‘- my '}Elli{f‘_‘\.‘ For the next 3 \\'uul-cs,’l {'r-:a“_v, this
Wils an ExF:ﬂ:nsiw: bar. |‘|!’if‘('_\’) he ||:|¢‘u‘{5 these ]:ig'h octane
things on a platter and with me running interference cross-
es the erowded room _'i.'e”ihg Tl‘llnt{:i like GANGWAY

HOT STUFF — COMING THRU — INCOMING —
ZOOM. we get to l|1l.' l.‘lhlt‘: everyone expresses amazement
at the product, ron has managed to convince me at least that
these are going to be absolutely the BEST drinks anyone
anywhere has ever drunk ever. well., they aren't. in fact

Swmm, and Kate Valk, all excellent. James
Strahs’ outrageous script boasted a swnning
and seemingly effortless control of I;j||gu3g-.1_
LeCompte’s direction ricocheted between over-

Spalding Gray, Michael Feingold, Ross Weuzsteon, plane.

Gary Indiana, James Leverett) invoked grace,
angels, and the divine. Yawters life somehow
gave license to a release of the usual, beloved
skepticism and doubt, and allowed an embrace
of spinituality rare in this country’s art dis-
course. His life went something like this. Alter
receiving full religious training, Vawter left the
Franciscans. After full military training, he left
the Green Beret. With no theater training, he
joined the Wooster Group and never left. Over

The first tme | witnessed it |

a relanve [atecomer to the

@ Wooster Group’s work was at

New York’s Performing Garage during the sum-
mer of 1988, when the company restaged the
1984 production of North Adantic Spalding
Gray and Willem Dafoe, by then stars of inter-
national stature, clearly were the names that
filled the theater. The cast included Anna
Kohler, Mancy Reilly, Peyton Smith, Michael

whelming grandiosity and hilarious minutiae
Sull, it seemed to me then, at the heart of all
the fireworks floated the deliberate, centered
physical presence and vertiginous vocal pat-
terns of Ron Vawter.

In Frank Dells The Temptation of Saimt
Antony, which | saw the following year,
LeCompte had made Vawter the dear focus.
She had constructed the piece around a tour-
de-force of split-second timing in which Yawter,

15 great but 1'm not gonna do it this however is one you
don't wanna miss a minute of. so i walk into this bar see,
and stagger over o the bartender and 1'm tl'_\'in o get his
attention when 1 realize he's not gonna give it to me cuz he's
nir‘-l]'.rlg with this other Zuy who turns out to be you gucs&o:‘l
it mr vawter his own sell. well when i say dealing with i
mean just that he'’s none too happy with the proceedings
\.'\hl\"l"l E‘IF H{‘[T'l&“[hln{_: !.ll'[lﬁ 1l1|‘|. ron h..'j.h (I]'{[I_']"I_'(_J UI}H glassuﬂ
to be set in a line on the bar, just =0, and is now picking
liquors apparently at random, and ordering the guy to pour
“n1l| il'j' [l-l.Jl'lj f L d .';-l.(’II 50 wWe g‘l_’l an Ir‘{'i] ar so -UE. '\J'L'I'm{}u[h
followed by 3/4 inch of bourbon, some scotch, a little cassis

: : ) :
and so on and so forth. | mean i suppose he had some kind

of agenda for these super powered cocktails but the logic
just wasn 't apparent to me. or the bartender neither for that
matter who's starting to behave ju:il: a tad on the i[':::ﬂ}' .t'.i[lc,

like Vou can see l]'!l.‘ T[‘n'ltlg'ﬂ pass 1l1ru l'li."i head "hc}' whal. 1i

!h{‘y are possihly the warst riri|1|-c5 anyone ;mu_,rw}mrc ]'1:|.,t_:
ever drunk and i am not alone in this opinion, u;-::rlvunc else
(ron excluded) shares this perception about these cocktails
along with me and slowly they all drift away leaving their
drinks glowing on the wet wood of the small round table
and eventually 1 drift too, glancing over my shoulder at the
last to see ron sitting all alone one of these monstermovie
concoctions clutched in his fin a smile on his face a sad smile
bLH a smile Just the same t]‘ie thil'lgs g]nv.'lns n]"-:—:('rnn[y
around him. he probably drank them all

same trip same year — making a really long story
l'l:ﬂ“_‘\.-" short a story in‘.’ulvmg too much [{rlnking — broken
promises — chance meetings — hells angels — baby for-
mula instructions in a foreign tongue — crowded disco-tecs
— somebody’s birthday, 1 encounter ron on a crowded
L"'l.n".“‘: H.“!Dl' 'i]'l some t]l‘lpp]ng IJ"'l.I bl:hm(‘\,\-'hLlL ﬂ]’][l 1 ‘H.\-'
crowded but what i really mean is it's crowded & \-L["‘y'w]‘ll:l‘!'

lle



except where ron is. it's like a clearing in a forest packed to
the rafters with the exception of a 10 ft circular space in the
l[1|ti|:i|.l' nl' '.|‘|1:-'| dance |11|L1I' at l]!l.' center ol “'Ilh'i‘. h[.‘l.!'lll.-i {or
frugs rather) ron stripped ll.l the waist (like the warrior
pn(:[ he 15 ) {(warrior priest? did i really say that?) frug-
ging madly insanely clearly having altered his chemistry
“ltl‘\ some chemical or other twisting writhing doing some
c]nn{'u []m-_- rest |L!.I|'u.' \'.'lJI'JIt |'|.'=:i. I‘,'c'l o encounier .'I.lu{ |i1"|us-
n't really know if it wants to, scared to death of this space
alien doing his thing on their dutch dance floor. his sweat
has described a pertect circle on the Moor around him, and
t]',lur\_‘_h a J[}-l L!II[ i IL‘:‘l‘:‘ ]:k{' ]1[_' II-‘l'_\ ']1:&' \‘!llli i]]jl:i o moat
to surround him and keep these sissy dutch hipsters at bay.
and ya know what? he's doin a l.|.'m:|_\.' joh. nn]m:]}.—' will
come anywhere near him. except me. (but you saw that
one comin dincha?) i say hey man whacha doin? he can't
even see he's so stoned but eventually he recognizes me and
n.1||.|r.1||l1,' enuf, he's a VEry ]1u]'II:{' guy after all, asks me 1l 1
wanna dance. 1 ealculate.the odds of hrihg able to attend
rehearsal the next day after entering into seme wild dane-
|nE rlTli.'l.l '“.hl'l Tl'lli creature lan rl“‘]li[‘_l'\' ‘JL'{.'I.[['H_‘. \\'h'_'['l 1

li_ﬂ'v. .I'Il_ 5 l}\lLl". at I'| H_[J'In "-:I(”'Ig II'LU.-’J.'I[I avay.

he looks handseme. how does he do this?

Ig‘as asg TL}\L"&FL\.’!]H t.‘Jf' |b|t. more :"\l':ll.'l'|E.|('ll|}_'\J |l1|f fL'.i._'_\.'
we all decide to take lsd and rehearse the crucible. so there
we are the illﬂk 15 ld]"\'”ﬁ. hald and at a certain Pﬁlnt ] Ll'!r'Qk
back and 1.hpr1 s ron, he's got feathers in his hair he's pre-
tending to !Jld_\ debussy on my red farfisa organ and
damned if he's ||ning one of those kooky dances of his again.
willem, who has just seen the same thing, and 1 look at each
other and burst into laughter. pure fun. pure fun. all pre-
tense of .l.c]ua”_v rying to :_hg the crucible goes I'ight out the
window.

later that year — after rehearsal we have a nite ofl.
1'm sniffin smack off a record cover upstairs at the garage,
ron comes in he's taken a bunch of Isd (he tells me) and 1s
going on a date. lsd? date? are you thinkin the same thing
i'm thinkin? must a been some date. but at any rate i must
have called him ronald or something euz he tells me "my
name’s not ronald” to which i reply “of course it's ronald, i
mean ron has got to be the diminutive of something right?"
well, wrong and here'’s u'|'1_'\,' {sez ron) r.o.n. i1s a B! acronym
for of all 1hing{_i~' remain over ['lllght like when his father vis

ited his mother and signed out at the base r.o.n. remain over

to get c'|r|ﬂ_\.'r{r:|h~.r|" 1 tell F;u_-c\plg_' who know what 1'm doin.

ron i‘1 WSO kll‘lb H]{L a {{r'{l hnr:t d”r.ll'li‘ [ii l'lal'[t."ﬁ 'WI'I(T\\ I'll

takes several bad falls Llunng the run that i'm ['Lumm“v

glad i didn't have to take. he looks awfully tired

1
1987 — ron approaches me at one point and tells me

how pr‘uud he 15 i've been able to kick my heroin habit

because to all appearances i'm living without benefit of

p::l.\q.rh:l narcotics and
I\L even rd[!'l{d.“}’ cut
back my drinking, o
.|'|I" l{'"ﬁ. me hﬂ\'ﬁ' r\rljlll'l.
he is of me. what 1
neglect to tell him is
that this morning and
every morning for the
past six months i went
to ﬂ\-\’ Inulhil[{{}nu
mailntenance clinie
where i'm a “client”
and received a Iurrii::i_l_,-'
powerful dose of
“medication” designed
to keep me sedated

makin a hell of a racket. runnin across the stage shootin toy
glln_‘- .'ll'll\'t]'].tl'lg }'i'lll can *hln!‘: l'lr to |'|'|.'ILCI:' n\ﬂ}-'h,q_'[[] \,L'l_'-l'l,'
doin. we have these 11;5;1| briefs sheets of paper “""”."' with
lux\'_\.'cr' gn}r}rhl-.'_v-gnui'. on them and we're throwin these
things every which way. in the middle of this confab ron
appears at my elbow 1 mean re; |i|.l. appears i1 don't have the
tﬂ"glf‘q[ not lﬂn '\P\hlll |-||. COomes jl'"'.lr'n Ell‘{!’. = |||1 .l'{"'l L"i nie &r
photograph by Kem Kobland somethin. hands me one of
these |rgn] briefs that has
U\.'{'Il.l.l"l.-il |]E" an lhl' Hnﬂlr
1|.|"||'i |I|.||"'~ |h'|.' |.'|L'<||. ||]|E5'| int
of someone’s sneaker on it
grins and without missing
a beat sez "tootnote” and
'\'l.'hf.'l“.‘-'l-l r|:i:~'.l|\pw.'.'L|'H ].r"l”'!
\\.'Ii(_‘”l't" hl' came. |1 I.'ll‘{L':‘:
a second for all this info
to ['l_'g_:i:ht!_'r with me (we
are il‘l 1|'|.r 1I1iLJ(“L‘ ('lr e
show alter ally but when
|1 (i\.“.'?‘ 1 ({]:i.\ﬂl"-'l' inta a
puddle of laughter. right
|]'\!'|'L" on t|-ll.' l‘li'll?r i.'ll'i

microphone in hand, dubbed all the voices ol
a silent, pre-recorded video of the proup per-
forming a nude talk show. The tape skipped
fmw.ld and back with seeming arbitran
while Yawter kept pace, hitting every line e

ly. This mesmenzing action became the ellip-
tical vehicle through which he took on the per-
sonage of Lenny Bruce alias Frank Dell, in
order to pursue Flauberts Saint Antony.

In 1992 Vawter presented his first and only
solo performance work, Roy Cofindfack Smith,
directed by Gregory Mehrten. In the first half
he impersonated homophobic, anti-communist
lawyer Roy Cohn. After intermission, he dupli-
cated a performance by flamboyant and open-

ly gay performance arust/filmmaker Jack Smith.
Vawter prefaced the show each night by
explaining that both were gay men who had
died AIDS-related deaths, and that he himself
was living with AIDS. The piece presented two
personalities warped by homophobia. In many
ways it stands as a model for contemporary
political performance. While adhering to the
truth as we know it, it made astute authorial
connections, essaying homophobia and repres-
sion with clanty, compassion, and humor.
Vawter's performing by this time had taken on
a ferotious alacnity through unorthodox means.
He set tape recordings of Cohn’s voice to a
timer which kicked them on into his earphones

in the middle of the night so he could absorb
them while asleep. Smith’s bizarre vocal pat-
terns presented more of a challenge. Vawter,
unable to recreate them any other way, listened
to a tape of Smith's voice during the perfor-
mance. The uncanny results resembled posses-
sions more than impersenations. Vawter's per-
formance seemed to lift him almost entirely
out of himself.

In London in 1993 | was able to see
Brace Up! LeCompre’s version of
® (hekhov's Three Sisters. The follow-

ing day | recorded my thoughts.

July 5, 1993

They opened the doors and | hurried to a

second row seat. Ron Vaweer,
already on the platform,
w.lllred the pi.]'ﬂnp area muttering to him

at nhr h.ﬂ&}y he seeme ust .Lhd I
ful Last might he was thin and pale,
Through lhi: ing, dressed in his military
uniform, he delivered Vershinen's speeches, each
one a mournful, optimistic farewell, slowly with
an almest complete inner sullness. How many
arusts suspect they will soon be gone? How
many have already gone? | could list
them, but what would be the poin? By now
we all have our own personal lists. Vawter
knows the list, and he knows he is on it For

enuf to interact with society at large, after which i hit the

him this means a one-of-a-kind opportuniy.
He points us toward the saddest moment in
the . and smiles at our senument. At the
emJ of Act Il, with the rest of the cast danc-
ed hke an rition in the
the nght of the platform. He

watched them dance, then he drifted away.
At the end of the night, he had the final
Chekhovian line of the play. With the cast
holding a stll tableau, he allowed a massive
pause, then slowly approached his microphone.
I saw Anna Kohler fight back a giggle. Then
Kate Valk joined in with a muffled snicker.
Vawter seemed to sense this, and appeared

encouraged by it He was going

to make them laugh If it was his

last act in this lfe. He leaned toward the

microphone, looking like a lost dog with a

slight maniacal glint in his eye. Then, very

slowly, he said, “Where's Masha? Why 1sn't she
here!”

Then Kate stepped up and said, “That’s all
for tonight” and immediately they filed into
curtain call formation and the applause erupt-
ed.

| was still laughing when Vawter collapsed.
He stepped down the two little stairs at the
platform’s front, and suddenly he was on the
floor. His legs had given out. He caught him-

down on my knees slapping the floor i'm laifing so hard

I984 usa — <|u:ring the run of north atlantic. ron is ni-_.:]al. some sense of humor huh? so ron goes out on his

“'L'ﬁl’il‘lg }'II:\ E.'H"Il‘[".‘i jumpr I:J1J["|.‘- “'hli'h ]‘n.' :~|11nu.-' |'Ili(1.! o
_-;I'|||:'|¢_' I VE ever seen l!!._'tll;:lr{_' or ‘.1.!". ever see again. I'Li' tt‘l]ﬁ me
& story of a game hL‘ :mrl guyz in 1.111.' l?il.l'l".'k\’.']i!—i kl.‘v‘L‘{J €4 ] 'F?L'l.‘_-'

goes like this: two blocks of ice set up at oppesite ends of

the barracks, a jar of cocktail cherries. you take a l']‘il.‘l'l"‘.’ set
it on the block of ice drop trou, pick up the cherry with the
i.'!’c'l':.'k I"II.;\.-'F aAss ﬂ.r'l(i I.-ﬁrl:\.' ||. thl. ]:‘HE!"l ﬂ[. L}HL' room “n].'q-" [ {a]
set it on the other block of ice. 1l you succeed you have to
;;]ulg a can of beer. and the :'hl_':'t'_\' (the same rherr_\'}l pass-
es on to the next army guy. if you fail you eat the cherry
oh those wacky army guys.

1984 — ron looks so greatin his army uniform. willem
looks like the ultra straight guy, 1 cultivate the pre motorcy-
|'|r_‘ l'!'ilf‘i] i]l'li"l r;_ﬁ'iﬂ.n L]l|t1nnL'f] l]I'I‘ ]'H.]'- [li!"hL‘\'L'iL‘(i |(,Uk ”"Iﬂ.]'d
to do 1in an army uniform) but ron just looks so great in his.

2@

date and quite frankly i forget just what 1 did with the rest
‘)[. 1E'H.' [.'\'l:nlnﬂ.

let’s backtrack a little to last summer ‘84 — i'm living
with cookie downstairs from ron and greg at 285 bleeker st.
(in a building 1 now laughingly refer to as "house of death™)
cookie and i have a little contest gning. who can getin later,
us or the vawters. we're annoyed when we lose.

1986 — things start to get hazy about this time. liz
starts to FI:I'I'.‘ me every SIX ITII:'I!\':"I:‘C. '.Uil\!,.' >|1|_~ kl_'r:p},' ]'\i.r'ing e
back i'll never know but she does. when she does it's all she
can do just to gel me to stand up on stage. when 1 do stop
shooting smack, it's only to start drinking, and i'm tellin you
man i'm the world's drunkest citizen during these periods.
during the richard foreman show (what a mistake) i take 1o
keeping a sixpack backstage. "hey you wouldn't want me

street hu}.’ some 5mugg|cd out methadone from some poor
junkie buzz to my nabe-r-hood shoot some street heroin
before the methadone enters my system buy some coke to
counteract the effect of all these central nervous system
depressants, and then proceed to work. hell i've JitLal]",
done a tl-‘h’\ work. but whether ron was just tryin to mz\]u\
me feel L-Lr.h:r or I!rl..!|\r believed what he was 5&1\’::\& i'm
aghast, appalled at my behavior the extent of my lying and
the double life i'm |!v1'n5 i can't look him in the face 1 mum-
ble Si‘mwlh'lng. its so sad.

wie have to backtrack a moment 4] 'Ii'u; i‘u'::l. open per-
formances of lsd. ron tells me the best ;|n§l.|: i have ever
heard on stage. (best joke offstage: so this horse walks into
this bar and the bartender sez: "hey, why the long face™)
we re in t!‘l.l;' r‘|im;|:7tir moments nf t]"u;: <‘r|.|<"||n||? :xnr_‘l we re .1”
screamin wavin our arms throwin books papers whatever

wettin my pants It's so l’unn_'\,'. peyion :‘r;uu!iny‘ next o me
i..‘i Ii.[l'_'f"d.!l}' 1‘:1L‘I{1ng me to HE'I.I.Jt me u'l—". Fﬂl— ‘{ﬂ“.'s |I['|1 |“|1'[-1:]
whenever 1 think about it. 'm laffin now as 1 hope, gentle
reader, you are

australia when was austrailia? on the llight over oh
I'H.'\'L‘r‘ll'linli.

ron [in‘f_‘!‘i an n:l‘."- ;ll'l(] f“‘\' taxes l.!\r!'l_l\-' }'l‘.'ll'. i.l'!"l IJr COurse
aware of the uh fictional aspect of ron's tax returns but not
unli] yrs L‘:t!_'r L\-hun 1 tulu- my taxes 1o an acel. am | }up to
just how fctional. i give the acct. some old returns of ron's
and say just make them look like these. he calls me up later
.'!I'Ifl. SCZ \\.'I‘In- is t|-ll.\,"\ L:I.I.-\.' \\'h{1 l,l.'b'.k'[E o LI[] :‘,']' |L1|.||'!ibr ‘.\.'hU
wants to know i gez back? look sez he 1 can't do yr returns
||kL' []'lL"I‘SL' i.ll.l H{T‘ o iilil. I\'UU'“ l{‘:“ o ]-J.I.l we ”. El” ‘l._.‘_'l.'l 4] i:li!
1ngl'l|wr and you don’t want that i l.'t'l't;n:||_x' don’t want that
sez he. 1 hnally convinced him to do them like ron's jus:
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don't sign yr name i teld him i'll take the responsibility. so
he did em. but he didn’t like it one bit. kinda went against
the grain if ya know what i mean. professional ethics being
what they are and all that. i1 stll owe him the hundred $%
|-|l.‘ t']lﬁrb’__{'[l me. | !il'l.l"l.ll.{l FJJ.I‘.' |1i]ll one UE 1h,usu' dl\,_\,'s_

the convention involving putting vears and dates to
these thoughts gets a little tricky here, the constant touring
(we flid alter .'I|.|. 'ITI.‘Llit‘ maost ;:]‘ our money on 1|‘u_' |'L|.|_{J li_luﬂ
any hard werking band) the hospitalizations both ron's and
my own, shows, cities, the faces our own little book of hours
1|.| II.'!'H'J o run tngx‘t]wr Ellu :&111'1;_\' r.'{u:ti_\' in the hot hot sun.
these were bad times for me. ron was getting sicker we
drifted ¢1|_|=|:[ my life was a puiamn\,l{ river fast (1\r|_'-rt;|,|-;inp_l;
me making my day a hell of burglarn, and heroin. 1 wasn't
Pdung a lot t:[ attention to ron's dechine. for instanc e, i have
no hit‘]:m:l[“. of dpEu_dr‘Jng on stage with him durmg 'brace
up.” 1don't mean i can't remember it, i can but i may as well
have not even been there for all the attention 1 was payin,

sometime in early 92 — ron calls zoe's house lookin
it‘rl’ me. WAants to I-';IIO‘.\.‘ IE i. j’:u.\.'!: ﬂ.n:.’ i.(il.'a ".'\-']'.Il’.rl_‘ a certain
power drill outfit has gone. he's the soul of tact i'm sure
that’s why he's chosen for this particular task. he actually

a brief moment strug- e performed on stage for another ten months
o stand hm remained motionless, his after that night, before his heart stopped on
without. even the strength to lift itself up an airplane from ltaly bound for New York, his ! ;
home, on April |6th. He was 45 years old. He  life have given us something beyond value
,urmthmﬂ that all the spiritual I-}ﬂhm penned
by admm.r.. myself included, perhaps hides.
For those with the strength to face it, Ron
Vawter has shown us a way to approach death.

He reached out his hand, and Peyton Smith

ved it and pulled him to his feet so quick-  performed in a condition that would have kept
he looked light as a feather. | realized then  most of us bedridden, and | can't help think-
ing that the art he had discovered, the disci-
ridiculously, as though | could catch him. He  pline he developed, prolonged his life. Nobody
shouted the signals for the bows. Thn;r bowed, who saw him could deny that his performances
tapped an interior lile force, that in perfor- .
“| wished to live, and clearly | saw  mance he transformed into a conduit of sorts  Prayers.

that | had leaped hallway out of my sear,

and left the stage.

or any place else for that matter. rattle-brained as i was his
physical decline was alarming. 1 noticed the lesions for the
first time hugging him backstage at the jack smith roy cohn
thing (which i didn’t have the courage to tell him i didn't
like much) i spent the next two odd years making some kind
of peace with this bag of bones i drag around with myself i

call mike, a peace that included a t]ﬂ_\' without heroin then a
week several months, you get the picture, convineced i
\\.'(Jlll(l never sée mMn .'Ig:i‘[l'l. | 1|il'J sce l'li:r'l\ -LE{IiI]_ 1 .!1{!,_'|]QJL‘I,| il
revival of st ill'lll'lui'l."\,' which was 1hr'|'tlin-u' enuf (i'd done the
show for years and had no clear picture of what it was like.
it was El‘\':.ll .'Irlll_'.'t'ﬂl know what? | llidnll |I1.!!-i:-' me al 1:||El) |sul
l!‘IL\ !'Jl.ﬂi'l..hil‘tr [T{l \.\.‘.‘I!{'I‘IILFIS ron l_]l_" rnon In a gi_ﬂ_!ti no, a g]'l_‘ﬂ[
siu:-w put it r:g]u over li'u.' top. un!_\_.' afterward la|:|-:'||:'|ll:r u."uJ'\
him upstairs could i see how tired and sick and flat out old
]": lU{ka_’(i. hL' I{][T]Cl—'!i as ]’ I'IL:I(] agﬁ'f! 5” ;‘.'L‘{i['& |n [ilt‘ ||]Qt :_J“
we I"Ugg“.'l] -'11"! :.\hﬂ]“.'l.t | "“l"“‘luﬂ.".'(l |'||]='|. Lo ]l'l.l‘.' E:ll'lll'i{:rll]
robyn two years disappeared in the blink of an eye, i'd like
to say we exchanged some last gift wrapped up some old
problems said goodbye or whatever but we didn't. my
friend jim shot a photo which he sent to me, ron in the mid-

dle ]m:Li:ing gu(ﬂ;‘.’. rnbin to Ih{_‘ fighl Htl"]ll.illg._‘, i secret :iln'i]t:,

that | was not living but wrestling between those already gone and those just

o with the shadow of death” — Saint  arriving. These performances must have pro-
pelled him into one more moment, one more
| never saw Ron Vawter again. Miraculously,  day, one more week of life. Finally he grew

Teresa of Avila, 1562

makes me feel like it was my duty to have taken the damn
ll!'HI‘IE it was Jul’t[ hil.l'!{'_;ll] :l.r;'lu nl] L_!J“L'CTFHE_’ du,‘;[ ‘,Ln_"r".'.'.'j_.'Lc' “.h}.'l
shouldn't it wind up 1n a pawn ﬁhﬂil aof my c'llfl:rxing':' but if
by some chance i should happen to see it would | make sure
it finds it way back to the garage no qul.“d.mnk asked ete.
ete. oh my he's IWL‘I'-:II."I-:!\ e he rea 1”\ would have made a hell
af a d.a. |'='||I! harrlnncti criminal llut i am i tell him no 1
haven't seen it conseque nl!i,’ can't m.‘nkq. sure it hm‘[-\ Its way
nc‘h o F]’]E 5.‘\(‘:151‘ thanks for thinkin of me blah bl: l|‘| |'I] |l'|
now of course i've seen the damn thing it’s sitting in my
house under my bed at that very moment i always felt bad
lying to ronny. zoe sez afterwards “that ron vawter he’s so
polite he always says hello zoe may i speak to mike please?”
i'm compelled to agree. world's politest man.
1 lost touch with ron towards the end of his life. i saw
him once maybe twice. 1 was un-employable at the garage

96

of Ed .l.r'('::_.-;ra.

me looking tense off to the lelt, it hangs as i write on my
fridge right next to ron’s n_y. 1irln::~' obituary which appeared
en my doorstep not much later in the year and in the daily
r”““_'t‘:‘ﬁi{‘n 1!'|.r.l1 ”'l_'\.' ]ifﬂuﬁl:‘ 1 f"!r'li'l |'l'-ll'rl .'lf'll:l |f1(JL( al [!H_‘JII .i,l.n(i
think of ron. 1 have in my pm'[i'nim a [:ht:ln of ron, willem
and myself which 1 treasure. it was taken during the run ol
north atlantic for a [.uub]i-::i_l,; shot and in it ron is [m”ing one
of my favorite Faces of his. 1 can best describe it as that
u'.‘u.'](l\,' handsome L’ILIJ[IE.I'IE guy face. with a erooked smile.
like to think of him in his army uniform locking as hand-
S0MmMe as l_'.]‘."is Pr{'ql(‘_‘ un:lt:.l' a {'JI'P!‘[ I:'l".‘;t:’l.rF- t.hﬂl gl’]t_‘_“ .1” :J’]L"
way to canada or hollywood or maybe even heaven. good-
night ronny and goodhye.

&

michael atumm lives and worka @ new york city.

too weak even to be carried on stage for per-
formances of his last project, Philoctotes. Now
that he has gone, we can see that his art and

“These characters for me, if you'll pardon the
expression, are lind of, | see them as kinds of
Ron Yawter, 1994.

Matthew Goulioh iv a member n.f the
pecformance group Goat Tland and
il the School |f,l" the Art frnotitate

-

fragile cease-fire has mo-mentarily brought relief to war-torn Sarajeva,

EXISTENG

ﬂHAHNES BIRRINGER

.ll!il”“gh [[-H.' war .1&{.!‘"1.‘{! [’)"ﬁni;l Ill][':\- not seem (o I“' over .\'!‘[ -]-hl’_‘

“cease-fire” barely helps us to understand, momentarily, the extended

lime |-|E ln |'iII[I'I.II'L .Ilf1ll'ir_'_\,' |‘.|1|{ \'|:FI{'|IL e '\.|\.|1\_‘|| l:F'H!li sl ll:\' I.I].ll 1s ]‘Il!"--

I.L].I.I'-IUI'I ll[](iL‘r .'lii.'EL' I'Jr more tiliin t\\'(‘:lt.‘.r't\\WI |||‘”|11h_\', Il‘ht_‘ news

media reported the violence, death, and destruction, as well as the endless dip]mn;liil' negotiations and conver-

sations Tlldl [(!ti]( [1|.|.l.'t' l.'l:-L‘“'hl.'['c. among Western I:.lLi.nns I.J'ILih'l_t ir! []“‘l‘r ind\_'d,'ia'il_'ln \|||1] apparent IIL'l]Th.'.‘.hI'LL‘.‘-.‘C.

While the destruction, the rapes, and the “ethnic n:'|t~.'|n.uing.*-'" took their course, while a city'’s multicultural and

cosmopolitan way of life was humiliated and shredded by canons and machine-guns, our observations fell silent
.\'-ill'-'r.' wo I.l.i‘J nol seem Lo Lin('“.\r' hn\\' to HPE'.’E;‘ fo [l]l‘\ \'Ifllﬂ'lﬂl\ l'l'- illl]nlln l_"‘(i!-']l.‘l'“_'t!

As with other genocides that haunt our 20th century, we will have to learn to listen to the witnesses and

survivers of this horror, and such a confrontation with testimony will not come easily. There is nothing reas

suring in what 1 have to report, and | may not have the words to express the visual and emotional “evidence” of
g f ) I

destruction that was hﬂlllglﬂ to us |!=_'l.-' the emissaries from Sarajevo. ]';J(‘.‘L'IJ[ that this mission is an extraordi-
nary statement of a creative human spirit that reconstructs its will to survive from within the ruins of reason and
[l'ﬂ.' .'ll'ln‘lh'i[.'!1i"\n (\i. l',lf'inE.

Witneasen of Existence could be called a work-in-progress. The artists and members of the Obala Cultural
Center in Sarajevo had worked hard towards the np-.-ning of the reconstructed Sutjeska Cinema, which '||'n:.\,- had
redesigned as a theater-gallery. Shortly before the festive opening, the war began in April 1992, and the build
ing was one ol the first destroyed by shells. In an act of extraordinary defiance, Zoran Bogdanovic, Sanjin
.]ulul. Edo Numankadie, Nusret Pasic, Tanja and Stjepan Ros, Mustala Skopljak, and Petar Waldegg joined
Obala director Mirsad Purivatra in an exhibition project that was staged in the ruined building as a “perma-
nent” installation (October 1992 through April 1993.) In the immediate proximity of death and destruction,

these artists built a series ol exhibitions, .l-L'r_'ulnpuniL'll by intermittent iu.':'furmu:luvs, video ;:g'ri_-::nings, musi-

ndeo sull from “Sarajevo Ground Zero” by SAGA/Adermir Kenovic
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» which gave testimony
to the spir B while i i ully
Hl-‘-}l'llliug still als (1 ks, broken
s, burnt logs hes, paper, lound objects) into
‘j)(}]"ll':lil?\“ l}ll Fid slenc ulllJl Cexireme rl
When word gol out that this exhibition w hviu;_; u|;iu~|d
under siege, an invitation was issued [rom the Venice
Biennial in the summer of 1993, vet because of the block-
ade, neither the artists nor the work obtained UN pe
fl'.;h'“i("l‘ to Lran .I.}'ll.' a s t‘l!lIliHLll'd Tax dl‘\'{'l‘l!' lll
» and some docume 1 (provided ly video
tists ol the collective) reached the outside
world, together with Aden
collage, Sarajeve Ground Zere (r
Globalvision, New
planning and hard negotiations, Martin Kunz »
able to bring the : sther with their work to his
new Kunsthalle in New York's East Village — ironically
ik l\lliF(!;l‘E '\\'I'lil'.'l'l i.‘!- il.‘i‘i'l[l u !\(i("l' reconstruct ion :i'iQ

able through
months of

't !_\' di.'.‘i[l'{'.l_].'{.‘d l}_\' Ii r. Wetmenoes :l_lf'
|1:_.-‘,|'| -\.I.]'l';l

s bare, skin-and-bones structure of the gutted lu ick

JEllellg on East 5th Street. Th ‘rival of :|n- .

ed with a massive open lorum, .
5 l'Il/i_'I:t b 'I-lll.' [..-i

Union in downtown New York. Panel discussions, slide
lectures, [ilm screenings, and “speak outs” bhrought
together international audience mlimg to learn
maonre -ll][)ul lI'l[' I}‘!Illl{ lI Il'lQ,l lllll'.ll' ‘] lllllrll ll)]i!\ 1‘1 II"{_'

“-d L L. i II'I quiu[ E]I sence I 1}![‘ Lraur

lI'."ljl"llJ create i ||I. 1l“1.'

and representatives ol the
: ns and soli
sponsored this call to action. The provou
this public lorum included a eritical
L - H.u';.i{q o's survival with respect to th
thus wlared, strupple wunst the 1|11: lation
tion of the very idea of the culturs ally diverse, multieth-
nic, and multinational city at the end ol the century.
j("\'{'} .‘\tll!lll as II'Il.' =Yy Il'll:ll'IE l'TEI |'l'.‘li."ll.-'|.f'|{'l." i .l'l.'ﬂl. :Ilt 17;[]_—
barisms that would seek to destroy the pe ity ol such
cultural diversity and equality.
the end ol g day ol debates, the young
ajevan lilmmaker Srdan Vuletic showed a 10-minute
I Burnt Lego, which depicts his job, namely taking
{ > where
ht ol the
ries, he is seen hti'lr'ldlllg in Mvont ol wl Once
evo's central park, now empty except for a few
|l-|l-=-u-r stumps ol lormer oak trees. Speaking hurried-
mera, Vuletic explains :Iml tl park really
weh more thes
l‘lni!:inl"\‘\ "'lﬂ‘{'l“.‘!\ sOme ir1 ner emp 1Lt
There was a lor ce alter the screening ol the
Wh artists during a rec
Kunsthal the lolloy day, I r
they had brought to the United States will have to ¢
this incredible abyss ol silence that separates us [rom a
Llllrn'l‘:]r: « ol this p."ll'liru'.'ll' horror. and l[rom the
unthinkahle recognition that the p
1.('("1 l.iii'l'l'i] Loy
existen A admitted that his lee
llI'IIIE.(L o finds it i::uhningt\' dilficult to

male L T reduct 1 ol h"l'ﬂ.‘l X%

lence (o pure ‘-'II‘-I‘..ll. and thus o an ac L'J’I\Iill e ol war as a

vy. In fact

normal condition, comes at a price that is too hea

e 18 ol me

an exis

the exhibition of Witnees of

tential outery
: e s S e
Peop Numankadics "War Tnals,” or Jukics s
“Sarajevo Likes America and America Likes Saraj
Saraj I A 1 A Likes S

Bogdanovic's installation “Memory of
donic

¥ Con

! more than remembrances of violence, th are ethical

acts ol 1ntervention II'||II 4 maonsirous scenario "-'}III.'II they
:||:|||'1|::|'2 i :'|'.|II'L|_'|\ .I.Illil CONSsC Iwu‘-! A ”'.n'\. |>|'.I|-i li|L.l.:|l|'.|.E[l1|

compositions of the human spirit and intelligence in midst of

“rence, tNeir o

‘l’ll' WAr s ill.\.ll’ll|_‘t'. II'II!:-\- |]:1'\' become also witnesses ol our
A I I'L'!-!|IL'I'|'_'\' \}I.L:Iil' us .].l"l'I: '\\.'{Jlt\
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I.'ll W ][l“h EXIreme Circumslances, L'.!.L'll creative acl 12 as '.'L!l-

nerable as the tlesh of Il:[' |I|||r].1ll. Iln-!'._ slnce I||<' VETry 1:|\‘.| ol
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exhibits work that was held hostage by war yet became a
symbolic site of “reconstruction.” The architects Tanja and
Stjepan Ros designed the exhibition tor the destroyed Obala
Gallery by treating the ruin as a “new cathedral of the spirit

while they also noted thart this ruin had become a place af rest
for those passing through it, using it as a shorteut and a pas-

s ”'ll'- reality of destruction ol

sage saler than ||1I.' open Sire

course cannot be "recreated” in the New York Kunsthalle,
and to do so would be absurd and misleading, since the sul-
fering and pain I-‘:\F'\l'!'lr.'nlt'll I"."' the Bosnians cannot be
shared through representation. This is the fallacy of the

me li] i 5 II'|-\l.LI1|,|I|L DS COVE I.u'e' of war Llw.u'u EIL"' a1 i 13 |'. COV-

erage cannot but blend into the stream of im: AZes of violence
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EI'I\.'iti':‘-L us o rern

newspaper hlafod nber the f:rrn'.\'ing

number of the dead, Jukic’s installations challenge the

media’s insidious spectacularization of violence in a dif Terent
and highly poignant way. In "Sarajevo Ghetto Spectacle” he
puts neon letters of the word “SARAJEVO” on the wall,
quoting the Hollywood hills log

ro-and simultaneous '|'1'I1lLI'|I|:

ing us ol the g:'.||:|| rallel event of the (.‘l|_1.'m|:'n Games in

1984 (Sarajevo and Los Angeles,) that moment when the
eyes ol the world were directed at the be d1l1|‘|l|||'\ and glam-
<‘:I|'1|l|~|\ Organt zed winter games in the Bosnian e lFJ|l-_l. On
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chetto spe ervthing that originally
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tence of E l.|rr1ln . the establishment of war crimes court

atly reaches the

ete he &

RjeVo "|'|I. Lo sped tac lt

waorld mega-st -Inxn has .llrz-.:n!\ been full and

brimming with other and different spectacles. That is
r 1t

tion role. The tight continues. We will be the winners

'.\'l hink that art has to '.1!_11.' its remarkable |~.rn ulis

his other installation, "Sarajevo Likes America and

v Likez Sarajeva,” Jukic’s cynical humer goes e

en the two worlds

Yy A8 |'.|- construcis a |I|\I'I'.I.‘-'\. |u--:u,'|_

once again posting the maps of the US and the Olympic moun

O on ||I\.' :.lln'-\.lh '-‘~'-\.'.||. ‘-"-'Hlj a o1 I :\lli.-!.' lor
life” Coca-Cala

to empty Turkish

Sarajes

Lains a

two beneath. The meal: "Amencan-wa

cans and Marlboro ks (both empiy) r

colles cups on an old. hand-carved wooden table. Perhaps we
remember '||1.l| l:n _I-rn...lll.l once Was the main ‘-I?'l!l!‘-:ll ol -l'll'

SHLrAjeVo Winter [J:'\'||.|:-'.. Games, but that was in another

'_t'l‘,-!';;l :\I,l_'h.lnk.uh; .I.J\U registers |h(' Ir 1t |"I.I.\.'i' Inter-

'.\III]I. ]

e. Unan easel h s some ol s

I'1l|:§l

i
rs, small studies of minute changes in the
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emotions of color and light. In [ront of the absurd-looking

1'-”\(" we see |:'|I.' I"-lll:l[l'l-\ '-\Iﬁ:-l': I.IIIl\.'. Nnoss -‘l'\-r[l"i \‘\‘l'.J'- -.Iil
scattered utensils of ev ."\.'r':',t\ survival: penicillin, a bottle ol
water, an oil !.l|1l|t. a prece of ald bread papers, a tew books,
one Duracell h.lH\‘l—.'\ Nusret Pasic, whose Witnewes of

Exitence installation gave the exhibition its pverall title, has

sqe
|it||:}:_ L'-J.l]. MArTow |II'Ir.'Ii strips from the ceiling, each iI'F'II-".II"I:'

very elongated, thin human figure whose head seems to float
rd the :\|-L_'\ Down below lies the rubble ol

II|.)1'~'.'1!'-:i Lo

destruction — broken glass, shrapnel, burnt logs, ash and soot

Yet these thin suspenae | .-h.1|>-_-~ have a strang ilmost

magid
r I i
;Hl'-'. (& § ]I'.I'l\.' rise IIE1'-'..|II| I:I\l' atem |=-|l|e'\ I|1.|| COMmmand our

respect, Hi‘-_r_h[ behind this installation 15 a second one,

™I ‘..llt_\':"_" LiL'["iL'“:IE an altar-like table on which bricks are

E'\l.‘u't'll Hh'l'nilll'l;_‘ .Iu.v.'l'_ one sees iny 'd':ulll:'h :.[|,I,Li| |||.;\|_' ||L'

ures I!.I.IIE'Li onto ||'|r I'|'|| |r|'|. L.w, Strang f \||:|!s1|r|'-:.' |||'|||r_- ||'|,|I
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\ ] 1 k%
seem o be « hnsrr.'l--rl.Lph-.--:l into the hierog yvphic

jagre

11C artist II'.'|..lI \":I

||.|s|\:' Mt ,.I'l!u' ]

young gri egE

t of bricks; it iz an open lor

built a triangular stairca

e
AnE

y lhilLlill:_[ at the .-C[U['I[‘.'.nl task ol reconstruction that wall
begin with the collection of energy or hope needed for such
difficult ascent. Fina |||‘\. upon enter

.. “H' Spacc one must [ln.“-\
h_L l!'ll' !_:F.L'n'-]llu' !.111|Jl_l. 1r||>|,l|1||:3 ]lil||| I." &C |,|||||_rs, Mustala
Skopljak. These earthworks are sur rounded by glass pyramid
?ﬂL"I.[lF"LiII =] ||L|.|. |"|H'.k. |'|I'CL' rees, a .'il.J'I'I'l‘.'ll torest of memonries now
.-_\.|:|:|:::-Ii-'.|.|i\.' contained in the tiny inturling.: f.um_n_-;_ What we

, faces of the dead,

cannot see are the |l.:LI1l:':‘| WL
which Sknpli.‘tl-‘. buried in the earth and |||1|_\' OpEns up to our

maomenlar YV EaZC IlIJﬁ'I:I__'\l il Ii|l|.'l| r\c'rtlhl'lﬂ_'ll'l\".'.

I‘I-'J\'H || ] wWere JEl e o llll'!-" I'Iill' tl!l' II]:\|.1“.I|I\HH~ i L‘.'lll'n.l.\.

such words would only insulliciently capture the power that

emanated from the exhibition as a whole, in the presence of
these Sarajevans who had come, for a few weeks, to visit us

before going back to a city whose future has been severely

muiilated. T

v all know, however, that they must go back so

that the city can also reconstruct its im nation for a |}|l:xri|!)||'

future, built on the refusal to give Uy, OF 10 ZIVe OVEr one 5 Spir

it to the corrosive Impact of the struction ol ui.unwn‘..'urj.'
ri *"'ll- I have never felt so \'-If'l=|‘1.,|‘ what 1t |I.|J|.',|11 mean Lo con-
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own willingness to allow [ascist agg

mentary right to wvisit Sarajevo.
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Jobanues Berringer o0 a projeseor of Ferformance Studier at

Vorthweslern Univeraety,
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' I I main reason for writing this article is to open
upa dialnguu about the choices artists make in
making overt E}' pn]ilira] work, to lwgin a dha-
logue that moves beyond moralizing to exam-

ine where the work comes from and how .'iuhiu:'livil_y 15 for-

mulated in such work,

A few months ago | went to a sereening of a video by a
leshian videomaker. The piece was hip, cute and sexy; a nice
piece. However when the lights came on, the feeling [ was
left with was that 1 wished I was gay; | wished I could be
hip. cute and sexy and gay too. W hat I mean is I don't think
the p]u: raised my consciousness about leshian issues as
much as it pricked my envy for such a well-adjusted subject
as the maker appeared to be.

Over the past five years or
so. there has been a
resurgence in the
media field of prn;cu-\
focusing on communi-
ty pu]tt!r:c. either in the
sense of media made by
a specific community or
I:I‘J' an i!'l[,li\"i‘l'l]:li \\'I‘]‘l
identifies with ar Qrﬂ::ll'.*:
for a ‘\FEC1hL community.
What is most d:sappmnl
|ng 15 that such work does
nat receive eritical exami-
nation. | do not mean
l.'.'cpl')sul‘l‘ ar JEF{.‘PI;I.H(‘L':

maost community media pro-

i:::.'l.\i meel a certain dtgh’t of
enthusiasm, appealling to lib-

eral sensibilities of equal rep-
resentation, plul'alism. and
freedoms of speech and press.
But, in the taboo-ridden cli-
mate of the arts press, too often
pelincal work is discussed only
I:r_'nlal.'wul._\', critics f'uil.l"lng to be
too negative and subsequently
mlslukcn I’ﬂr i Iﬂu({ln[)ul]‘l, ;n$ﬂn-
sitive jerk. [ find there is nothing
I can say about the work: “You're
working with homeless people? That’s great.” No dirty
hardball questions like, “what do they get out of 1t? are you
pulting lhis on your rusun":c'_? Ll']');ll ruunf].'llinn 's conscience
is funding you?” There is an abundance of writing about the
reasons “-']':‘v such work is imporlanl but a Incfﬁ: I:II- & crilicai
language about the work itself. 1 am tired of conversations
defending and criticizing the work on political grounds for |
feel that this 1s not the real arena for the work.

The resurgence of issue-oriented artistic activity has
covered a wide berth of approaches: some artists have cho-
sen to work collectively, or in special projects designed
around a specific, usually participatory, audience or commu-
nity; :)liu:r:'. waork :n{{'lwdua:n_y mtd IlUL‘US on 1ssues nf' repre-
sentation, identity and historical injustice often from a per-
sonal perspective, There are many passible reasons for this
recent spurt nf pt.\!i.ti{;,tj inart.; l]'u: |1ril11ﬂ|:1_.' one L'l!ll.'d 1S a reac-
tion against the artworld of the 1980s and the everyone-for-

.‘r:?«@'

themselves attitude ascribed to that decade

From dav one, video has been called a I'l_vhrill medium,
a cross between film and television. Community-based
video work blurs boundaries, mixing anthropological
inquiry, social action, media critique and aesthetics. The
experiments ol im‘lupcndr.tm I'.!['I.J’l'.Ll".'L'!I‘.‘-‘ conducted 1|Ul'lli5
the 1960s with the then-ney _
examples of media-makers using video to blur categories.
For example, because they locked like a TV news crew,
TVTV got onto the loor of the Republican
MNational Convention in 1972,
Once there

o are seminal

BY Marnia Troy

they behaved

unlike any other news crew,

interviewing other news reporters, covering

the ugl_\.- protests outside the convention, |i.~‘tuning to both

sides. Many early video producers worked collectively in

projects aimed at democratizing the media through projects

I]ﬂ.‘-uti on i'i)m:nl.”':.lt"‘-' I‘{In1r{‘l n}l :]'.II' l.l‘.li“."iﬁi"hn ITII'[IEUT“..

These groups included Raindance, TVTV, Videofreex,

Lanesville TV, and People’s Video Theater as well as many
other alternative media centers and L*qlliplnurﬂ cO-0ps

Then as now, the communications media critique of
Marshall MeLuhan and Todd Gitlin, along with the texts of

TI'H_" Franktlurt S(‘ho(?l were '\r'L'l';\' |r]i1ul'r|[i;1] llf'l Hl"lili]il'lg I]IL‘
agendas of independent media producers. These entiques
suppaort L':nlunun'-ll:.' pmierts in the senze nf'skm-:hing out the
mechanism of mass media distortion which can be applied to
the local situation. What is at the core isa gener
ory of power which often goes unstated, forming an
assumed agenda. of revolutionary a la liberal intentions to do
E[)i'“i_ Th[_‘ ilnper{iti‘,’l}' (] !il“.'ﬂk as i |'I'|in{'|'|'lH..'l', to |'1.'I-l'rl'ﬁl.'n|
yoursell on your own terms, is in essence a media-critical
act, an attempt to set the record straight.

'l.l.‘(! 1 l'l e=

I think this was true then and is true now: the focus of

community-based media projects is positive enpowerment of
a group of people through the prmiuclmn of media images
and control of the means of that production. The rules and
the tone of the game, however, have ¢ H.ingud much over the
st 25 years. 'I'|'|L- experiments of the late 60s and early 70s
charming in their simple formula for success. Back then,

(&

jll.\1 1(["{_:“:_', a cimera oulsic ll_' l})l_' hlLli]][i or gj\'ing a camera to
]1L'I:|] i‘il_' on |I'|L' Slreel Was a I'-{lill';ll gL‘\‘lul"l.‘. N‘J\\', amateonr
\'1[[('(“'1:!'([."'5 _‘CL‘” li'tl,'i[' rl()('l[.(l_\l_:t“ to nu‘l\\'f\rk news, ,I’l“‘f.f."!;'{: ,:I
lr"ll'l'-‘ll."r_'.n"."l' lrir-'”l(' [;':!"lf'l\' I!il'l;l'.{'!'\: & hil'l‘l _"51-'\']1' iillill-h('ul'll,' C.[l]l_{l(i
ness. Movies, sit-coms and commercials use styhized footage
E]!:ll :[1;'[1][ 5 t]'ﬁl." 'L"il.i1“l.'| |I.5I.3|{. .[II'II,' J'l".l[l'l'l\'r IJEI 'U]_I:IUL:I Cameras

out there tod

I."}'I.'II'H{I.‘F 1.I'II.' Wy we .'I“ lﬂﬂ'i‘ at l'lhdl:!{ln l‘ln"lgi_'.,'\'-.
et o =

The i'u:li.lir.:;ﬂ terrain 15 cdifferent in the 1990s; p|ur.1|i.stic
palitics mean that every special interest group is scrambling
to define themselves, 1o set an agenda and hire a labhyist.
Activists are more organtzed now than ever before, with

new tactics including raising legal battles and passing local
referendums as well as mounting demonstrations. Activists
(as \"r'ﬂ.'ll s [Il“.'[:l“"['f: I.l“' 1.h.'l'| !ll.‘lllcr} anre

very aware of their image and
J'h't\'-' to \."““[I'lhi i|. [

'||11lll‘i 1N SOMme sense

the greatest suc-

cess of \'l'h.'H 1141
the 1970s was
called the Gay
Liberation

maovement |'I."l.‘:

lJ'.".':l 1.|IL' cr
1|1il1|'| l'i..l |I.E'EL-|.\
favorable gay
illl.ll.'ziL'. one !l'l."l.[
turns up in the odd-
est places, such as
cock rings on Ken daolls. The
generational revival of the
activism and idealism of the
1960s has been updated with
90s marketing tic-ins which
i[l(.'ill {4 5}\[’.[.‘;.1]"21_“] Illuig;IZInr::
and hip product ads.

Obviously, political art has a
I‘Jl'lé': ll‘g“h(-,\" I-I‘l'll: ;({l"ﬂ ‘ﬁr t}lL‘ avant=
I-__{ﬂl'lll.' sprang, so o .‘-PL‘EI.I-L. from the
brow of that great bhohemian Courbet.
It would be interesting to view the

'III'I!‘IIIFI.' o C LEd iH.‘ith'-l‘ILIl‘lltl'{l '-'n‘ﬂl'L(:"- A5

akin to the modernist faith in progress and
an l‘\'r['-l|4"L'|-ini1.tl]g SENRE nf H'III|‘|, I.|||' 1_’];1[ i:;
the tone of some works: that injustice can be

defeated through equal representation, equal

access to the media. That truth is the outcome of

a pluralistic dialogue is the somewhat utopian
prrn:i:\c [hf t]!u uEl“g.f,it[iuI‘l to set the record st r‘aig}:i.
Much i1s made about artists n.'ﬂm'ing out of the wvory
owWer d'll"ll'i l'hu-n:i‘lng {{=] 'l'\.'l'll'l'\: i'n 1'¢1rnrnunil'ig:,l: to 50'1,'(‘_' prl‘JEJJ
|'.'”'|."-'- I"f"I' me, II'IL' Crux 1.1"- 'l'll.' i?i!'\l.ll.' ]I‘L‘ﬁ nol in ti'l;'lt |Lluh_\.’
dialectic of the real world vs. the ivory tower of art, as much
ag it does in the artist L'hllllsillg to ||||_r|.l:h I;}n:rnm_-l\,'u_v., to
solve the .\:n:'ial-"p.u_}.'c']fu ..-uiu-.'rh'\.'r dilemma |J__|,- l.a_kin.g on an

external identity. | no longer wonder, “What the hell am I
doing and why?” [ have a mission, a purpose, which is to
represent mysell over and over as | have defined mysell.
Maoreover, artists identify themselves to the art world and
can then take up a '!liﬁilll]l‘l i i'l, .. <gl:[ mito t:::r'[a'in shnws,
show at certain galleries.

The issue of prestige is never clearly settled. I wonder
if participants get as much prestige among their community
from participating as the artists get from the art world for
rul1r’|[\b l]'lL"‘i-L }?l'{}éra[nq ‘G‘rr]’]J: JEJ{TUI l.h.L i]{]‘i!lﬂ.:‘n [Tr tl'lf.'
artist and their ]-'HII:J\'.'IL'L;E!.‘ or L'Lil.llpllwm in relation to the
[J..il‘l.la.lrnrzll.-\F David Antin in his essay, "Video Art: The
Distinctive Features of the Medium,” stated that just
because an artist lends people the use of the cqmprm.nt
doesn’t make the equipment and its use any less prestigious.
Mayhe community programs merely smear the prestige of
art over a w II.ILI‘ area .[ul.l!\l.ll'lb ||T|Pt|.Cl. ﬂt,t.‘{{s to ]j‘e
addressed: does the community retain the ereative skills,
equipment and organizational capacity to release their
expression !

The politics of political artmaking are very real. It is
Ell‘sllf[ti]t’ ||'l;.ll lhl: ill'l\\'l)rl(! "{l!l'gfﬁrizt‘s ;IJ! arl|5t$- I Suppmf
the problem is more exactly the expectation that 1ssue-on-
ented works deal only with those specific issues, i.c. that
it [\l:rtl""l'm:lnt"" -'111"311' "'\.II}S IS dl_‘.ﬂllng l\,'”l'i a s‘['l(_'l_";l-l_c

zet of issues over here and not those issues over
there. A friend of mine who is Seminole has told
me she is hesitant to put her wark in Native
American shows because of the way that con-
text \-‘-lltl 'i“”uL‘l'l‘.'l." “'I'l{l.: I'.H,‘llp'.l' Ihlﬂk th hﬁ_‘r
work. The same is true of African-
American artists who get shows nni}' in
February for Black History month. I
would be easy to call such curating irre-
sponsible, but perhaps funding sources
encourage slap-dash efforts in the name of
diversity and timeliness. But the question
should be raized about what is more impor-
tant: the work in the show or the gesture
t]’h‘lt a SI'IOW With such a title I'!'.IEII-LL‘H, how
it looks on a grant application?

I support politically-oriented
work. [I'm not even sure | know
what non-political artwork would

be. What I'm saying is that
there has to be a better way to
discuss this work that often
finds itself in artworld con-
texts. | hope these remarks
pluck some issues into focus
and elicit greater interest in
ill\r'usligaltilig the Im;a,ning oi.
political work in the arts.

®

Maria Troy iva
contribuling editor
to P-Form.
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BY MArRY ZERKEL

hen I tra-

UcI{:d to Braz:l] in

1992 1 encountered

union and community

groups who used video as

an organizing and educational

toal. | spent most of my time with the

Televisao dos Trabalhadores (TVT) or the

Workers Television Network, a video collective

significantly funded by the Metal Waorkers Union.

{The collective has several branches, but I visited

them in their two locations in the state of Sio

Paulo, one is located in the city of Sio Paulo, and
the other in Sio H:rnnrr‘la.}

TVT prnduccs tapcs on many subiums. ﬁ'um
contract negotiations to gender bias in the work-
place, that are used in Brazils unique Worker's
Universities. TVT's most, interesting project is a
"“TW Truck” that is set up in front of the many
automobile plants surrounding Sde Paulo in the
early morning hours. The truck is equipped with
large projection video screens on each side. Each
week TVT produces a new show called La
Journal, which is projected on the truck for the

2o

Recently, the Video Data Bank
at the School of the Art Institute
of Chicago has begun to
distribute several
Brazilian arnsts

J Antena has been
broadcasting pirate TV in
Rio  intermittently  since
1989. The video commu-
nity in Rio is very secretive about
who actually does the transmis-
sions, which make use of the dor-
mant Channel 8, to protect them
from arest.  These TV pirates

mean to preach “civil disobedience
to(ward) the existing monopaly of

the telecommunications in Brazil.”
Actually people even caught
watching 3 Antena in a public
place have been arrested.

The 3 Anrena logo shows the
words incorporated into  what
looks like an “okay” hand sign.

What means “okay” in America

in fact means “fuck you™ in

Brazil and one immediately

gets the idea of what J

Antena i all about. These

pirate transmissions are irey-

erent, scatological, political and
hilarious.  The images used are
often culled from “real” broadcast
television and then juxtaposed in
odd ways or shown with different
sound. For example, government
officials are often shown “explain-
ng” things with non-synchronous
sound such as descriptions of how
to roll a joint or even broadcast
your own pirate TV show. Scenes
of shitting and fucking are thrown
in with man-on-the-street inter-
views with people about current
events and why they hate the
media, American commercials and
TV shows, and whatever else they
can think of. At one point a man
in 2 suit comes on and in non-

sync sound says “Watching our

program s a crime. It is too
late...go 1o the police station and
turn yoursell in." Scenes from the
network coverage of 3 Antena
watchers being arrested is shown
with the questions “Who has the
law? What law? There is TV only
to those who have TV? Who wants
TV being asked over and over.

(excerpts from 1990)

work-
ers as they
gather 1in the
markets that occupy
the space in front of the
plants. On the morning that
I ll';.l\'L'IL‘l{ \\']1h '1'\‘"!' o & ‘EJU‘IL‘H'
wagren p|a:|11 and a Mercedes FJL‘II'II,
the fa Journal show was about the
Black Consciousness movement in
Brazil. Vincente Ulisses is a TVT pro
ducer and former metalworker, as are all
llw VT p]'udut'u:'.\. He estimates that
the TV Truck reaches between three to
I.I'lull lJ\C’U.‘iiL[l‘J \'.ll."\-\_!'.'ll.‘: E:\"‘.[l;‘.' \\'I.:L'.I‘L. Il.\l'r
believes that because the workers view
the shows in a group setting, more dis-
L:'u:‘-‘ﬂi'.:l” .I]Il! ‘li.liL'ELl‘.‘ i.\ _L_EK.'”L‘]'H.'L"{ "Ilht'_\.'
I\-'-'l.\r'L' IJ[;L”:‘ (4] 1"_'_\,‘.'-:"] L.Ei(l.”':'_ l!."l.!.' !\0- .!.llll‘.']‘.
to neighborhoods so that spouses and
children of the workers can view them
also
l‘]"'.’ T\’.”rl:‘.- \\'[”'1\'. st i".' Secn In
the context of Brazil's decades ]ml;._.'.
invalvement with popular education,
sometimes referred to as liberatory or
p:irli;'ip:ttr:r_\' education in this country.
This pedagogy is based upon the writ-
ings of Paulo Freire and others and
emphasizes eritical thinking, active par-
ticipation from students, and great flexi-
l1i|;l_\f and Openness on the part of the
facilitators. In the early 60 popular
education was tiuvu]::pwl ta battle adult
i“iu'.!‘at'}' that was just one symptom of
the rn]’ii:“"r L~.\'[1.1nri1n£§ s'aph:h]'ism n
Brazil. In 1964, a military dictatorship
took over the country and ousted, arrest-
ed, tortured and killed many people
involved with social change movements

Freire himself was jailed and then exiled,

and
spent the next seven-

teen years writing and develop-
ing his ideas abroad. The coun-
try remained under military rule
until 1985, when a ¢l I!J'l_‘.‘-!‘-
dent was elected. I".\.'\-ntunll_-.-
Freire I'L'1L||'I'||';| (4] HI'-U” .||:'.LE
wWas .'Ih'L'.-e'l! { €3] !ln';:-|1i|,' _\r‘l.ini,alq_':'
ol Education under the socialist
mayor of Sic Paulo. Popular
education survived and even
thrived within the trade union

-I|I<| Erassrools or ]mpu|ar'

movements during this time of

|'I."|':-r|.“':1'ii'"l Because this ]11‘1'.1-

EOEY Was <|m'v|np.-.i‘ in part as
resigstance to -.'::]HL.aH.-.m and

because its :|1|.-I|1i1:{n]::g‘\.'

L'lHE"h{. lZes lhi.' need to commu-
nicate “-'I[h I‘ii1'T]'.'I-

pants

On e
famibiar level, it 15 no surprise
||1.|| mu“u education has
|"'\.'|.'l‘|'|'IL' an IITlEJLH'“!]l'. F’;”" 1:]'
[::J}‘-ll].‘tr' !'I.ll,l‘_':lt'l”'l

In an ‘l.|'1ii.‘ll.' Jil[llﬂ Latin
American
Valerio Fuenzalida writes that it

|1N.'|.ihl L".ll.l\'-'L“lH"l.

15-a tributary whose main-

stream is the pedagogy of popu-

This piece is aimed at
street kids (a very large num-
ber of Brazilian children are
homeless or live in favelas) to
teach them about AIDS and AIDS
prevention. An engaging street
kid named Luis Claudio is the
reporter who conducts most of
the interviews. He is shown
accosting people on the street
asking them
to show him
how to put a
condom  on,
or to talk
about  their

sexual experiences. He is
actually very funny

and he probably

does  appeal

to teens and

kids. Lots of

solid  infor-

mation about

AIDS  prevention

i5 given in an enter-

taining way, such as a street-
side demonstration with a dildo
named Smiley Pete. It is inter-
esting to watch this as an
American, where tame television
commercials encouraging  con-
dom use create greatl controver-

sy. One other entertaining note:
the great sports/sex metaphor
does transcend cultures — here
it 15 feverishly presented a5 a
soccer game. Goal!

Sergio Goldberg

This is the strangest piece
of the bunch, a highly amusing
documentary about Jose Alves
de Moura of Rio, known all over
Brazl as The Kisser. Desmond

Tutu, Shirley Maclaine, Frank
Sinatra, Gilberto Gil, Pele and
Jacques Cousteau are just some

(BEIJOQUIERD) (1992) (29:00)
Carlos Nader

of the 152 celebntes that The
Kisser has engaged with in a
“kiss for world peace” This
man has even kissed THE POPE.
He maneuvered past unbeliev-
able security in Manaus to reach
Pope John Paul Il and kiss his
feet. The Kisser is shown after-
ward with tears of triumph
streaming down his face as he
lar clutches a nun doll. Although
educa- The Kisser's high profile targets
tion.” He gain him much notoriety in
GO FEELRL G Brazil, he doesn't frown on kiss-
ing the litde people. He is
shown roaming the streets of
Rio, asking people for the time,
kissing them as they look down,
and then stumbling away laugh-
ing maniacally as the assaulted
look on in starded confusion.
Nader does try to place The
Kisser in context for those of us
who are not Brazlian. To
Nader, The Kisser is emblematic
and as a first step toward the JEUNCEROTIGERYTCNN) el
retrieval of independence.” (New EEHIBTRERE
fl.-}-(.-.-h}-w.l i Media  Education  p. |l day
136.) reali-

]:I‘.‘FII.Ill'III l.'[|.|.|1.'|'l|l.]|':i use fnl_‘d_“ﬂ. "

ty.

“The media are
regarded as being at
North
American
capitalism and
as instruments
(1993) - 27:00 of cultural
imperial-
ism...Media

the service of

education
strives to create a critical con-
sciousness with which to resist
ideological-cultural domination

education not un|l'.,' as a tool for
r.':'ili.t[uc and resistance, but also as
a point of entree into communities that
often have little or no formal education.
[n Fall-'\“‘il |1. i.'l- not uncommon o |‘Ir|!]
many art forms including puppetry, comic
books, performance, radio and video being
used in educational settings.

il"l ]lb"l'l[ fﬁ. lh!." Jmporlﬂ.ncl‘ 'd.l}(] i‘r“."\'ﬂLL'l'll'C 11[. i'l[l‘l'lll'
lar/media education in Brazil, 1 was not surprised after
returning to Chicago and seeing work by other Brazilian

artists, that all of the work was activist or |_u-1fi1u_-n.| n

nature. Indeed, the influence of popular education in the

2le



Roberto Berliner

In February of this year
Brazilian  producer Renato
Pereira from the Rio de Janeiro
video group TV ZERO, spoke at
Chicago’s Center for  New
Television,  He brought with
him a sampling of TV IEROY
work.

Angola 15 a visually stun-
ning piece about the African
nation that, like Brazil, was col-
onized by the Portupuese. In
fact, the tape is just as inter-
esting because of the parallels
between the two countries —
colenization, struggles with fas-
csm, incredible poverty and
inflation, ~ shanty  towns
(musseque in Angola, favela in
Brazil), a huge and powerful
black market — as it is

because it
- 60:00 is a wel
made fape.
These par-
allels  are
never really commented on
directly unless there is some
concrete  connection, such as
between the economies of the
two countries. Angola’s black
market relies  heavily on
Brazilian goods.  The tape
starts with a look at the large
city luanda and pgradually
works its way into the interior
and tribal communities. Along
the Wiy we hear {l]lTII'I']EI'II.?:I'r
from Angola’s foremost intellec-
tual, the writer Luandino Vieira.
Angolans are often asked to
explain various aspects of their
culture such as mermaid lore, a
dance craze called the “bungu-
l,” polygamy, religion and mil-
itary involvement.

o =

text I.'!II..

the drama

of Brazil's

last 30 wyears

must combine to
create a vital video
Brazilians
lived under the military
I|il:'||ll[!|'.\h.il_l Lll'll.]t 1985,

culture.

|s|'|i\' to oust their first

democratically elected

president because of

corruption. Then there
s l]'ll.' ‘J'L"\-':.l:"\:[-'.{[ing
poverty that the major-
::;\' |li. ”I'.‘I.ZIIH.'LHH i‘-‘lt'l.'.
with millions ii\'ing n
shanty towns called
favelas where the police

routinely murder street

L:i'I.I](J reén. "\.I'l(]l. ﬂ‘l.

COUrse Il'IC L"..‘nl.'_'l'”i'."l.l:‘l
situation that sur-
rounds Brazil's rain
forests — economics
vs. the environment vs,
i||!|--|"__':'|.'|'|l'|\_:.‘\ JH.'K:E'|IL‘!\.
Perhaps all of these cir-
cumstances combine to
create a L'L']‘.Ur{' ‘.\'IIL']_L'
;”‘“‘5::\ are <.|.L'|.|'\-"i:|'t:i o5 4
matter UI" course

It is this integration
of art and activism that
left the biggest impres-
sion on me upon my
return l‘l'l?]l'l ]ildfll [
I'I.l(]ll.! L'x!'".'L'lL"I l]\L' use
{1f. art i:l [IIL' El‘ll.‘-!‘l“.)[?l."i
and labor organiza-
tions o l:u so wide-
."-I'I']'L"..l".] NL'I“J]L"T' lll'H.J.

my 1[':!\"1!““‘_1 compan-

mwns 1.\.'}1(! Wwere 1[“ .'\I'IlL'i'.lL'-.I'I] ;«llJ"lr '.'l.IU'.‘nH“r-‘: -l“ll -'H'“.\"L"\t-‘i-

.’\\.I-Il.!l' onc |‘.'I.i't'|l.'|.||.ll'|_‘.' II'I.‘-|1.H'i3llf_: .ll-h't':umn \\]'l{'n' \tﬂti'h.ln_'.:'

the Bankworkers Union using [)L“.'t-ﬂﬁlldlu'l: and video 1

Cx{‘ifl’:J]_'\.‘ .Ll"l‘:-l'u.'ll'l'l-e'it one t'!lF [l‘lL‘. {‘E'Hr.'l"il'.'-ur'lti. dan ur;__;unizur

that I know from Chicago. "When we get back, we should

work together — let’s talk about starting a performance and

\'i{h!ﬂ 1'.".1‘]‘Li.">]'|[?|.‘ at your LIrII“rI.” ] Sﬂi'-'{- "“\:l'H it seems Lo

work here, but I don't think American workers would g9
for that kind of Ii|||1:';." she answered. ['m afraid that this is

ponse in
America.
Although
American artists
seem to be more and
more involved with
making work that is
]‘rnhtir.ﬂ In nature or
]1\.'-\.‘- a Ff!l.l.'l.i!l'ﬁl'.lt.l'.'l,'
community element,
very few grassroots
political organizations
take art S-."I'.!t“ta'-]_}' as-a

mechanism for

change. When art and
activism are combined
in America, it i1s most
often wviewed as a
pleasant or interesting
interlude in the |;1rg1.‘.:'
scheme of things by
both the art world and
the politicos.  Ame
rican activists, educa
tors and artists could
learn much about the
importance of media
and art as unique
F*:U"iii-.".'|| tools h:.,- loak-

ing to the ]‘u.\ctm"\.' of

Brazil. There ﬂu.-‘!,' will
find a {J}-‘n.‘uuic: fusion
ol pn!:l:i:*.L-. education
<'||1|,! art — all u'nrl'.'mg
tugl.'ﬂwr to effect
social change.

=

(1989)

BRIT G TV (19%) - 1800
Yincent Carelli and
Centro Trabalho Indigenista

Both of these pieces doc-
ument the work that has
been done to teach indige-
nous people to use video 25
a wol In FKdeo In the
Vilages a narrator tells us of
the posiive effect that video
has had on these people’s
lives. VYideo has recorded
important events, cultural
details, songs, and dances,
thereby preserving them. In
one tribe, recording the ntval
of nose piercing caused a
revival of this practice which
had been dormant for 20

years, One elder tnbesman is |

interviewed and he talks
about wanting to pass on his
knowledge to youth.  Later,
small children are seen watch-
ing the wideo of him per-
forming a nwal. The tape
also talks about the way
video is being used as a polit-
ical ool for indigenous peaple
who are often being forced
out of their homes by indus-
try. They use video to record
important meetings with offi-
dals, preserving promises that
might be made, and to docu-
ment  their community to
defend it against encroaching
industry, such as a hydroelec-
inc dam,

The Spiit of TV gives us
much of the same informa-
tion, but is told in the voice
of the people participating in
the projects. This tape also
describes the way that video
can  provide introductions
between tribes that know
nothing about one another.
Both of these pieces are visu-

ally beauniful and full of inter-
esting information.

Video
in the
Villages, The
Soirit of TV, The Sertal
Keser and No Rubber, No Way can all be viewed at or rented
from the Video Data Bank, 37 §. Wabash, ('.hia.';tg:: IL
60603 (312-899-5100)
excerpts can be viewed by appointment only at the Center
for New Television, 1440 N, [-].'I.“\'H'II'I. Cllir.‘t,__'c: IL 60611.
Call Christine Mroz at (312-95]-6868) for an .1pr:-ni|11rng_-n_[.

Angala, Venws Fire and 7 Antena

When he spoke at (NTV, Pereira explained that this piece was
first made as a tool for educating prostitutes about AIDS prevention,
but that eventually it was broadcast for the whole country. Because
of the target audience the deasion was made to couch AIDS infor-
mation within 2 “soap opera.” The result is a hilarious, racy tape

that would never ever find its way onto Amenican broadcast tele-
vision. The premise of the melodrama pits a metaphorical

character
against

who embodies the AIDS virus named Harry Aids
a beautiful and civic-minded madam named

Valeria. Harry Aids s on a city-wide rampage attack-

Ing

men and women, forcing them to sniff a sticky

substance which knocks them out, then raping them
and infecting them with AIDS. Meanwhile, Valeria is

Ir

waging a safe-sex campaign that centers on free

condom distribution. This is part of a contest
called the Come-a-thon sponsored by her club,
the Yenus Fire. If you wse her free condoms
and you get one of the lucky ones that has a
star on the tip — then you win a free night
of sex at the Venus Fire. Sort of like Willy
Wonka for the 905.

Although the tape uses conventional
melodrama techniques, it also pushes them in
some interesting ways, such as in the wse of
Harry Aids. Harry's face is never seen, and
often the camera takes his visual perspective

and this is always shown in grainy, color-saturat-
ed video. Harry often rambles off poetic phrases
of questionable merit (part of this has got to be
anslation) while symbolic images are collaged.

During the opening credits, for example, we hear him
breathing these words “I'm going to get you and neg-

(VENUS de FOGO) - 30:00
Directed by Victor Lopes,
Produced by Renato Pereira

firewater spewing

ative breed you all..lll
take you surling on
scented slobber from the
Dobermans of the Higher
Unthanker. .. my blood is
from the abyss and my prick glows with Pluto’s

ember” while nitwal objects, fire, plastic dolls and the shadowy fig-

ure of a man ar
face to face and
dever condom-in-

¢ montaged. In the end, Valeria and Harry meet
Valeria thwarts his attempt to infect her with the
the-mouth ploy. However, Harry is not ultimately

defeated and vows to keep infecting people, while Valeria coordinates
with other local madams in her valiant efforts to promote safe-sex.
Some aspects of this tape appear to be politically contradictory, but
averall it is engaging, funny and does provide safe-sex information.

.'H{N'y Z(-"-('(fr &f al |'H-|!

ofperformance artiot and teacher living in

lf‘."):}'ri'_a,hr. She thank _'i_yl.:rm.r E'-"r'l'rm_rl.l.l and Chriitine Mroz for their

addbatance with this arfecle.
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Montrosé Ha.rbor Chlca.gc: June 4, 1994
D-Day Plus 50 Years

BY lanm MoRRIS

“Lafe, 1o be sure, 15 nJJ-thlng much to loge; But
young men think it i, and we were young.
E. Houseman

Ten thirty am., my photographer and I get off the
Ashland Avenue bus and stroll east on Irving Park, east
toward the lake to watch the invasion of Normandy be reen-
acted on Montrose Beach.

The attack is scheduled for noon. City officials and the
organizers of the event, The World War Two Reenactment
Society, are predicting attendance of 100,000. Channel Two
says that number could go as high as a million, a Weodstock
of the Arts and Entertainment Generation. | wonder how
this can be. Despite all the Normandy mania in the papers
and on television and the current vogue of historical reen-
actments, what are we coming to witness? How can a recre-
ation of pre-cold war intransigence be relevant in an age
when maps of Europe are revised monthly? Particularly on
the first hot day of summer, when the Cubs are in town.

One glimpse of Lakeshore Drive shows how much |
know. They are coming fram everywhere. Traffic is backed
up a quarter mile. The lots are full and cops are turning cars
away. They swell footpaths that traverse the park. With
their white baseball caps, lawn chairs and Coleman coolers,
they look like an auto-rading crowd. Aside from the odd
septuagenarian veteran in a pin-studded legion cap, they are
mostly young. A silver-haired man in golf trousers hawks
laminated copies of General Patton's speech to his troops.
"Complete with profanity,” he says, "suitable for framing.”

As it happens these days, we see the protest of the event
before we see the event: a small graveyard of white crosses
on a small knoll overlooking the harbor. A banner reads
“Practice Peace Not War,” and another, "They will have died
in vain if we don't abolish war.” A man about as old as the
guy selling Patton’s 5peech. thougl\ fnvorin,g cut-offs and a
black t-shirt over goll garb, hands us leaflets. We thank him,
take some pictures. and go |oo|zing for the war.

Instead we find more souvenir yendors, stands selling
inflatable planes and tanks, M.I.A/P.O.W. pins, American
Hags, pennants. To the south is the Allied camp, olive drab
tents and Army surplus materials surrounded by barbed
wire and patrolled by reenactors dressed as military police.
The smell 1s full of nostalgia. It smells like your cot at camp
when you were ten: 50-year-old canvas, mothballs and
mildew. It is a smell, I suspect, that sustains the reenactor.

Except for the guards, Allied H.Q. looks deserted untul
we reach the far south end, where the troops are marshaling
for their march to the boats. For the first ime we set eyes
on the conquering army. They are not as old as I expected,
lhﬂugh Ay, pzu'l':culal‘ly the officers, are middle aged.
Had they had the good fortune to have been alive ffty years
ago, few of this army would have been among the battalions
that stormed the beaches. Maost are too short or too heavy
or too nearsighted, all of them confirm the suspicion that
wars are remembered most fondly by those who did not go.
I wonder about them, these reenactors. Do they own their
own uniforms? Have they done this before? Do they spe-
cialize in D-Day or do they do all of WWII, from the Bataan
Death March to the Battle of the Bulge? How do they get
so much time off work? Do they practice by themselves in
the woods? With live ammunition?

We walk on to the beach, which has been menacingly
fortified, trenches dug, the beach studded with mines and
anti-tank obstacles. We find a spot on a sandy knoll, high
enough to see the beach without having to stand. In front of
us, wearing a t-shirt that says “Freedom Isn't Free,” a man
pops the top on an Qld Slylc. “Third breakfast can,” he Says
to the guy next to him. “Hard day today, pal.”

Looking north from our spot at the southern end of the
beach we see an unbroken mass of puup'c slrctching up the
beach several hundred yerds and knee-deep into the lake. A
legless man in a wheelchair motors awkwardly toward us on
the sandy sidewalk. A sign on the back of his chair says he
is a decorated WWII veteran who fought in every major bat-
tle of the Italian campaign, from Anzio to Monte Cassing,
some of the most savage fighting of the war., "Please help,”
the sign says. An empty Folgers coffee can sits in his lap. As
he passes behind the crowd on the wall, one of his wheels
gets stuck. Trying to free himself, he struggles for a half-
minute before anyone notices and gets him out of the ru

"Thank you,” he says and drives on. There are stares but no
money. He is not what we are here to remember.

The invasion begins at noon on the dot. An old twa-
engine transport plane flies in low from the south. A siren
sounds on the beach and the Germans scramble for their
guns. An observation tewer on the breakwater is the target.

Flw I-II'S'I gunﬁre ol t!u.' battle comes from ll:u: Germans as
they try to shoot the plane down. A bomb is dropped, a
Hashpot explodes beneath the tower, and the shooting stops.
TI'IE']'E' lS Puiitl.' -.I.P;'ll;lu&l_‘ rflr II'IE.‘ i!tﬂl'“.‘ das ;l (Ill'[nl:l.‘\ inl.l} lhl‘
sky.

As the air attack continues, we watch an armada of four
landing craft steam out of the harbor, around the breakwa-
ter, and turn toward the beach, while a single warship lies
just visible on the horizon. This is the aspect of the reenact-
ment lhm most ﬁl]’ains OuUr sense ul—vf:fll_-u'nﬁliludl:_ WHLIe Lhe
real invasion began with a formation of planes 300 miles
long, here there are only five. and a single warship must rep-
resent the great elaborate lengths that these reenactors have
gone to provide a literal representation of the actual event.
The enormous scale of the invasion is impossible to imagine,
much less recreate.

As the boats head toward the beach, there is some
cheering, but not enough to drown out the Sousa musie from
the loudspeakers. The first of the four landing craft reaches
the shallow water, a gate-drops, and the men scramble
Ilshf_‘n‘i_ We are in the Bl‘lflh}l sector, u.hr:ﬂ: a green
amphibious jeep, like the ducks at the Wisconsin
Dells, drives onto the beach and the Brits, wearing
tams and kilts some of them, leap out ready for ‘u
A lmgpipur 15 among them, as 15 a soldier ﬂ
carrying a bicycle

Of the five beach-
es assaulted on D-Day,
“T!I}' one, (!ﬂ‘i‘.’-nﬂ.mc’fl
“Omaha,” the northern-
most of the American
beaches, was heavily
defended. This bit of his-
tory is reflected in the
recnactment as the Hri!;sh

action.

troops in front of us over-
run the German trenches
with relative ease, round up
:I'IL" I}r.lﬁnnl.:rs. ﬂn!l }lﬂi‘;l tl'l(:
British ﬂ:l.g w}J“r: a P';:pt:l‘
pipes the same tune he has
played all merning. Our
attention turns north where
the battle still rages.

This, too, will be over
soon. The loudest cheer of the
day is sparked by the charge of
the three Americans, The
cheers turn to groans as they
hurl themselves on the sand. Are they shot or
:Iuckins I—I.Il" cover? We cannot lL‘IL one H-SPEET
of the realism gleaned from newsreels. The
largest of the landing craft arrives bearing
reinforcements. It drops its gate a full twen-
ty yards farther out than the others. The
first soldier steps off and the others clam-
her back up the ramp as he disappears
into the surf (another realistic touch,
mnﬂr a iarge number of casualties during
the invasion occurred when troops
wearing 60 pounds of equipment

stepped into water over their heads).

Fifty years ago, the battle for Omaha beach lasted from
six in the morning until nightfall. while bodies of the dead
and wounded and ruined war machinery littered the sand,
ships burned off shore, and waves breaking on the beach
were red with blood. Here it 1s all over in less than forty
minutes. A lanl& AFFIVES X mat:l'lin:l 5[;151: left. '11I'Il:l‘l_‘ 15 1‘11,'
furious chatter of machine-gun fire. The troops close in on
the beach house. The shooting stops and there is light
applause. “How do they know it's over?” my photographer
a,.s'(s. "(IJILI t!‘h:y baw?"

Dl.'spilu I}u: l:l'mus r:l.l‘ld li'n.' carnage, I:l'u: I‘L'ﬂ.l Nurman{ly
invasion had to be ju:iged a success because lhu_l,’ invaders
were not thrown back into the sea. However, as always hap-
pens when art too narrowly imitates life, the relative success

of this reenactment is more difficult to assess.
L Certainly, we do not sense anything close to a
O patriotic or historical catharsis from the people

around us, as they fold their blankets and

t}a knock the sand out of their sneakers.
&ty f 6 Meanwhile, on the beach it's Miller time.

Some of the Germans are stll being

herded around at gun puin!. but the

¢> dead have risen, brushed themselves

ﬁ off, and are exchanging high hives with
their surviving comrades.

[ watch a chubby, young reenactor,
one of the Axis troops, I'.‘-'lpllII"l:lJ h_',.r the
British early in the battle, sling his can-
teen and rifle onto his shoulder and duck
under the yellow police tape. It occurs
to me that these pi:rf'uﬁm:rs must have
been looking forward to this day for
months—even years as the date of the
anniversary loomed on their calendars.
And I wonder if the event could pos-
sibly have met their expectations.
They will retire from the beaches
and, for years to come, relive their
participation in the remake of the
most enormous military engage-
ment of our century. Did they, 1
wonder, in their brief moments in
the landing craft, in the water, and
on the beach, sense the terror of
the day hfry years ngn" Or did
it feel, as 1t appeared
to those of
us on the
l:".':lr._]" “'}] o
were not car-
rying guns,
like they were
just pln}:ing
ar"'ly.

@

Tan Morris i @ novel-
il and teacker living in
Chicago.
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hat performance can
. be anything you want
t to be, here is a
quick rundown of
§h% some of the venues
M and doings in the Bay
i | Area.
 Let's begin with one
- of the biggies. Project
~ Artaud started out in
. the early seventies
B ¥ !
. when a group of
* artists squatted in a
- disused, city block-
. filling American Can
. Company machine
shop. The artists who,
soon after, bought the
space from the city
for $300,000, have watched it accrue in value
twenty five-fold. What a deal. There are now
81 livework spaces and five public spaces,
including Southern Exposure — one of the city’s
premiere alternative exhibition spaces — and Theater
Artaud.

The theater is a Hexible space of more than 11,000
square feet with movable seating for about 300 people.
According to Dean Beck-Stewart, Executive Director,
Theater Artaud offers three types of relationships with orga-
nizations invited to perform there: rental/support use, for
which Artaud provides PR, technical support, equipment,
consulting, and long-range planning; collaberative projects
for which Artaud does thorough needs studies, looks at the
goals of the organizations, does the event, makes an evalua-
tion, and sees what might come next; and [ull presentation-
productions sponsored by the theater.

Beck-Stewart likes to work on a continuing basis with a
core group of organizations. He looks for groups with long-
range scope which, through their association with Artaud,
will work to raise their production values and to learn to use
the large performance space effectively. Among the artists
who call Artaud home are the Margaret Jenkins

Dance Company, June Watanabe in p

Company, and the Joe Goode
Performance Group. The

Kronos Quartet “
o “ pla._vs there
almost every year
e Ping Chong is currently at

work on a long-term project that wall
involve eight performers working in the com-
munity. He will be in residence for eight weeks and his

show will run for three weeks in 1995,

While Theater Artaud is very large, The Marsh is very
small. 1994 marked the fifth anniversary of the performance
space founded by poet Stephanie Weisman. It has come to be
recognized as a place you can count on seeing something
fresh and exciting. Why is it called The Marsh? Some years
ago Weisman was living in a house on stilts at the edge of
Delaware Bay. It dawned on her that a marsh is the most fer-
tile breeding ground for practically everything. Voila.

6@

Though

Weisman now has an

active board of directors, a job as a

computer expert has allowed her to be the prima-

ry source, beyond ticket sales, of financial backing for the the
project.

The intimate, 99-seat theater is a former jazz club. Soda
pop and cookies are available at what used to be the bar and
plans are afoot to expand inte more of a coffee house
ambiance. A lot of things go on from The Marsh to bigger
venues. Currently, four movies are in the works that devel-
oped out of things originally presented there. Chicago-based
performance artist Lisa Kotin was seen at The Marsh by the
producer of the Edinhurgh Fringe Festival and was invited to
perform there. Weisman reports picking up the Sunday New
York Times not long ago and seeing that two shows that start-
ed out at The Marsh were opening Off-Broadway.

A week at The Marsh might look like this. On Monday
nights four performers get fifteen minutes each (not a minute
more) to show their stuff. A typical Monday might include
Shan Shan Wu doing a cooking-talking presentation about
what it is like to be a Chinese cook in relation to passion and
sensuality; David Harrison, a female-to-male transsexual
reading texts he is getting ready to perform — the subject
was the process of turning into a male; Nena St. Louis, a mid-
western-born African American sculptress who has begun
play writing and acting in her own pieces; and Jamie Berger,
performing monologues in which he gets the audience active-
ly involved.

Tuesdays are fairly open, but there are apt to be perfor-
mance showeases coming out of classes taught at The Marsh.
These are often co-productions with other local theater com-
panies. Wednesday is apt to be new music night.
Thursday through Sunday, full-length pieces that
usually run for a month are mounted.
(Lisa Kotin's Min Diagnosis earli- &
er this year was part of | ™
this series.) On

Saturday  after-

-
»
i ﬂ i' noons you might be able to

see something designed especially

“ 1 for children and if you are a night owl there

are full-length shows beginning at 10:30 pm.

Like Theater Artaud, the Capp Street Project has been
on the scene quite a while and, like The Marsh, it was found-
ed by a woman with a strong vision and sense of responsibil-
ity to the community. San Francisco-born Ann Hatch is the
great granddaughter of T. B. Walker, Minnesota timber
baron and founder of the Walker Art Center. She decided
long ago that her personal resources should be used in this
city to continue the family tradition of patronage in ways that
would allow artists to interact with the community. In 1982
she bought a house in the Mission District of San Francisco
designed and built by artist David Ireland. Hatch formulated
for it the Capp Street Project and started a private foundation
that has since become a public charity.

The plan was to use the house as the headquarters for an
artist-in-residence program. It would serve as a temporary
lodging/workshop/exhibition space for artists invited to cre-
ate something especially for it. The residencies were three

c€®

|

ml‘n[l'lﬁ

in length, generally

with a puriud of plahning and

building plus a period of public display. Right

from the beginning, Hatch engaged the kinds of advisors who
would insure lively, provoecative shows: Nancy Drew, James
Melchert, Kathy Halbreich, and Richard Koshalek among
the first of them.

By 1989, the work/exhibition space had outgrown the
Capp Street house (as well as the dicey neighborhood), so a
large, two-story warehouse a few blocks away was pressed
into service. In January, 1994, yet another move was made to
the heart of San Francisco's new South of Marker (SOMA)
arts crossroads. The new home is a smartly redesigned, 19th-
century warehouse (Stanley Saitowitz was the architect)
with two lloors of exhibition space and a top lloor af rental
apartments to help pay the bills. The house on Capp Street
still serves as h:_\nw-;lu'.'l.\,--i'rum—]'u)ml: for resident

artists.
W

Artists chosen to be part of
Capp Street’s activities are

ones who work
in the grey area between

almost always %
W £
performance.

@ %.. % l,:x]::ihitinn and

Here are some examples. Paul Kos ereat-

gﬁ ed an environment that was a comment on audio

grathiti. It involved eight bells that were rung every day
at noon to make a sonic link between the house and its sur-
roundings. Mary Lucier created a video environment which
Was des.crihu:r] as an attempt to awaken the world to the roar
of technology while there is still time, Terry Fox and the
design team ol Elizabeth Diller/Ricardo Scolidio each made
installations through which viewers walked and interacted in
sometimes delicate, sometimes threatening ways. Joanna
Haigood and Reiko Goto ecreated "Cho Mu” ("Bullurﬁ}r
Dreams”), an installation and series of performances involy-
ing six dancers depicting the stages of a butterfly’s develop-
ment.

I C‘Juld gU on ;In[l. on, Ct-ll'“.'lll.' rI‘]'H.'.'ll'.'r SllL‘I:'in]i?.l:!'t in |1L'I‘-
formance in all its myriad forms. New Langton Arts, The
Lab, and Intersection bor the Arts are alternative spaces with
musie, literary, and performance components. Theater
Rhinoceros and Josie’s Juice Joint serve, primarily, the gay
community. Above Brainwash is a 49-seat performance space
above a cafe and laundromat, all of which cater to the SOMA
arts crowd. The proprictors of The Victoria Room,
Bindlestift Studio, and Build all live in their spaces and make
them available for wide ranging performance, exhibition, and
I"I'I'[If‘LL[iLT|]|]I ijul'})ﬁses, Th[" i‘i(‘;l ‘!tl il\'l:.l'l;'ll_'l'ilﬂl‘inahl’_'k: !i-i];lﬂ:l.'}; i_{
the |.'|l|.'.li1. l]'ling n San |"|'.J|.|11.'isx.'{-', [ wnnr]or if l|1i!i 15 h.lprmn-
ing ;\ll over [in: country or if it s uniquc to this E_'ill'l.'.

If you are in town and can't lace the prospect of
Fisherman’s Wharl or aren’t quite ready for a massage parlor
in the Tenderloin district, check out a tew of San Francisco's

alter-

native performance

spaces. Chances are you will see

something provocative. For sure, you will have

an experience that is not part of the standard Grey Line
package tour. If you want to propese some-

thing, drop one of them a line. Here is o

where a few of the most obvious

choices can be reached: ﬂ c ‘
f “ A Theater Artaud

(415) 647-2200
[N ﬂ business office: 2101 Bryant Str., #201
North, SE CA 94110; theater: 450 Florida Str.

Capp Street Project (415) 495-7101
525 Second Street, San Francisco, CA 94107

The Marsh (415) 641-0235
1062 Valencia Street, San Francisco, CA 94110
Intersection for the Arts {415) 626-2787
446 Valencia Street, San Francisco, CA 94103

Josie's Juice Joint (415) 861-7933
3583 16th Street, San Francisco, CA 94114

Wictoria Room (415) 255-0364
180 Sixth Street, San Francisco, CA 94103

Above Brain Wash (415) 362-7703
for info: Jack McKean,

701 Pine Street, #2, San Francisco, CA 94108

theater: 1122 Folsom Street

Build (415) 863-3321
483 Guerrero Street, San Francisco, CA 94110

Theater Rhinoceros (415) 861-5079
2926 16th Street, San Franciseo, CA 94103

The Lab {415) 346-4063
1807 Divisadero Street, San Francisco, CA 94115

Mew Langton Arts (415) 626-5416
1246 Folsom Street, San Franciseo, CA 94103
Bindlestiff Studio (415) 974-1167

185 Sixth Street, San Francisco, CA 84103

Climate Theater (415) 626-9196
252 Ninth Street, San Francisco, CA 94103

=

Charler Boone v a composer and new muste activwt living in San
Franeioco.
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AN INTERVIEW BY AUDREY CoOLBY

WITH Jos ZANDVLIET,
ARTISTIC DIRECTOR
AND MusicianN

AND THREES SCHREURS,
ARTISTIC COORDINATOR
AMD ACTRESS

25e

Audrey Colby: Could you tell me about how Degtreep
started out and how it has L'|'|:|r1gt.'d'."

Threes Schreurs: You mean the history, we've been around
o l’”_\,'v.‘ar&

AC: Have the same |11:u]1|1' worked tcjgn:l’wr for ',fl'?‘_\,'t.-.lr_\".‘

Jos Zandvliet: I'm the only one who has been there since
|t11.' |'“."5'|[1r1'”'|&_:.

TS: And I've been with the company for the past ten years.

AC: So you started out as a street theatre?

JZ: Yes, and we turned up at all kinds of places. We also
did exhibitions and other activities. The basic idea is to bring
art to the people and through development over the years, we
L'r][l{:(l 'llrl Plﬂ.}ing 1|-l!".1|r('_ wre never I‘lﬂf{ '|| m |'|11['I.[]_

TS: Because theatre 1s an easy way o k:ring, [hing_u o peo-
ple.

AC: What are your backgrounds?

TS: Here, you say visual art.

JZ: And music as well. And not so much acting. But these
._L_'l_vs we work more with puoplc wha have :lt.‘ti[‘lg back-
g'rlTU]ﬁlE_‘i.. H'l]‘, ,‘iti]l we !i_J('rk t‘L'!!' i‘nlq_‘_gl';ll'i(i” O}n”- l'liﬁl‘lrltil‘l.l": ‘ﬂk
art. That's what you see in our show. You don't see a specific
I'||.1 ‘!ll;li'tlnt{.

AC: Have you been inspired by specific artists?

-I-S.' i‘il.'”nl,‘ F’l,‘t‘l!]l[‘ h{l\.'{" .l_'ll_’{'ﬂ. 'il'll]u.l;'n(‘.f_'l.l E,."I I!'IL" ‘:.;L‘I"ITL.'II'I art
of the 40's and 50's and some are readers, and me [ love to see
nl.}[']l'l.ﬂ.l t]tl\."a S0 I h“L'l'I.L'C. -':I.i'n“['l\] llit' L‘itl\' -““'E [ E'-T H”Ulh -_lnd l(!['l]-i
in the suburbs, and that’s my inspiration. Some of the moth-
ers make things in which the idea of taking care of children is
i | |1-.'|.|.‘1. [1'5 not just art.

JZ: It 1s much wider.

TS:
theatre shows and others never go. Some only read comic

books, and others read the Greek ITI‘\'ths. It's so different for
everybody. Some work with mathematics.

Some of the performers go to an amazing amount of

AC: How did the people who are with the company end up
working together?

TS: It's a kind of survival of the fittest. No, they select

themselves.

J#Z: Each thing we do, we create another work that is a fal-

|nw-up to it. And our manger does this a lot and because of

ll]{‘ \\'i'Jrk lhﬂt COmes llp, wie I-ld'l\'(“ (151 gl\'l_' l]"l‘: [N_'ﬂ!"]]k.' “I our
group the possibility to grow.

TS: And how lhq.:\.-‘ stay iz because p-:'l'!rll!? can smnrl it, an{i
can f]h'.l.]!ilsu “..

JZ: ihu._\, can rl-.'\'u;hap themselves. It not that we're a direct-
ing team. It’s really together. With ideas, we can help them to
make a better story. We want to make sure that each one on
lhl' leam tlL'l‘lﬁ 51.}\"'.'.

JZ: Everyone really has something of their own in the
group.

TS: And this part, you take care of. and yvou know that you
are responsible for that part. It can be something in the show;
[t can be something out of the show.

AC: How do performers come to you. Do you recruit peo-
p](":'

l[‘."‘ﬂ! .'1i h'l]l\l.{l'k"ki {{iﬂ‘l‘l\"l‘lt 'I.l.".'L‘\'."-.

in, next to the Berlin Wall, we
were asked to play with a Russian group, when the wall fell.
\‘ri' we
an :|r|1c|'u51ing :iuh]'i;r.'t. And there, !ileL]R::IIE_\'. Max LIE'Jp(.":"l.I'I."l-
He's Frm':] East Hu.'rhn. He |.=:w.'1| It 5o rnuch w]ml we []ld m‘:d
then he joined us.

JZ: When we !J|"|y|::i in Ber

- asked to make a le'i-nl‘tn.‘nu‘t‘ mgethur in Berlin. It’s

TS: And it took some time. For the beginning he worked a
little with us.

JZ: For four years, he's been with us.

TS: We have a lot of penp]e we tound on tour.

AC: So the performers are [rom a lot of different countries?

JZ: Some.

TS: Most are from Halland. One Italian, two English and a
German.

JZ: One from Scotland, in a month. And an American also.

L ] a w

TS: The normal system is that |.1L'I."I\|.t' write a letter with
1|‘|:'i.r CV and p'tc'turr:.-' ol their M'L:J'k. “ it JL-L!]I'..- inl!:l'cr-'ling,
then we invite them for an interview. If the interview went
okay, then we say, come and join us for a few days and if that
went okay then we say okay, and slowly they are coming.
Sometimes we put an advertisement, but that’s more for the
technical jobs.

AC: How much time does it take you o prepare a perfor-
mance?

TS: Three weeks, a month, five weeks. It tli‘pt-ntl:— how dif-
ficult a spot 1s.

AC: How does the collaborative process wark, for L'.\"me]u
with this piece?

TS: This piece was made quite differently [rom the others
because the spot was not r‘r:u‘l_\,". Owver the years, we have
changed to make performances specifically for spots.  But,
here there was nothing. When we arrived here the theatre
was not |'L'-'J.‘1_1;'|

AC: With Camel Gusep 11, was there a specific idea that you
came with?

JZ: Some of the 5:'(’:{5 wWere .'Il.I‘L‘.'I{E.\' there. There were the
seven women, there was the rain. And we took things from
Holland. We liumghl of |:nngj||g bicycles; we thought of
bringing this wooden tower. But then we came here to see
how technically and dramatically you should do it

AC: How does this connect with Camel Ganep [ and 117

TS: Well, Camel Gossip I was in this show in Glasgow in the
tramway and there we did a real experimental purely poetical
visual show with nearly no speech. Then we went to
Amsterdam and did Camel Ganip 1. And then we did a show
th;’]: tllem Was m]lc‘h mare :il't.lng i.n. Hl.l.t l|-|‘.' f'.'lll:l-l came I-l-{'l'.”
G];‘Sg:.“\'. Il- was I‘.lllning |]1I.' '\r\r'i'“.'l‘i'.' I'['l‘]l'llh S0 Wi 1|1€11:gi11 we
'.l'{}“l.(i ll'l.'lil.q,' ramn, .'l.nd. i.ll.":“ II'ILl |'T WiOImieEn F“."‘ us (‘Ff”l'f; {.;ﬂl'uf:f’
has to do with seven women. In Glasgow we used seven
women because we had seven women. We have never had so
Il'l.'ll'l;\' WOIMEeEn 1I‘1 Tl'lf Brﬂul‘l.

JZ: We like to have people from the spot we are working
n.

TS: And one of these Glasgow students is still in the group.
And now one of the Americans we are going to take with us.
“l"{' ﬂ]\\'[l-"s m-'!l(l.' ]'“'iljl,"('[."i II'! a |.|['|.‘.: 50 ;\'l}u l"ll'j'\.'l_' l.]']l.L'L' thh‘fff'ir
fr‘el;'{if’fﬂl, it l_'nu:l(l !"rl',‘ :l!_‘“ﬁ EI(TU'". ln a '“.':!‘\" [i'll." _‘ih{'ﬁ.".‘; J'l.'l\'l: n(‘rl’.l‘liﬁj_{
o Ll1_'| \\'i‘h l_'.'l.{'h ‘Itl'ﬁcr. ']‘.|-||"\-"["' new .‘\']'![T‘.\'."C. ‘l]tilli}' new .‘-I'ﬁl‘]\'\f.".
new !1(‘[1‘3'(', new crew, new team, d'J.II[! s0Imne I]il]'!:’-' ang [l]li. E:U‘['
example, one of the women was a briliant woman, was a
pearl, we want to have her. So we took one year to get her in
the show and now she's in the next one. And you may ask why
we want this American guy now. It is |‘u.1“‘\,-' hard to find in
our theatre people whao fit inte your group, and so when you
find them you have to be rn:uH‘!,-' careful and 1ake care of them.

AC: What does the American guy do in the piucu"

TS: He is a technician, who has an amazing body, who is not
afraid, who can climb and fall from things. He knows when
he makes something. What is important to know when you
see our work is that all the things that are there, are made by
the people of the group.We know exactly because we are
there from the beginning? This American guy understands
that when you start Tli.‘i}‘ing with t||in5.t;. he knows that we are
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in I!.. l[‘l.‘!l’. !'II.' .l!i- ||] || =0 I".'i1L| I]L“.'\'l“}) 1 t'(l!lll‘{ll‘[‘,[l?JL‘ IL'L'[IlIs.

AC: Do you have any social themes in your work?

JZ: Well, one very social 1h]n:__; about our group 15 that we
are able to ]'n;'rinrm for an audience from 0 to 80 and from
waorking class to the elite, so we have developed a certain lan-
guage through all those years.

TS: And also all kinds of cultural }P'.I.{'I‘.E;I'ﬂl]llil.’-. for :-x:l.mp]v
wie ]Tln'l.-!.’\.'d t"l."' ."L*:i.'lt:l-' |1L'l}]'|-!1.' ..'"'Hi lh‘-'_\- were sure, |.| wias -;l.] HOLL
= Lll"ld ll'l'.'l".'

I]!IL' E||.|.T|'.'\.' U[- !h'.' Hl’l-tlll- -'\.”‘-J we ]'Jll."l‘«.l';
was a woman who said, "l remember my mother told this
story when | was five years old. Do you have the book?" |
said no, no, no we make it ourselves. They bring their own
ideas. There was a woman at the show here. And she =aid it
ﬂ.])(]llt [I'il I]]['lll.)!'_rif'.'ll rh'\. ti'l'l'lfl"'\- 1|n1f l!}t]t]]tl Erl.l‘.- came |.|.]1 |.nII
zaid, "It's about IGJ['LLl.'II'Il...‘-:‘-\ ignt 7" “Yeah,” 1 said "it's also

¥ i - -
-C1.I.H.1L|l |.Ul1t.'|ll!L‘E-S iII"IGJ Lve munutes |EI.IL'I" d Worman came ;l]!ll

said “it'’s about the streets of Chicago,” and I said “yeah, it’s
also about the streets of Chicago.”

AC: Bue, you don't |1i.L'|$ i .Hi.‘l.'\"”-ILZ theme..

TS: No. In the show, there are always so many stories and
story lines, it’s like when you make a soup, in the summer you
make a soup of summer vegetables, in the winter you make it
more from beans. With all these dilferent ingredients you
make a show and with all these different people, with differ-
ent ideas

JZ: It 1s the ﬂ:‘ll\-’ way to have a very broad audience.

J'L(‘ }‘Iﬂ'\-\ f{]l:l Yo coame l]l‘ '\\]:h :|1I.' JTl‘ Fal \3} |111. ||-IE l]-IL SUS=
P"‘”EI!"I:[ I:ll[:ll“h.:‘i }1(“.1"\‘"- "\1‘}1 1E'||l.' wioimen |'|"\]I'I1." '\\ L5 [ill:
one person’s idea?

TS: That was one person’s idea. We had never made a show
for a theatre before and we thought, Jesus Chnst, what do we
do with such a huge box? In the beginning the idea was to

e

have seven floating islands, not floating but hanging, and then
they become cupboards and then they become cars. The
i.."-:-'llhl i(ll'-‘l wWas out 11“'{ thl"n n'l.'l'l“'lhl'l.' one came to h:'l\.'l.' s0Ime
sort ol ‘-!’L'\'H;TI'!;'I"‘C The htm{int_ i.'up]m'lr'li:s could be like
l"‘l"l‘.{'l[li_, ina HI‘\.‘,'\L"i]}L! "\f_:l 'vi]Ll come 1n 1['[( ht)l]\q_ i'\l,]1 '|I '|rl'f"u
look in the house it is not a house because one is a tree, anoth-
er is a sea and another is a clock. All the things inside the cup-

boards are made by the women who are in it. The woman

said “I'm Euing to make this for the seven women,” and then
the geven women have to m!npl the 1dea and 1.l11-_-. start work
i“g on '."\'L'l‘_\' ful.ll'l.hl.['ll. !l.‘il‘“.. -ll'l(] ."-I.“I'lL‘l::lH-fil'l.J t'i.‘_'\'l' E"ﬁ‘ll'l‘\‘: 1hk'
nl”t‘-i{{ﬂ.’ 11!‘."‘.‘\-{“.‘:&‘ one wolnan :i.‘; pe | |:|.|I.'L" IJ-'l.Jl‘.lL‘]' -ﬂlll .‘\']"I\‘ .‘;ilh].
"{:]lrm_x' now I'm i._:u-ing to paint them.”

: That's grear.

'['S: ."'IL:IUU‘ 'hl.'-\."‘-L' L"IJFJLJG:IC" |5 '\-'-'!IL'“ lEI.L'_\" come GJU\\'I'I. ][ |..I.'L‘I."\
like when these people went to the prairie years ago and they
bring their small houses behind them.

AC: Like the wagon trains?

TS: Yeah like the Wagons, but also if you
:’]I‘i‘\.'\‘. -'ll'l'lur](l .l|] :])L" I,":llJl'lll_'\,'.‘\ifl(: _'\'{TLl see
ljilu?ﬂ.'." ]]L'].L' \\'.ll.il l'ﬂ['l'li'.“.'[':"' l'l]lHiE]L'. Sll‘ it
C'.JIJJ[[ tll.!“.' IIL' HkL' e L'i.l.”tl.“.‘[' allll [i'h!.! |‘\
how the I':mta%iu' grow on the spot,
because if v '\l‘l-{‘ll]]{l do this show in
Africa, .'mci we should have seven cup-
boards, then it will be a torally different
story.

AC: It's "'Ill.lL\-lth It seemed 1o me 1o be
about urban life, .ﬂmut u]'\\.l_‘.;.x E::_Ihg on
the move and survival in the city, that's
what came to me.

TS: Also, it's really important that the
woman who made the houses also made
tI'l.I'H!' ﬁn\:l.]l. |{In1l,‘]_n hl\ll]ﬁﬁ_':‘ ill :]’L" L'I]L[
There's .L11:€(J]Illr.‘|_“,-' a connection and she
made the connection !JI\' :11.'L|-.'.ing it. If she
d‘ldll‘l |l|.-{|"iL‘ lhl' Hk‘\"ﬂl'l'al}lfll.‘; d.nl:l fi'ﬂt'hk'
Iahlufl! IH.'L]..‘IL'F [I‘H'].l' \\"Ju]fE never I]l.' [!'ll.‘\'
line of houses being destroyed and build-
it‘l:l_’, on it -IJ‘_:;II'” -{Tllt Il][' sSOome ]'H.“[IE]ll' "\,"J.'rl]
can I'{li]{] on 1}1‘.‘ I'LIlJ!Ji!iEI. [II“;L' lE'I.L' cities \Ti
Rome were built so often on top of each other. This is in a
way a new country.

AC: In this pi.u.'l.'. you came (o visit earlier?

TS: We did some brainstorming in Holland to decide who's
L"!mins \\'ill‘l us. .'\.ni{ 1|-|l'.n \l'E‘ll"rl we came ]'1;"]—1_". Th(‘r;‘ WwWais no
theatre. It was not n'.u{lv. so for three weeks we were 1r}'i|15 to
‘]1!‘”]{ i“ ]]'_'1‘-‘.“.'1.‘“ |h'i|ii.|'|g Tn;li'hinL'F. ﬂnd we '\-'-'[".lll.i “.nl[ r!'."-l]l.ll
places on the Navy Pier, wearing the hard hats.

L!Z: l[‘hi.:\' rooim was not hL'II't:. "l‘-L' Ilill.! d ]hLI'LI. Lime.

TS: In the night when the builders and the construction
workers were gone, we came here to try things out. So before
three o'clock we left and at six they came again. And then the
\\'Iﬂl’lll' li.'l;\-' WEe WEere '.\'(1|'i"il\‘r-‘__' ot l‘ll’_"r' ]'!I.'Tl_l'._‘i oan 1|"ll' pil,"]'. "\J'IT{ 114}
!I'!I..' ['llb:l-ll. Wie came 1n }IL']'-I..' ;Iﬂ;llli. [1. Was l]Ll]:T." a :iIT.'I.nEl_' “'.'l.}'

L‘I- I['Iill‘ill'it; & :‘-'I'H.'I'\\'. ]E WL ['L'.'I“_'\' '\'\.'ULII{l iil.l.\’-‘.' |'I.HJ. onc 'II'I.I.J['II]'!,.

Mou x\'Lrul:in'L recognize Ii’ll‘.‘ []!L‘ﬂ[l'L‘ any maore. -I.J']L‘ {'HI.\\'.'I”-'LH

weren't there when we came in and you really can't make
|::l|.'l11h with .\mrnrlhing that isn’t there.

And when we came in they didn't know what the color of
the walls was. And all the time T ask him, just tell me what'’s
the color of the walls. And he said, I don't know, maybe gray.
And now it’s white. It was white three days before we started.

AC: One more question, are you hnancially supported in

Holland?

TS: Yeah, we are one of the twenty groups in Holland wha

gets :'-uh.wirly. trom the state, from the cultural minister. That's

L:nuu':',h 10 pay the core group and 1|'1¢.' l'IErIL‘L' we rent illui 1|"|L'
I1|.‘u'|: Wi “‘L!-I'l{ .II"u:; ti'lu rest we carn.

\Iz: _"'l['l“l we I.li (il]'i[i.‘ '“.".'“ into ||"|l.' {'\.[lllll‘ii] I'\l‘ll‘ilil"s {}E‘- our
ministry, luckily. It could be worse. They use us as a good
L—x;ﬂup[c how to survive in theatre because we have a gont[
income ourselves, we also go abroad. We work for television
SOIMelmes. \-\l{' I'L'\1L'|'| o |Jl'l'|ill'_| cllJliil'['lﬁ.'L'

|\:\:s_' ".t ‘Il'lll mcament i]) EI[II'.'I[1(]_ t]:{f 1!1‘3‘.“" l:ll- |]'||: 1|'Ii|'ii_q[l_'i' i%
1|'|'it 1hl. atre |!I. *COIMES MOone ]Tilk]]ll{' I]L[‘ill!"-'\.l_ \.ullh‘i‘ii?L[i I]‘!L":‘HIL
groups in Holland are quite a luxury. Holland is as big as
]“lnL]i\. J",l'lll \'\.’h\ nwe h.,l".l_ il \htﬁ\\ Il k3 .I.” ‘\('I‘I(] (o]0 ll‘ﬁ”l \lJLlﬁb

‘al old.

.‘.(.‘ l]:!] !J{]I.El. |J|._'\\.".“| |“.'|-{l|||.1|l i” 1l|‘..' :"l'l""-L'lJ

JZ: We ;1]'.1.'.';_\'5-. lonk to see what my role 15 whether 1t 1s per-
|.||I"|:|'|.1.nﬂ_ or ['l'll.i.“-.“'.

g

TS: He's an amazing musician.

AC: And what role did ou |1| \_."'

-L‘S: E Was ane ol rhl EeEven wamdon.

AC: And which one were you?

TS: I'm the clock, when the black legs come out, I'm the one
who 15 drinking. The ladies are almost all the same.

JZ: How you pissed.

C: That was very funny: they would never do that in this

country, This country 1s very conservative.

TS: No, it's a different country:

,\.C: | [hll]l‘; \\.'ﬁ'l'l_l.‘ !I'HJI_}I mornre I'L‘F)r\'ﬁ!‘-('!].

TS: But the reactions we got when we were pissing was
really funny. | hear ooh and then they start really laughing so
much. It's not piss, it's just water and everybody knows.

J Z: People are really over their chairs laughing.

AC: [Its really funny. But in this country espi‘c‘i:l”}.’ in a
]'Iulelu' forum like that its 1'L'il|i_\-' :iil{“.‘h.ing. Butit's very ﬁ.mn".'.
It’s great.

JZ: I think it's hard to develop things like this in America
“-'!1{_'“ _'.'ULI pul 1“1.“1'&.:\-' -"'l. "-”T“L':}'l]['lb H.HLI \"Uu [IUH.Il g{.”(ﬂ'r' I“.}'\r\'
it will end up. All the arts in America, ]'I-LH|.'IIL put money in
umn,.hmb when rhq_\-' know for sure its E:Ulng, to be like I]w.
What happens in Holland is they believe in a certain process,
what will come out the result, that's the next thing. But the
process is the main thing. "On a good ground you can grow

things. I think that's the basic belief.

&

Audrey ( '|u".|"'l,.' tt at Chicago-baaed writer and I,r'rrj‘; WILER
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+ The Off
Silu Spcciﬂu
e JSEFLEd W
&ﬁﬁ curated 1'5_'ur Ken
= m Thompoon and
- If becawse w
omyrelfl becauoe we
wanted  Randolpl
Street Gallery te wupport
domte time-based work that couldn't
exiat within the walls of the gallery.
Although we recetved aver 25 great pro-
poals for site-specifie installationiper-
formances, we were 41114"_1..-' able to choose
four artiitd.

Tﬁrﬂ:{qlﬁwr! the maonth of June 1994
the OSS series occurred in aites all over
Chicago. Chrie Hugging led audtence
members on a private art collection bicy-
ele tour of the Gold Coaat tn ber Art in
Private Places piece. Bicyelita fol-
lowed Chriv from window to window,
pr-ﬂ(‘f:ﬂ_-l? i to aee TFarbol, y & Matirse, a
Keifer and more. Anna Brown, Mark
Bello and Lydia Charaf alw partwipal-
ed in the veries and at Annal inttiative
agreed to wrile about their experiences.

MARY ZERKEL

e

oOTH

READINGS &

(I (/-’J"f?ll*”

#+ There’s something about inviting
people inside your own home to witness
your work that changes everything
about it. Makes it more urgent, but at
the same time, more like play-acting. Its
ihg: l..lll.il'l’:-ﬂ.tl,: insl:.“:l.liun cxpcrium‘c. It
works for me, as [ am able to utilize old
but still available housewile-y feelings
learned from mom. Everything has to
look nice — not like it usually looks —
when company’s coming. Making the
]14.1:151: into a magazi.m: COMmes quire matu=
rally. Role-playing a character in my
own home is the most unnatural thing 1
can think of.

The first time 1 performed tooth read-
lngs was at RSG Ilnr 1.hL' !’.'ml’ﬂ" {‘!:rf.'l].r Iﬂ_":t
summer. Too much sitting in the dentist
chair I guess. With the aid of a La-Z-
Boy, | examined the insides, and some-
times the outsides, of a client’s mouth,
and gave them a reading on their life,
"5";.”_\; followed |‘r_3.' a discussion and
some suggestions. Elements of a borde-
lo and a medical office combine to
h:igl‘\:vn the :lnxiel}' level for this inn-
mate proceedure. Working with people
one-on-one is challenging and way dil-
ferent from theatrical-style performanee.
Once the audience dissolves into one
individual at a time, the power shifts toa
more balaneed location, between the two
of you, As the artist, you have mare
responsibility and less control. Anything
can I‘:appcn. Which makes it ptr'l.ucl. tor
a siw-spuciﬁc work

In both halves of the project, 1 was
hoping to contact a different audience
than usual. That was the main draw in
going out on the strect to olfer Free
Advice. Chances would be slim that any-

one from the performance art communi-
tv would wander 11_','. We would be in the
1_1.-rrilu-:‘_v of those who couldn't care less.

I {}F’E]ll}' ﬂI'I!'nlt t}!ﬂ! we _‘i.liﬁiﬂ' :I'l'l_\ i‘lf:{
Fr(-lm ']'!{: women \\'hﬁ} C.!‘l} I: ]Il NL’\.&‘ Yul'}{
We (Kiki Bussell, Doreen Stelton, and I)
heard what they were doing and wanted
to try it here in Chicago. We chose our
sites at whim, with the attitude that il
anyone objected, we would simply move
on. Of course, we never drew that much
attention. QOur favorite site turned out to
be amongst the Botero 5;‘I.1|.]‘:I:\l|'-.‘:i along
Michigan Avenue. The walkway creat-
ed was a pnpulur ]mlh for those Illuk'illg
their way to the World Cup games, as
“rl‘_‘ll s tiﬂ\vn‘n“‘n “'an:ers :-:l!(i.ns ad
E:lfﬂ.] l{. 'ﬂ. Ennl‘l. P!a(.—{' o méet a \\_i'd.ﬁ.' \'ul‘i.-
ety of people. And conluse them.

It was nothing like T thought it would
be. Ran.'|_g.' did we attract more that one
I_“_'r"sui'l at a tlllrl.(' ,'\.T 1h1" same limL', we
were rarely idle. Even going back and
forth to the sites, we would become
vng.‘-gcd in conversations with strangers
at the Jewel. "You mean like advice on
how to get your life together? 1 sure
could use some of that.” Some of the
conversations were :iuup and sincere,
about the troubles of the world and the
individual ps_w'Hg‘ One child asked how
to recapture a lightening bug which had
escaped from its jar inside the house.
Other passers-by just wanted to joke:
"Free advice? You can't get anything for
lree anymore.”

One of the interesting things that hap-
pi:m:tl with the tooth r'L'.'uiiilg:, is that
nobody came. That is to say, | had
dppuil:q ments thraug"lnu[ the t!.'i.\.‘, I-u_"pl
ql]ltc huﬁ.i-', I'I.:l[l s0omaoe E:l":d[ i]’l'[L"rﬂ.L"[iUJ\ﬁ.
But these were with friends who knew
What l Was f]nlng, or w]'lf] h:i.]"lpl'.ntd o
stop by. [ did one reading for the com-
panion of the photographer RSG sent by
to (IO{"I.]]TIL'DI th‘ [|.E|"!,' ..I.I'Ill one |.l.‘Jl' on HS(-\-'
staff member. What I mean is that
nobody came from the “general public.”
Nobm{‘y came on their own. | [Tl'igilhlu_\'
wanted to send out invitations to specilic
PQ’OPI? I thﬂlighl \V‘Tlll‘i }:H.' in[l.'l‘r:."-[l:d ill
an appointment, but the gallery suggest-
ed that 1t would be more effective if I was
rcading strangers, and I agreed. The
prnla]:rrn was that the strangers didn’t
have time to stop by. Considering how
many people want to participate in the
readings when they happen in an acces-
sible location, | can only surmise that my
home was too inaccessible. Maybe if 1
lived in Wicker Park...

#+ The idea lor my site specilic piece
Beneath the Bread had many origins, but
the pivotal event for me was a trip to K
Mart last Ocrober. It was two weeks
before Halloween and the place was
brimming with trick-or-treat parapher-
nalia. Aside from the soap, shampoo,
and scotch tape 1 had gone to purchase,
I found myself leaving with two molded
plastic skull trick-or-treai
buckets. B

Completely unsolicited, T H

aguarium. Se, in addition 1o any pub-
licity Randolph Street Gallery provides,
another audience i1s automatically there
Not just any “automatic audience,” but
peaple from Indiana to Italy, from the
south side of Chicago to South America.
I like to think that someone returned
home from their day at the Shedd on
June 18th, 1994, and when asked how
the aguarium

EMNMEATH was; rr::ipumi—

the cashier picked up both
of the buckets and said in
heavily accented English,
“This is you,” while nodding towards
the skull bucket in her right hand, "and
this is me,” she said nodding towards
the identical bucket in her left hand.

“Right,” 1 said. T knew exactly what
she was talking about. "Because under
our skin we are all the same.”

"Ribrh.i." she went on, “no black, no
white. No beautiful, no ugly. No rich,
no [mnr...l!l‘:.anl{ _".'(HI.."

The choice of my site, the Shedd
Aquarium, was for a number
of reasons: 1. It is a non-

|'1_-||__[u|:tl|.':t puh]ir space
where the public roams
I'n--.-|lv and feeds the
abundance of birds —
the same thing that 1, in
effect, |1rnpu:i|::l to do;

2. On a sunny
June day out-
side the
S"!E'EI'A, PI"T-
ple are
enjoying
the view

of the
lake or
waiting
in line
{ (5] g;—-t
in and
see

'.l!l.'

E BREAD ed somewhait
VI A 4 like this:
(L8 LPELELY “Forget  the

aguarium.
Outside there was this kook covered in
all kinds ol bread and the idea was that
we were supposed to help by tossing
some extra bread they had to lure the
birds in and pick him clean. Well the
birds seemed scared and then all of a
sudden this Hg guy in a bird costume
shows up with a cooler full of meat and
cheese, spreads out a blanket and starts
malﬁing sandwiches cut of this bread
suit that like some sort ol crazy
Communion all the people around
hunsri]\v ate. Then this skeleton
suit emerged Itrom
under the bread and

THE
Your HEART

+ The scheme was to grow
stuff in my garden —
enough to feed a hand-
ful of people, then
hold them captivat-
ed long enough
to make them
believe that it
was my birthday
and green is heal-
ing

I called this event
The Grarden & Your
Flzart, based on some
erazy-ass dream [ had
the 3rd day of my first big
fast. [t Featured purtrid plants, 3
water-logged rabbits and a chopped-off
pig’s foot. | decided it was time to get to
work. That was 2 1/2 years ago and
alfter a scason wasted in an industrial
wasteland | was ready to be back home
on Julian Street growing lots of basil
and tending to my disintegration and
GARDEMN 1S

sSevVere |y I'.\ ro-
ken heart.

walked around hand-

THE BREAD IS BONE.
Apparently this was this
artist’s way of sh:}i\'ing that
beneath all of our exteriors
we are all reduced 1o the
same thing.”
The above assessment
may be wishiful :hinl-:ing,
but as a matter of fact, a
friend ol mine just in
town trom Colorade —
.'l.rld 'il'l.'ii-'lnlll\’ rli.l.[ ({4]
work proofreading this
as | pnlmr{ it out —
says "You did that
. bread suit thing!?!
g e I heard about it at
a wedding | went
\ to in Hawan from
sSome woman “'h(]
it turns out works at
the Shedd Aquarium. She
said that ‘the guy had an amaz-
inE, iltl}lrultlplu .].Ll[l.i.l:ncl:.
Everyone opted to watch the
spectacle instead of coming into
the aquarium."™

So June

F Ko
ing out these rubber I Tt 28th actually
bread-shaped  key was my 30th
chains that said BENEATH  birthday — though in the end some

folks still thoughe T was making it all up.
It rained a couple sheets right when the
first couple arrived but not enough to
postponie us. At dusk 1 put on my
orange evening gown and lit a few can-
dles. 1'd finished making my first very
own flick (a home movie plotting the
garden’s growth, etc. I left out the
part about the cut-ofl rat heads). It was
more about the movement outside from
the inside, winter to ﬁp:'ins, [triu;llr: to
public.

So at dusk I did a drum jam in the
basment while attendees were munch-
ing pesto and stufted grape leaves in the
garden.

Then as the hireflies were doing their
[hing, | came out all surreal and s]n-mo,
the wind pulling at me, playing the
kalimba; then the film rolled on cheese-
cloth 1'd r'is‘[__'_'::d up on a clothesline, then
I sang a song about mulberries, catalpa
trees and other seasonal things, then I lit
giant orange candles and talked about
the plot. my crazy-ass dream, and the
vibration of the color green.

E'-.vt'r}ron{r left kinda 5|n“"m %

]



+ annie sprinkle invited us to her past
parn madernist one-person show last sat-
urday. i saw it years ago when she did
it at a n.y.c. strip theatre...and i wrote a
review of it which was published in art
pagers. in the review, 1 pretended i was
just someone who had come to the show
(in reality we were staying at her place,
watched her rehearse the last ritual, and
michael paintt:tl her \.'ibra't(}r). i could
not do that now because she has put me
into. the show for my “famous
tongue”...and listed me in the program
credits as one of her performance teach-
ers...which is very Hattering because
she is the best performance artist i have
seen and her show is the best i have
been to. isaid this in the old review. but
the ritual that is this show has become
much deeper, much more human. annie
very quickly shattered the limitations of
a stage show, very quickly created an
intimate CGMmuniT_v from all the punpil:
in the space. it is the community that
ruu]].ly duc:i the rilua], usins .nnnil.:'s |illr:

as the pathway. the rimal never

stops, not even during the

“intermission” (annie stays

on stage for people to

have their picture

taken with her bare

breasts on their

heads...at $10 a

pop). the show's last

section, a very magi-

cally powerful ritual,

did not end, annie did

not leave the stage,

until way after the last

andience member had left (i,

as a performer, watched each

person somehow decide it was time to
go).

annie’s messages are clear in the
show...sex and the body are
good...people do not have to be vie-
tims...and the more happiness and plea-

e
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dAIRe ,_fp;'r}b{“/c

sure you have, the more happiness and
pleasure you are creating
in/for the world.
unfortunately, the
new age goddess
haunts the show
just below the
surface, pro-
ducing a sub
!a}'l.‘l‘ or a hid-
den message
of separation
and isolation
which really
runs in conflict
with both
annie's basic
nature and the
community that her
show calls Fforth. the
new age goddess is basical-
ly a corruption of the original god-
dess which is the yin principle which 1s
within all of us no matter what our gen-
der. the original ritual journey or task
was to reunite the yin and yang princi-
ptcs into the nrigina! creative lite ﬂ;\rl:c.
and to apply, along this major journey,
the vin principle for the tribal welfare.

one of the powerful characteristics of

the original goddess has always been an
unlimited inclusiveness. this is also true
of annie personally, and it radiates from
her show. but both the original goddess
and annie are being misused, distorted,
by the forces of exclusion as an excuse
and a justification of elitism, separatism,
discrimination, fear, and isolation. these

forces of exclusion are the main cause of

today’s world conflict.

one of the problems is "goddess” is
being personalized, then given a gender.
it is common today to hear women say-
ing “iI'm afthe goddess.” it has the pro-
tection of being politically correct. but
if we change the words to " 1 am a/the

male god,” or "i'm a/the white god,” or
“i'm an/the american god,” the
fascistic dangers of this
](ind UF lﬂgi: I‘:l:l'!nml.‘
more abvious.
MOoreover, the
new age god-
dess has more
to do with
rnull‘ll.'l‘ mﬂ.]—“_.c'
than the orig-
inal goddess.
it isolates
women once
again  high
upon the
pedestal.
Annic s slm‘_}'
is one of self-discov-
ry...both her personal
sell and our collective self.
her method is to isolate and define
aspects of herself, give each a name and
a pi.rsurlalll}u and then live cach to the
hilt. so far. she has discovered ellen,
annie, and anya. in the past, annie has
attracted the confusion. recently she
has started describing anya as a sacred
prostitute. although this term is also
misleading...created by one culture.. it
is not gender-driven...after all, annie
introduced me to the audience as a
sncrcrj pl‘l‘.‘lsli.iutl,:_ Wl'hill is r‘::a]ly mecant
by the term is a cultural role of a magi-
cal channel between this and other real-
ities by means of, among other tech-
niques, expanded sex.
annie is only in the middle of her
story. before it is all over, 1 think she
wﬂl discu\'cr many maore n.sp(‘_':‘_'[s within

herself...and will then combine all of

the aspects together. i'm looking for-
ward to that climax!

FRANK MoOORE

+ Alter the show, we sat in Cafe
Istanbul on 17th and Valencia, rlrinh;ing
Turkish cotfee. Kelly and Mike, my two
F:nbr]i_tl'l friends, were livid. We had
gone to a benefit at the New
Performance G:l”i:r}r for the sa“cry's
mural project. They were expecting to
see some ol San Franciscos most chal-
lenging performance work.

“It was like attending a therapy group
that you don't belong to,” 1 said.

“Everyone leaves smiling and feeling
good about life - what's wrong with
that? There was a lot of love in that
room,” I said. I want my money back,”
said Mike. “A bunch of tossers!” said
Kelly.

I have learned not to have any expec-
tations when I go to performances. 11l
allow anything to wander in off the
street and have its say. In the name of
‘performance art” (an avant-garde,
European tradition that arguably never
translated successfully to America) I've
seen bald queens masturbating on baby
dolls, bald crones pra_ying for rain,
naked women ironing their underwear,
naked men brandishing dildoes, scream-
ing WOITIE N lhﬂ:“'ing food on the ﬂu(::’.
screaming men driving chain saws —
not to u‘u:nliun lh:.: l)urr.al.g{: uf Llri.:m:lful
performances [ had to sit through as a
student at the School of the Art
Institute of Chicago.

Fellow classmate David Sedaris used to
joke that it would be easy to end just
about any performance class at SAIC,
“Just pull the plug on the projector.”

Despite the reputation “performance
art” has of being amateur posturing, ['ve
always found something worthwhile in
its extremes and possibilities. Through
experimentation we come to understand
the possibility of a new language, we
come to consider our dilemmas — to
think on the ﬁlr.'ili:g'u:s of chansu — A0
rediscover our senses.

The New Performance Gallery bene-
fit was a haphazard mumble. Kelly and
Mike Felt :xpimtc:i because lhey palrl
ten bucks to see “"amateurish, improvi-
sational work.”

To an uutsiclcr. lh:_' new-age sentimen-
tality and smug back-patting by emcee
Jon Weaver that punctuated an evening
of unfinished performances was pretty
hard to stomach. He acted like he was
hosting the Academy Awards. The per-
forming club and their friends seemed
hopelessly inebriated by it all
Annoyed, Kelly and Mike tried to get
up and leave a couple of times but | was
on the aisle and I blocked their way:
"Bloody wankers!” said Kelly. "A
bunch of tossers!” said Mike.

It is true that texts were often unmem-
orized and read straight off the page.
The space was rarely utilized to its full
potential. The work was very personal,
almost painfully personal, but the
warmth and honesty of the performers
was very effective. Okay, so it wasn't
the Cirque du Solei, so it wasn't a Tori

Amos concert, still there were a
few moments worth

te . bering.

My ftriend P. Michael BRI j}cr;ngﬂ -k
used o say you could v \qu‘ |'C: = lﬂ- dn:m
always tell who the aﬂ\a e

,m“u . e an -.:nd-.:nl‘mg
performance  art E “Eﬁ-“r" straight-for
students were at R i

SAIC. "Il they're
carrying shop-
ping bags and
looking  down
when they walk,

ward approach
to his song "It
Takes Time.”
He has

boundless

; : energy. engag-
_:.nu can bet [hmrp fﬂ“ B‘ﬁ ~ 'ihg ggm'] |ﬂ|:,|(3,
n Jaremba's £© e® i :
class,” he'd sa S vV S Aot
: L L4 Gk tocused and open

as a performer. There are no psychic
walls with Beckman, or with Rene
Charlip's amusing storybook memory of
childhood. His piece could have come
right out of a John Bradshaw “Inner
Child" werkshop. Charlip is a gilted
storyteller; his text is direct and witty. A
sweet, older man resembling a cross
between Leo Buscaglia and The Frugal
Gourmet, he speaks to the child in all of
us.

Monologist Meaghan Gannet ram-
bled on about her life and times in
Oalkland. Her piur_'.u was way Loo |uns
yet clever, and her vital stage presence
salvaged her unrehearsed babble.

S.h.M._ i 1"[!'('['_'-“'!‘11'[11“ l.'ﬂlll:f,'[i\'('.

piloted by Stanya Khan's icy
Frances Farmer-like L'IEEML‘L‘,
possesses potent texts and a
minimalist approach.
Falling off to sleep that
night, I couldn’t stop
thinking about Anah-K
(the ﬁ—gir]. in S.A.M)

Barefoot and sitting on a
box, she was wearing a
tired aqua-colored, bad
prum-:l.nc dress, like |nalyt)|:
she swilled down half the
punch bowl ditching her date.
Maybe she found herself sitting in the
corner like in a Janis lan song wonder-
ing out loud what the hell she is doing
there in the first place. She is a woman
with possibilities and she's played them
all.

Maybe she'’s the girl in speech elass
whao no one ever paid much attention to
and on the day she gives her speech, she
linds the whole room venerating her
with a stunned silence when she says:
"HIV Positive: one side of a switch
blade of light causing a stigmata of the
sun. Positive develops the negative of
one’s life in a dark room. Visually: 2
lines before crossed or spread hold the
oracle of combined variations. () (-)2
lines once resting on their sides as
aulonomous negative or minus signs,
when stacked l:)guthut‘ with a space
between them become an equal sign (=),
When they share a center they become
a cross or plus (+) indicating directions
or increased when tilted like the head of
an ax that become an X like X marks the
spot where something is.”

J:]J:- Bussa

oy



#+ An older artist once told me that
hl:‘lqi I‘.i.'ui nni_'.- 2 or 3 I-l'.l.lll_‘."l__:lrll-ll l:l-s'.h N
his life. While this sounded very modest
|'H[1'Ii|‘|{_' lrom someone “'|'1c- h.l.\ pro
|‘|12|'L'|| Fi |i|T5L' 1||1||_\' ol work in his bime,
it makes watching Kiken Chin's Befuren
all the more intriguing. For the past 12
years Chin has been choreographing
;ngll '|1u‘.'|ur||ur1:_’ H.’.".',-'c'rr |L’ ih ! -.'1|I'|.;'L‘!'\-
tually continuous dance performance.

To remain focused on one idea is quite a
feat in a culture that i1s notorious for
short attention spans

Chin was born in Japan where he
Ih,"E\,l‘l ._l.:l,ul.rin&- ballet when he was
young. Later he emigrated to the States
and studied at the schools of Martha
Graham, Merce L‘l]nnmgh.un and Erick
Hawkins in New York City.: He now
makes his home in Portland, Oregon.
His l\'iﬂ'l( has a h1fl|?]'|..l.‘~'=:|l'.'ll.|ll:'| 1'1'[]L'('l‘l[1&’
his background that seems to mix into
the rather insular Northwest art scene
-1 15 not of

like oil meeting vinegar. Bet
this place, but Chin has found a niche
and continues to adapt and educate with
each performance

I 1;.1|.1‘|5|1t the 3“-;\1urd.‘|._\' evening pertor-
mance of Sefween at John's Nameless
Sl’.ELL'. L‘!li". !]I.'I.l‘”f.]nuli IL\':l.]l. L'?-l.JL'llt'
|r|l'nl.:!l ]T!ll_\:.l"i.'lrl Ejﬂ]l‘[i‘l .\1l'ﬂl'l-|l'. "llhl'.'

Pwio I"I\'l‘.'L' C I,I”.llrl_li'ﬂ'lc,‘ll on Jll‘|'|'>l'¢'r'.'r ore
.'ll'l.{] t]'l.l.'.lr \\'lll'l'{.\ f'l'\l'llr!lilll'.'ll'l” {':li'h i"||‘1t'|".

Menche's detached and industrial Soni

Action provided an aural set tor Chin's

‘i-lnl L I]lH MUSE, I up» ol '\.lllll’;l_':"\-
of ambient and commercial sounds
interspersed with his own creations
(grating ceramic pots on a turntable),
moved in suspenseful progressions.
John's Nameless Space is a pristine
lott with two banks of windows and
hig|'x|_1.' pniishvd wood Hoors. The audi
ence of about 40 was provided with an

assortment ol pi“[}\\'h ill'l.il \'l‘.-' g1 I.l('ll'

p‘t'{ltll:g Hnl'nr sat, some lnlll‘u‘_’l % 1|

f.?lh!.'r."" ﬁ-lL“CJ':] \I_l‘:il.il'l.""t I:h'.' F".‘."i"i.
-]‘.l'lrfl‘llghﬁ'll[ 1[1&' I.'\'I."li‘.l'lg I\L‘I\I'l;l_' Iﬂi'l\.'l.'ll
around, changing perspective and posi-
1i(§ﬂ. _"‘1L'Tl{'hf_: 51 'llF\ :;r'l a corner \\'ill-l
1[I|'|1i{gl_1]u t.\||_‘sr e]vl'l{:\', .'i:1t] .\'_'-,'['lll"u"ii?ﬁl',
;ll] IJL{]JT’l'L‘(I’ IJ['L'(:;‘ll .l‘:IL'l?iI_\' an a I:l'"'lll__:, :.'UI(I'
ing table. He began his sonic works as
“'h'i:l' n(iiﬁ.l“ EF\UIi('{' r'.!:li‘i ]L\"U['iiirl!{_\'-
ack) while the

|t|IL':'>‘=|.::r|";1-1| with feed
audience settled in.  Meanwhile, Chin
mingled with the erowd clandestinely
gravitating to the place where he would
begin the dance. After about 20 min-
utes the audience grew still. Kiken had
chosen a quiet corner of the room and
began to move, slinking among the

6@

'_'['U\\.'!I. .Flliflli.'.l' up Loy I|1|_'1r|

like a cat showing owner
\hlil .:I|1| allection

Kiken wove r."nr-mé_rh-
put the audience wear-
II;E a ]I.III}.-_' -.lprl :.'Ir-.w '.'u'd
|'-tul_\. suit His dance
was almost L':|li|L'l_\'
|su-r|t:r|m-rl n

i |G!l_"l_' Proximi-

."‘.J.l:'i| 29.30, 1994

[ r\'.:l]'lﬂ I.'\' Nill'.]L"i.l:Z"\.\' .HI'[‘.L'L\-'L'

BETWEEN

come back. Some moved
closer, others moved out just
wanting to watch
.l.hl'l\'l_.':’hf*'.ll ||'I'.' I.'l'l'!'li!'L‘.'__I
Menche's sound wu;:plurrs,

I'I"_t'l'.lll.'l'.|||,.| in '|.l|-' Space

Ptil'lim:hi. OR There were moments ol

beautiful \-.\,'l'l;']'lunmi-:'i-
:L'-I'l.lt'llllln'.' IrL'I'.'. een

_"-".l'm 'm- .ll'll.ll E.‘I‘lll':

tyv to the

-'|Uli-IL'IlL{'

3 0 m e
danced with
him, others
sat  tensely

feckeent

SoNIic ACTION

'\k'l'l-.- |rn'.|'| seem o

. WOk on the
; ‘jfff CRans ]"i]'i.nl.'irlll."

.I.||I_|'-\\'II‘IJ__' their
work to come
toget her as the

\\'h iIL' i'l.l" |:|'H]'i'\'l| .:'
into their “space.”

] E!'«- d'I.'I.HI";" Was \]0\\-
.!llli SCNsSUOUs. [l |'L'L]'.|i|"."\.J

ll'lu.' 1'l'll'r!__:'\,' ol 1|ﬂL‘ .'ll](!.l('nl‘t' to :ig‘ll'!'Tl'l:Il'lt‘

its low. Chin’s movements were both
£:r;1"l'il]| :iTH‘{ .'il."“'l‘lill.'l!;n__';. _"\.l'li1'['|.'l|-li:|'.r
one moment, |I||||1'|i]ll' l!ll.' next

One of the most intense parts of the
dance involved a woman and child who
I presume he knew personally. As he
approached the two, the child giggled at
the monkey movements he made (his
ASSsS T"‘i.'-']ﬁll”l'?' ‘”r-‘\ii;||1 ol as I'll.'
crouched forward)., He [:],L}'u|| for
a moment to the child, who was
U!'ll]('l'lli]lt'll]_‘,' the most open and
|'!"].'I.Klf,'(i i | ||I'l|§"|'|l"l"' m L'[1\]'Ifr rl-h'l:
t'\'L'lliHl:: E‘L'i.’lu.'lij.\ .‘"h(' was  Loo
'I.'l'\lJlﬁ!.rl Lo U:ﬁllf'r:‘il"lnl’] 'il_":\:'l].ll ten-
stom. Then 1 a rush he and the
Woman were 1¢3H1‘[ilt'r'. |r'|l{1'—'||l!.; ]ili.L'
a giant bird across the room. His
|I.'!:‘ curled .Lrunrnl I:IL".' l||.1L‘k -11'|||
they went down to the floor in
a (coital/passionate) dance
Slowly he broke away leaving
the room breathless

.[.]11'L—l' were a n'ILr'I'It:-I.'I' I.JJ..‘H.'X'
nally charged encounters with
.'I'l.tIl.[L'l".l.'I.' 1I'||.':11I|ll.‘l'.‘i. I]L'

.spurru'uf on some of this con-

tact, I't'\.'l.'iim:' in the smell,
the touch, the exchange.
By the end of the evening
he had worked his way
around the room about 4
times. The audience
shifted and changed
positions during the
hour-plus pertor-
mance In his
program notes,
he tells people
to feel free to

move .li)l'\l”.

f'}f:’m’{’f nmenche

moment I'Ii.i‘[:|1l"\'..
They share an under-

‘-|~1I!||I'II.\' ol interactive art

forms that is often |:1i:=:~'inj_.[ in col-
laborative ventures,

I came away lrom the evening with a

sense that Kiken Chin's Betieen 15 an

dll[1-.l!ii'|i|l|'.lll| 1I‘L'I'|.Hi mance is I=:Il.‘.|’ll|_'l'
lies in its ability to break down barriers.
While it 1s slow and sensuous, it i1s also
forceful. Chin strips away the everyday

armor we carry. Detween leaves
one vulnerable to experi-

ence .I['I-.i I.'.\I'III.\'L]rl'

MICHELLE
MANES

photograph by Luke Strahota

l“l""’ii‘ll !.lltﬁnl
the beging
l’ll F-"I-'l'-ff

I’HI&H"-', s I

stare Car 2 |!'|:L_'
L'll\'{'l'l"] Woaman in. b l'll;l‘l r
who wax tied to his back.
"\ \'i!i”:-'ll!“\' hll_llh;l illl‘l'll]ll'-

eV Iii\

the 1994
catre I:l."‘lll'\ ill
Taller del Sotano. which
Iﬂll‘.‘- L= micent \'i'ﬁ'l'l\'.."-l“li
founded in 1990 in the basem
il I'“.}u."i(' iﬂ -‘1'.'\4". » Ll-ll_\.
was written, directed,
'I.-I.II‘. |1l.'l'|‘l:l‘nll"(£ l||'| ]‘.—
EB'." ;l."d I'l;."-
L It was
re-created with Taller del
Sotano drawing on the
ormers’
stions ol
identi
Jardin de Pulpos’ narrative
centered arcund Jose, a
__‘,'(':".l ||E (i i."il'll' Ve ||.’l.| man
who lost his memory
due to a myster lous
i ic event. His
[viend Antoni
told Jose that
the nnl}' wiy he
would recover
his memory
was to dream,.
The rest of the
play shilted
herw
Jose's

dreams
.'I.I'lll I\i'\ cnooun-
ters  with  Antonia,
W I1ll EH'I.‘I.'CE I'I;I'” | Ili"'
i|ll-\ LT
lll'l Ams were
.'II!‘I ) 'I.'Il!\lll [ |
Il'l Ili‘l (I cams \l(F\-L
A\ ol ‘\[Ilii-'ll I
who seduced and then rejected h
Jose's |'t:un|u|‘\';|r|l aunt was per-
|.l’l'll'li'{l ill l]l': B Il_\ an actor II
dress and pearls who es

Ili\ SUnse 1II. ll.'l.l.'l]ll'i' s ]

on his tiptoes in his imagi
|‘ll,‘\-|'\. |'hq_- \.c_ldl i
I’{‘|'ﬂ-".‘ n 1'{"'.‘-1.‘ i I'Il.l HETHa] Wils

embodied through Ve Acro-

LION sCene

batic mos wnis. In one ol the most

e C %, Joxe dreamed ol

cussed her dead
pa \l;.lain--}‘\
across th stag
eet were two long
line ol she
them. This suri

SLrips w

\‘!Ll_“l gue
tives cach p
Jose's dreams juxtapos
and pleasures ol his lile.
ing-ol- Jose's adolescent
I'riends, whao wWere
exploring their sexual-
p."n'tnu]-: ol a
wtick, liberation
IH.'I] ] !{:n;_;
table with an adoles-
cent g;l']. two

g) d Pinoc
who wore a condom on his nose.
The audience could only see arms,
legs and bodies [lying, popping up
Irom behind a long table. While his

-
[riends were thrashing about, Jose

:I_'I l:lll.\'.'i'\'l.'(l EII'UHII lhl.' -\E([t‘lillr.\-,
ghout the play, the pvr.unn.'tl
and the political intersecte As
-I[l"'l"l'\' lll' ms unr h.'ll. (il VWINE
on Mexican mythology, ¢ tales,
nes I.Jil
u|:-l'ron, exple
and poverty were integ
into tl'llL SUTNCS. “Ir}ll'll hl'l-'
dreams with Anronia, talked
-'lII“lIJ ]ll"\\' ; 1] !lﬁ'l}l ||Fi.'.\ ik |lI
countries there are those who are
corrupl | those who :
with ity 1z
prostitute.
'.-flw-'.r,. the
reminded ol the poor

compared a count

d lees, L i
Throughout Jardin de
viewer v
who don't have the ]u\;ur‘\' to con-
template the meaning of lile “who
l.}lll_\' think about what ll'w_\' can lind
Lo Jose ulli:ll.‘tu'|‘\ learned that
he lost |

MRS i IMassac e

memory as a result of wit-

.\.\ A mon- I ar ‘\I'l !\!]{‘-'il'lil'll__!_ \'ii“l'l'l'T.
the most [rustrating part ol the pe
I‘Il'['ll-'l. L g L3 was Ii.“it‘l (4] ‘Ill'
monotone translation. which was in
sharp contrast to the Spanish spo-
ken text. The Taller del Sotan

built

and inspired by

Aristides V;

ly stur « and
phy sically
vibrant pe lar-

that suc-
cesslully  and

subtly linked




4+ Two recent boundary-
leaping events in San Francisco
explored the richness of pecfor-
mance and all it can be at this
moment in tfime. The hrst was
the prumitrc of Joe Goode’s
Take/Place, a new work whose

May 12-29, 1994
Theater Artaud

San FFHHCESCO

TAKeE/PLACE

June 2-4, 1994
Theater Artaud
San Francisco

AnAu&EvHRonenﬂuuzT

—

April 2, 1994
Elm Street Theatre, Dallas

ABELECaAaInN: A
BiBLicaL DEBACLE

theme concerned
physical/geographical  place
;lnl;] iLs rclaiiun:;]\ip to our own
identity. Its ostensible subject
was urbanization [}il[ttl ngu]n_-al

],)rimar_\-'

prt:sen.raliﬂn of rural environ-
ments; but the implied story
went far E)c}rund that. The
.I.SHLIL"S f;.l]‘sl.".!—{_:[lll(l‘_‘ 5;1:_,'5 |I'|L‘_'\J' were
about the search for home —were both
Cul'n[:lll:x lll'lil l:ulnpl:"‘lng_

Trees were conspicuous throughout
the piece, both tiny ones in great quan-
tities among which the dancers per-
E'ul‘ml:il HI![{ ]H.TEET Ill—.'.ln"]'lf."ﬁ |hat were
sometimes parts of the performers’
costumes. Standing for things like
home, truth, and reality, they (and
lots af recorded bird calls) related
to the geographic aspect of the
picce, providing a clear connec-
tion with the land. But in this
sylvan setting there was an alter-
nate vision |'|.;|ving to do with a
urban ambition.
Pinocchio noses on the principle

sense ol

characters grew Jnngt:r with each
further step into that alternative
life and the realization that it was a
kiml ol |ir.. Il'l:u I]‘l(‘n: Was, in I-.](:l,
no place to go, no "home.”

The company’s work is based clear-
]'\-' I:TI tlan[:r_‘, 1]L11 ill] tJ'lI." pi'rf‘nrn“’rs E}ring
strong, disciplined theater backgrounds
to the endeavor. Tl:xls, both :-:pulct:n .'iru']
SHTIg - 'I'l'll”ili}' Hllil':!"ll‘]!‘lng In thﬂ i-()rm
of monologues — were imaginatively
Cl:l'll!}it‘l'.i \F—'I[h hlr.l!sj‘)l-nul ﬂl:']ll'tg Jnd
movement only tenuously connected to
traditional dance. The story line —
sometimes funny but always with an
underlying sense of sadness, perhaps
even of logs — seemed clear enough, but
Goode left plenty of room for the mind
to search lor and invent meaning.

Goode used the huge Theater Artaud
space in virtuosic [ashion. Dancers per-
formed not only in the stage area but
also on p]utihrms scattered thrnughoui
the audience space. 1 was reminded of
Erwin Piscator’s idea of the multiple
stage, of using the whaole space in such a
way that viewers become engaged
'[I'krnugl'l ]'l:lving to fh(}()_\{' Wher!_" { (]
focus their attention. There was often

e

Joe goode
performance
group

no
way of
seeing
everything all the
time

The second event was presented by
the Dziga Vertov Performance Group,
which derives its name from the Soviet
experimental filmmaker whose multi-
layered works pioneered montage in
film. Like Joe Goode, DVPG co-cre-
ators Douglas Rosenberg and Li Chiao-
Ping took commanding advantage of
the immense Theater Artaud space for
the premiere of their HRomeo and
JulietiAdam and Eve. Their grand sense of
scale characterized the entire show.

The hall was already charged with
visual energy when the audience began

filing in. On the upstage wall were

group

Jz{:;d vertor
performance

photagraph by Nina Glaser

two projected,

very large and

close up

images of a

hand holding

a ripe, red

apple. Scat-
tered all over
the floor of the
otherwise bare
performance
space were a couple
thousand red app|cs
(ten cases, in all). Five
pairs of identical red.
high-heeled shoes (apple
metaphors?) were lined up on
the front edge of the performance
area.

The piece consisted of a large number
and varety of striking tableaux/maon-
tages dealing, to striking effeer, with the
two tales of the work's title. Tt was
packed with references, hoth visual and
sonic, to these familiar stories. There
was, for example, the snake (rubber, in
this in.\:tanr:l::i aruunrl the neck of [hr:.
Eve character. There was recitation
from the Book of Genesis while six per-
formers dunked for apples in a trough
on the stage’s leading edge. There was
gospel-like singing of Shakespeare's
"Romeo, Romeo” snli]uquly while men
in the red high heels did a slow "dance”

seated in lined up chairs. The slides

fred curchack

3 . ’
e daneel stein

w (continued from previous page)
q_';]a |'!g'|.'fl’.| I."'Hl'l‘l]rl.!.l.-\.l]l\' Ihl'fﬂ]i:hﬂlll l}ll"
show and showed. mostly, historical
images ol Adam and Eve.

In addition, there was a strong carni-
'-'..l.l L'|.|.'I'|'.|.‘:||||. Cllld more lil"ln ok ]'I-“]‘ r.l!
I"t‘]l.i]'li.".“'l-ll.]!' K'i.rfll:‘i. I' was'a l._lil'\'\'n,. Jl.'"'
example, who swept the stage of iis
apples near the beginning and there was
a clown episode at mid-point that antie-
|FJ.'I'.I.'L'J a !.'l.]“'.'.ljil\l'll ],.lﬁli.l['l‘l r':.'ll.']'{'l'l."l..'
near the end. Musical elements came
]'lr:i['l'l-'iril\",_ Erl]"l thl‘ |.|.|'gf.' rUITL‘T[C'iI'l‘ ‘]t
tragic-love-story works, composers
I '.L['Igi HE |..T['"| -J.‘L'hil:ij‘iﬂi W |;"|'r ;‘]I[]
Prokobiev [_1|n|-ir Romeo and Juliels) to
EA."’n[:.'I\';l]l.l] -'!l'“{ I.('{'lll:ll'(I E?I‘L']'l-l.‘\'h.';n {]'II."
Wit Sice .‘;{.-r'_u, of course).

Though Adam and Eve/Romeo and Suliet
was l'[lni'L‘i\'L'[I \r\"” h Il..!nl.'&' as ||"- I]r‘l“l;l-
ry, seminal element. the piece sticks in
[n_\' n'li.n[i more as a nl]n-(Eﬂ.nL'l‘., .ll'llL'llci.l.‘--
ciplinary  theater
momenls \"r':\l.'l'l II';I.:I.II.HJ[IJE CEJI'L'L' mc

work. In those

&
ment became the central focus, energy
and interest ”:lgg:'cl. The work mighl
have benefited by being pushed com-
i.'\I]l_'iul_\' |:|r_\_r'{1nd the boundaries of its
dance roots, even further into the areas
f'l: '.I'!l'.\n iltﬂl SP.H:QP I_'IU re movemaent, iLn[I
spectacle in which it proved suecesshul
and unique. In spite of this, DVPG set
its sights high and, for the most part,
was right on target.

CHARLES BOOMNE

+ While driving to the
Elm Street Theatre to see
a preview ol Abel and Cawmn:
A Biblical  Debacle i]l\'
Dallas based performance
artist Fred Curchack, it
seemed quite fitting that a
monstrous thunderstorm
of epic proportions broke
out and spewed rain relent-
) h Ig Il\\'il;}".
Curchack 15 well known as a
master of props and is prolific in
\'H.Jll.'l'" ||'||L|.51.'."\. S0 \\'hij\' i: \\"Jl.llll not
be aff the mark to suggest that he
planned this performance around these
outbursts of Mother Nature, 1t would

lessly on the

E’I-U‘hnll"l_‘-' I:H.' more accuraie o assume
:J'II.' |1||1L‘r \":l}l :II‘:!III](J.

Curchack has the distinction of seem-
LT!EIL'.' l‘l‘ing 1).I|.J.|.:"—. ll]nl’.‘ l][.ll}l.i[' i"l::'il]l—-
mance ariist, and his past solo ollerings
h:l.'\"L' iﬂl'lu[l{:(l i EJH[‘]“L‘I '.I.!'l'] _!.:(’l'L'
Freudian take on Sh.‘l.li\‘.‘ipt‘.‘lrl.‘lﬁ A
Midhweninieri ;’\.'-r_a;.l"a..“ Dreame called Steff Ao
Dreamy Are Hade Of. Here, he is appro-
|.lJ'I.|h‘.']_\' ]UIIIL‘[I with the more subdued

movement artist Daniel Stein in an
exploration of the birth of sibling rival-
ry in the biblical story of Cain and Abel,

As the tale goes, Adam and Eve are
|F.1['|J..‘5IHL'!.‘ !rl}"! 1|'|L' H-il'ljt'li lli L'[ll.'l'l t‘l?l'
their original sin and, following through
with God’s curse to "gt'u.ll:l_\' ||Ju.|li.])|._\'
your sorrow” (Gen. 3:16), immediately
.'\.ii”.'l. "-l ]“UL'I'U[ (?t
.\']h:g_\p," and Cain, "a tiller of the
ground.” When offering time comes,
Abel s].‘nlghh‘rs the hirstborn of his
flock. while Cain brings his vegetables
l‘l\r]'ll.“li {;lll‘l 5]111\\'.‘5 (ll:‘i-li"

bear two sons

.l“l.] Jl'll.lr:"_
proval upon Cains bloodless sacrifice,
Cain kills Abel in a Fit of jL':lJUU.‘i_'\,' and
confusion. When Cain is confronted by
God about the in:'illunl, Cain !L'Egn.\:
IL:I'U'H'.'ll'u"t', driil\' o ill,‘ g‘lll',\'t'l‘i Iﬁll.' (”urrl to
a lite of wanderlust, a fugitive with mea-
ger harvests. This basic story, as well as
«d 'L['Llltt_L 1JL'L'I'\';L'\\' f'll- 1['[‘.' Il;l'i![(lij i.'.lll.' ol
creation, is told at the beginning ol the
lli(.'{'L" l]l\.' CU[L""IJI'[{ LI.l'I(I Hll‘in l]:ii:l’E al
manic shadow play with [lashlights and
ECréens, :inl’l ;_‘i |'I,'l1_'l'|rli_":¢'-.,'\|l'|.' hll.,i‘i'li'lu:i, o

to mention just thig side of brilliant.
From there. things get a bit more

intense.  We see brothers bicker. God

con-
demn,
bload spiilcu{.
and murder committed. Curchack’s
Cain and Stein’s Able are taken [hruug]\
.l‘! I-I'I ]nl."-'l.n'll'lr!"hiﬁil].‘;: I.rl'lm

a my
farmer and sheepherder to vegetarian
:I.n[l [‘.'ll_nl!\'lﬂl_!.', | [4] HL'rUL‘.niJl.'IT:\' \'\'Til.l:l' -'I.I'I‘]
studio head, and beyond. Between the
.lll'_‘gﬁ"'i('“t SCenes [‘!. |ll'nl|'l:.'|‘."- lnﬂ-llntlul'-
stood, we are inlvrlnilh:nﬂ_\,' taken back
to the ul'lguml biblical 1{1.11:. with
Curchack and Stein in white T-shirts.
IJlit‘.' U‘.'I.'I'~|i|2-. -1“'1 I".“."t."s-

'\\.rhil!‘ [hi' :‘\]IT‘J“' E-_I.rl'ﬂ': ”'Il.lc'l-l ('f]l'll'.'ﬁi'\'\"
NCeSs 1N 1085 current i'.:lfﬂ:l. 1h(.‘3|.' wao !'H.'l"
lorimers !'I.'I\:I' ]'H.l l]]“'ll'l some .“'l'llrln.lns
images while trying to understand this
story ol first murder,

At one point, Cain and Abel prepare a
.\|wu]' stew, While Abel pnnlil]l_'u[u:-' Lo
the audienee about the various ,lil;mgh-
lering :-'l_\.'El.'.\' he can use |.i_~.' pinpmhl.il:_g
the locales with a knife on a paper
maché lamb, he continually sends Cain
l'.'ll'l( (18] |I'Il.l L:-'l.rl‘l(.‘” (£ ] ]"Iil'li .'lnfl I)n:}i:ll'[f
more vegetables. Cain goes back and
forth, exhausted, until Abel is to make
his final cut of the amimal, which takes
-.lll (I’ wo Eil_'ﬁ.'{]['l[lﬁ-.

During the course of the perfor-
mancc, Cur'l’_'l-lllﬂ.'h. l'lJ'!lI SlL'.II'l l!L'L'iL"i.IiiJ'!t'lI'
|_\' Mring rope across the I{‘TEE[I'l of a box
structure that serves as the stage, grad-
l].l”_\.' |'I'Ili[1|;l1£ a lence between the twao,
nln.'iuLtﬁl_\' 1 .~:_\-'I|le| ol their distance and
miscommunication. But at one imin!_
(]1“"'[11_{ one l?’. 1hl.' ]}I'Cilhl.‘r.‘.hl i[l(‘ﬂ!'”l.l[i{j”::
that climaxes with a heated argument,
one of the brothers gets too close to the
fence, and is electrocuted to death from
the shock.

“.']H.'Il .'J\l".‘] 15 ]l.l.t'_':ll i.”'_'ﬂ['l'l..].tl."] a5 4
= (continues on page 45)
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+ If anvone has ever ventured into the
music haven of Dallas’ Deep Ellum area
Iate at ﬂisl‘l.!. thnjr have More l]'mn iilw.iy
stumbled acrass the likes of street musi-
cian Cilantro. Somewhere in his late 30%
or early 405, Cilantro is some sight, with
his just-fell-out-of-bed looks and a guitar
strapped around his neck, ready to play
any pepular song you want for a dollar,
or an improvised tune on any subject for
five. For most, Cilantro is an annayance
in the bustling arts district of Deep
Ellum, a vagrant who remains amazingly
evasive of the sirict anti-homeless ordi-
nances passed this spring by the City
Council. To others {like me), he 15 at
least something human against the bleak
brick and steel aesthetic Dallas has 1o
offer. Sa depending on your disposition,
the leaflets Cilantro passed out in June
announcing his final pq:rfnnnancr at the
corner of Alpha Road and Dallas
P.'lrkw.'ly were seen as either an eageﬂy

anticipated event or a long overdue
relief.  Little did anyone

July 20, 1994 know he had a
Northeast corner of Alpha Road

and Dallas Parkway, Dal
UnTiTLED (Fuck TiIME)
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beat kicking in, he rose up to face the
ak_‘yr did a I_mﬂtr.}l:niml: of a Neandeﬂiml
first learning how to walk, then reached
back with the bat, and began to pulverize
the small clock chained to his foot, free-
ing himsell from enslavement. He
jumped upon the base holders of the
signs so that they sprang up and stood to
reveal two messages: FUCK TIME on
one and KILL ALL CLOCKS on the
other. He then proceeded to beat the
large faced clocks with a wildly honest
abandonment that gave this particular
onlooker a great feeling of catharsis. 1
knew what he meant.

Various ritual-like movements were
used when he next doused the corpus
tymius with kerosene and lit the clocks,
creating a lively funeral pyre that had me
expecting the fire department to be
appearing at any second. But before that
could happen, Cilantro rounded out the
piece with a finale that had him pulling
the eross, which was about a foot taller
than him, forward to the edge of the side-
walk. He then put the single-face bllice
clock up to the vortex of the cross and
crucilied the timepiece with four long

nails, to which the dlock bled pro-
fusely from the wounds
(corn  syrup and

cilantro

sneaky piece of
guerrilla performance art in
mind.

Only three of us showed up at the busy
intersection during lunch hour traffic,
right next to the Galleria Mall, one of the
more upscale establishments in the ciry.
Sure enough, at 12:15, Cilantro drove up
to the northeast corner, which backed up
to an open, elevated, undeveloped field,
and quickly took out sundry props and
gigns. Two large wooden signs were put
tace down, a gigantic wooden cross was
placed behind him, six rather large
clocks were arranged in rows, and a
baseball bat and single-face clock (like
those in schools or offices) were laid
nearby. Cilantro was curiously dressed,
w(‘:aring an MAmerican Hag shirt and
American flag jeans. Needless to say, his
audience of three was intrigued.

As “Stay Away” by Nirvana began to
blare over a PA speaker from his truck,
the piece began when Cilantro dragged a
small clock chained to his foot as if it
weighed a ton, and hunched over as if in
serious labor, all the while carrving a
baseball bat. When he reached the edge
of the sidewalk, in time with the drum

9@

tood coloring, I assumed. 1
hoped.). Our hero then loaded up some
af his supplies, leaving the main set of the
signs, funeral pyre, and Time crucified
behind, and spun off in his truck. No fire
trucks came, but his audience of three
left on fire.

This was qguite a surprise for those of
us merely expecting a wake of rugged
and distraught original tunes sung
against the consumerist urbana of
Galleria Mall traffie. While the message
is quite evident, a briel fantasy in which
the enslaving concept of Time is put to
death, I found the techniques involved to
be of an interesting nature due to their
al)ili[y ta déemand the viewer to 51|5pcnc]
certain offenses,

For instance: in a city that has had
more assault crimes per capita than any
other American city in the past few years
{beating out New York and L.A. at year
end), to violently beat and burn objects
on a street corner of an already hostile
city 1s to mvite, not to menbon incite,
paraneia into any passerby. Yet, when
the object being mutilated is a symbol for
Time itself, well, who could disagree with
wanting to beat the hell out of that? My
own mother would get that joke. Even
the mest rabid pacifist would understand

= (continues on page 45)

CAMEL
Gossi1pP

+ If the fol- i
lowing string of )

events makes no &/ ?t;}f-f‘;".?{"!{-]
sense to you, | can *
Ui‘t‘l’_‘]" ]ili]l_' _‘i(]JFJ.f_'I'_".

A huge ramp
stretched up and through
the audience.
IL'HE[I'I were I'luﬂg seWn

."'hluhg, its

ll]Hl.'lht.‘l.’ hnmt‘\}'-!}atlurnml
clothes. A woman in a ratty
blond wig comes along and takes
them  down,
eurtain/clothes into a heap. The heap
eventually begins shambling down the

Hhrn“'ing 1|'Il.'

ramp, Etl_'l'tl.lﬂgl_y' under its own POwWer.
On the apron of the stage a very fat
workman in a ramshackle hut yells
some unintelligible words., and gives
himself a gravel shower.

On stage are revealed 8 or so hanging
lackers, with clones ol the |'.'|l1}' blond
inside. .“unung other activities, the
blonds stick their butts out of the lock-
ers as if they were in outhouses, and in
a monumental act of peeing, fire-hose
amounts of water gush from between
their legs. (I momentarily fear that bath-
room activities will streteh throughout
the piece.)

Across the entire !L-ngth of the 40°

stage, a curtain of rain begins to fall (of

a similar torrential nature as the pee-
ing). The fat man is revealed to be actu-
a]l_v two punpl& a% a woman 1% p1|||1:|'| out
of his fat suit and Hown about ten feet
into l]"lu dll’ “\. I'Jl')h_' ].5 L'l'rlf_'nL'[J [n IJ'N_'
stage, the woman released into it (it's
full of water), and with a giant plunger,
the ex-fat man plunges her into abliv-
ion. The lockers are lowered, and from
them emerge the ratty blonds, now with
raincoats and old lady plastic rain hats
and clear plastic purses with (big sur-
prisc'_l goldﬁsh in them. Tl‘lr_-li,-' exit, to
return amongst the audience with 20’
|m15 bamboo |m|1‘: c-.'mlmplin:m.\' with
spcak{'rs at the end, Ii‘lrnug]‘l which s
broadcast the whisperings ol the
women. (The only words | heard were
"u:lecornpressinn chamber.™) T]'mj' leave.

Meanwhile, the woman who was the
fat part of the fat man reappears, this
time on top of the now slim man’s shack.

A series of slapsticky events ocour —
she blocks his Hue, steals a painting, and
blocks his gutter so that (big surprise) it
starts raining inside his shack. The
shack collapses, the woman rolls away
on a HT-J.T!I C‘!:{F}l”’ﬂrfi J\";ll'ﬁrh[‘rn. -'In-l-l.
our two protagonists end up having a
5-‘\‘1”"! I‘lgll[ \\r"]‘l one .‘-\'\'Ul'[' !J-I-H.l I'l.-'!.'- P
handles. The man defeats his -_-x-b-:]l_\,',
and wanders into the Matterhorn,
which promptly collapses on him in a
r-"lth'!' lhl'illillg manneor.

The clones reappear, riding hicycles,
which are then Hlown up the frant of the
stage as the rain stops. The skewered
ex-belly woman, looking a bit like the
lad What's Her Name from .”ﬂa'.Jl(JrJf;;r,
.l[‘FH':Ir:\: on a F|t}l l.\_I“ ‘ri(_'*,"_'il_' '\.\'hi‘:h l].IL‘
clones push up the ramp into the audi-
ence. Our tlt.'l'll'lﬂ'l."._‘y' fat and not quim
dead Friend reappears, and weeps on a
.‘il‘\ﬂ]. -I‘hl'_' l.‘nd.

If you're confused and disoriented
alter rc:u]ing this, I've 1'tmn.'|gut| to acci-
rately convey what it was like to actual-
ly be there.

Of course, what | haven't managed to
CONVEey, I'm sure, with this rather factu-
al reiteration, was how delightful and
entertaining the whole thing was. Tt
truly was a spectacle the size of which is
rarely seen in Chicago. The whele thing
was performed about 14 of a mile out
on Lake Michigan at Chicagos new
outdoor Navy Pier Skyline Stage, and
o ‘.|'I-l- !]i\_‘t'i.'-}i l?l'l?ﬂ]i[, it was ¢ltf|l|ul||_‘|.' |:lrgz‘

and fast-paced enough to compete with

the sunset and the (mostly obscured)
l."ll_'l,‘ !{]ﬁ}']il“.‘.

Unfortunately, as I'm sure you've
caught on to by now, there wasn't much
to chew on in this work. The
International Theatre Festival of
Chicago brought in Dogtroep (they're
from the Netherlands) for a one month
rusidcnc_v to create Camel Croverp 11T
I.)(JE'LL‘L'L‘I}-.\: :I-Iinb: secms o !]l: { £ ] 1.r.1\'l:| (3]
ditferent cities m;tking these ﬁitc-spccli'-
ic events. In Chicago they utilized local
performers, who 1 believe appeared as
S0me 11|. thf |!iﬁhl_'\'l.']l"l t"{]l‘l[l t'][}nl’}i_
However, they seem to have spent their
month perfecting many of the amazing
special elffects that were carried off
without a hitch, rather than Ihinking
|'|’u\'.:h at :I” 11]{]‘]1 “'h:ﬁ: [hfﬁ\' were creal-
ing.

Even the musicians, who were {EI.:IilL'
L= ?’-"L'”L'['H, were |n.1i]'|.|;‘,' llHC'ﬂ! I'Irll\'!' {{4]
eover the awkward scene changes need-
ed to get from one spectacle to the next.
And as for the central (and only) theme
.i'n 1|-"" ]-'.“'1:‘\'. _\"JL“. l]il.\:iL IIHI.I‘LI"'\\'U[II.‘II‘I
R1I'lt55]t". not much gtﬂ said about it —
rather it seemed to serve as a thin wire
h.‘lnge'r on which ta r]rupc the action.
Given the number of violent acts perpe-
trated on the central female character,
t!.llb I'\ik"{.'(' evien ﬁf_"l‘['ﬂ(ff‘{ ||'l|50gl"."nlii:;! at
times. But I'm sure that wasn't their
intent, none of the ideas in the work
reached the depth it would take to get to
real MISOEYTY.

Owerall, the effect was rather like

st}ing to a major opera house. You
know. the kind where the set gets the
most applause, and you just can't
believe how they get all those walls to
move around like that, and how did they
sync up those 120 slide projectors?
Like contemporary opera productions,
Dogtroep seems to have fallen into the
trap of ln‘ing to create a constant visual
spectacle, aka: a Blm

The final moment of Camel Goawg 1
pcrlr-.:l:lvx‘ Mlustrates this |1c1ir11. As the
[.ﬁlrr“i.'r [I:ll man _‘i‘]:ﬁ 1'.".‘1"'3;“5 f{l]1[1.1r1.‘|il-
|\.:l over the loss of the woman, we feel
nnlhing. That is, we feel Tu‘JIiiillg antil
the musie starts .*iwr”inr_:, and the “Ehls
begin a slow dim, leaving one last beau-
tiful image on stage. All of the cues
we're being given say "this is touching,”
but nothing in the preceding hour has
5l us '||F'| (4] }‘E'.!'l. "'H.'l[:l'l |{'.55 |h1r|k .ﬂbl:u!,
anything meaningtul at this moment.

trl. Ti'l.‘.' 1:!.1[[. Il‘J\\_L"-".'r, l TI:[".-'lin E"]f.'.'l..‘l.:ft
that the ITF hrnuglll this Lype of work
o [_‘I'IiL'ilHU Un[m'lun;ah.'[\-‘. the ITF
seems to have lost its shirt on this I‘.'I.'.'LF-:{
adventurous festival, due largely, it
mighl seem, to the hugu costs of the

|)ngln1r‘p n-silletm'}' :l]1|‘1tmg]1 report
‘..'Eil}' none ||E. ‘hL' IL”"H' |'|'.'I'I.:1|'I1!l_'t':- Were
;x1il| a t'cr:l]' In fact [hl‘l\' still haven't
paid this magazine for the ad they took
out. Sadly, it seems that if the 1TF does
return, 1t i'lrn]m]ﬂ_y will have to he with

“safer,” less adventurous theatre.

KeEn THOMPSON



* [Falk: Pnyn'.r #/1 a "urr_\' of creativ-
ity amidst the grandiosity and decay of a
|nl‘lg abandoned dcparltl\cnl store, was
an ambitious attempt by a group of ten
artists to redeline and sanctify the
space. The space itself, the former

Lerner building at the intersection of

Lincoln and Ashland in Chicago. was
itself wild, mysterious and decrepit.
After walking in the main entrance,
filled with bright lights and seme pro-
jects, one walked through mazes and
stairways to see the various projects,
some of which blended into the ghosis
of the store. 1 was only there one
evening, and there were various pro-

icc::i going on lhrqu]mu[ the week of

the project, as well as the static pieces.

I went into Donald McGhie's space in
the basement the wrong way. 1 guess
you were supposed to slide down a
ramp unexpectedly, but 1 had walked
down the stairs, which was actually the
exit. In this mildewy basement labora-
tory, there were shelves lilled with cata-
logued items.
They were all
dated l)y
dates depend-
ing on when
they  were
found during
the setting up
of the project
and  during
the project
itsell. There
were plastic
bags  filled
with {h:al]
birds, bird
feathers and
bird |_mn§:5,
bags with
incidental
things like
matches from
years back, tools and rusted nails, and
bags with trash and litter from years
k)ﬂ:flﬁ as wt‘.]l a5 l]'il_L Wl.'l_‘l(. "JI [I'I.L‘ E:I:.'I"I.CII'-
mance. And more bags. And more
L]'nings_ One could wander amidst
shelves and shelves of these things, and
5pl."nl,i hﬂllr:s_ 'rl'u,'rf," werc “tll‘k i‘(]flﬂ'\'
for the employees of the store, yellowed
and tattered.
you could kind of put together a per-
spective ol the past and present of the
space. McGhie himsell, who was pre-
sent when I was there, became the per-
fect mad scientist who created this con-
fusion into order. Further down in the

Irmn tl'n_:‘ t..{[d]ubljlt'lb,
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Vears. The moistness

basement, vou could go and see
“the pool.” The p:mf was a sub-
basement that had flooded,

the waters were up to the W

level of the top of the
stairs, and it smelled and
seemed like the waters
had not receded for

and stark |ighting created
a cave-hke sensation of
wildness and intimacy:

1-l'|l' “’ufl—i.ﬂ "II- '“-PL‘fn\‘I‘
Herterich, large accumulated
.'!nrl. 'in[l"il'.'lll_' [\Ill."‘!- (Ii- \\'I\:I‘i diﬂlt
mf_‘!ﬂ.lﬁ. I“‘.“.:;.i.l:l'l.l.L I'I.U.EL' IIIIII‘I:"!.
trightening life forms on one dark
level of the building. One pile seemed
to become a hugu nest and |Jl‘ull.ght o
mind a primordial chaes.

Another artist. Rae Staseson, placed
tagged items in various spots through-
out the maze of the building. The build-
ing, ravaged by time, infltrated by
birds, and hall deconstructed, had

nooks and crannies, and the viewer
could turn a corner around the end ol a
wall and find peeling paint, rotting
boards, and ru_\':il('.ri{luzi lr{gguﬂ 1ems.
The last day of the performance
Mathew Wilson erected a I'Ilgl' (15 i]\'
36" red sail Irom the rooltap of the
I)l]!l{llng +'l|.,‘LI'I|T|I'||l|'l|L‘.I ]J\ lhl' h'll..lkLl IJi
Steven Barsotti Wilson had been
wnrlcing on the sail lhruughnul the
week, and it was stark and mobile as
unif&ldcll, '\..",'f:,-' L‘lrgl‘. -'lnl:l H(!['I'iL‘\l'hl.l[ \'il]'
lent as it caughe wind and struggled to
set 'itseifl |"r';'e_ This .'J.E.'.{in!i[ a ql.ll'_‘.]{[{f‘up
of Chit:ngn sk}"inu at redduning sunset

WS \.'l.'r:ﬁ' FHIL‘UI:.IVI.‘.

The space and its

E}I[]F:ﬁ .J.E{J.;rl.

P]—ﬂ\'if{(‘d ok

. haunting
overture:
what had

lJCL' n secn

'rﬂ'm t"l'l\
rooftop in
years p:l_\il'.’
The sail
made a lot of
sounds as it
came to life and
moved about, very
powerful sounds. There

were several people hanging on to the
mast and it seemed at any time one of
them might go up with it, become part of
its flight. It eventually ripped along the
bottom and became a triangle. and later
(it stayed up for a week in some form or
another) became a sort ol rope itsell.
The sound, h}' Barsoiti (who has collab-
orated with Wilson
before), was kind of
a mln'lm-_{l l‘ﬂ“' i’.]ﬂ_'t
hum, reverberating
out. Looking out, at
the next .'uijn('l.'ht
i:uii[ﬁng {whlch Wis

lnea & 199 o
e
Cﬁ!k‘agn U “1‘1’.

a story highrr}, wWas
a sole chair facing
west al the ve ry r:[lge
of the rool. It too
ll!n]‘{ on a ]itl' ‘\Il i:\
own, although it was
r|_'|1urlud|_}'
there by an audience
member.

There were other
projects ol note as
well, but there is not
enough space to
cover them all. At
one point | was

]Jli‘ll.'i_'i]

photograph by Donald McGhie

brought back to art school, when every-
one | knew had ambitious and innocent-
ly ereative visions of what they wanted to
do for the sake of Art. And, as | wan-
dered the nooks and crannies and mazes
of stairs for this project, 1 realized that
this was what everyone envisioned. The
collaboration of these artists did indeed
work well within the space, without
overpowering the space itself. The group
ol artists intends to do another similar
project with anather abandoned space in
a yet to be known location.

PicKLES OKSIETOWICT

chestnuts like What Where were
even being done
‘I—‘-".‘lh']ting this show
I was struck by how
quiukl_v_ the intellec-
tual baggage
which  usually
il.l'ﬂ.'i:ll'l'll]ﬂ.ni!‘.‘i
Beckertt WS
displaced by
the wvisceral
impact of the
action. The

Breath are
arresting
The show

hrg:n with a

white-clad bod-

188 MOVIng In
.:illj'l-l.‘l.'-!(l.{]\ﬁ.' III.[H..I(]I'I.
:.lr_:}'- Iwrlr.l:l;l[.r. of r!i['-

ol healf® terent heights set amid a
1 * oD sea of white fabrie. From

+ : cqpCHEE
D [ San "l;‘l.'-l that moment on, 1t was clear that
reanng o b this would be no intellectual exercise in

Samuel Beckett: a queasiness

AMASSES l||'| 111l\" E‘:ul. 1H'£'t:|11ing =l 1'{[]" -I.I."hE"
which creeps inexorably up my spine,
swelling my head with visions of endless
moments 411-‘Lr1551-l3liu:!, neurotic ennui.
Date night material? Probably not. A
||1l]|_' llgil' I_'l'lll.'rlﬂ:lr!!'rll_'nl?
Resoundingly not. The basis of an
evening of dance/theatre perlormance?
Um, yes ‘ﬂ'uulgh 'Ll|1|i|[ing' i5 not a
term | would use to describe Ego Po's
Breath, the show de/refconstructed ten
ol the latter works of Samuel Beckett,
JL'I‘-:[IE [E'II:HE LII‘{J a JJ.H ||.-|Jl.lnb w h(?IL
which took the audience on a journey
!|n'nu5|l the life c'ly|'|-.‘. from the hrst
breath of birth to the final breath of life.
E‘. thrl'.‘.'{(il.'.‘i |]'=I:' Ilnl:' l‘['tw“.(‘ﬂ. ﬂr{'ﬂs.&lbi“-
Iy to the Beckett novice and m.‘»’.‘.cplal)i]-
ity to the Beckett alicionato, no mean
feat.

Beckett defined minimalism, develop-
Ing a kl,"l':l'l Car }Illr Er]l_'{,"f:h rb}'lhrﬂﬁ Bn("
IH.I]\[I'I_E; cach word he wrote potent,
1'|~qui1'ing fewer and lewer wards with
each play (many of his later plays con-
tain more stage directions than lines).
Several ol the pieces which comprise
Breath (which were variously written for
the stage, television, radio and for pub-
lication only) qualify as premieres, and
several are adapted in ways that might
have made Sam, ever |}.'11‘unoid ahout
hiz work '|}-_-ing iﬂlul'cd, |i\'i.l:|. But |'I:"
might have been happy to know that

Breath utilized
Beckett as a means, not an end. The
text was admired, not worshipped. The
opening tableau, accompanied by
breathing sounds of steadily increasing
intensity, gave off an eerie, womb-like
feeling, transforming into the birth
process. Innocuous breathing became a
5'1‘i.nr!in5 mechanical tone, Followed IJ}' a
singular pool of blood splattered at the
center lJI.. 1 hL‘ I'H.'l'tl{'"'"'l'i ns arca. i'\ tl1l.'|.— lhik
introduction, the first "text” of the
L't't:ning wWas a]}prnprinlv]y titled Hreath,
a thirty second play consisting of
Ex(}uiﬁitul‘}' til'[]!'.'(! \.'-'lgl‘.l.-‘l Iir‘.‘:ll.l'l'lng -_lnil
garbage. Period. “Born" at this
moment was the bloed figure (an Ego
Po creation not to be found in any
Beckett writings),
through the evening connected and par-
alleled the flow of the Beckett texts.

As the program notes attest, Breath
!'JL‘SIIHH with the alienation of the hml.""
Which is a brilliant segue into Act
Wetbowr Worde fI, a mime pi\':;q: Beckett
wrote in ll'll' |‘)."r“l;\'. '\r\"lt_'lj'(' riven wo
identically dressed men with diametri
cally opposed perspectives on life. Man
J'\ 1:‘* a SL’.L'I“.L']' “'I'I.l.J II"!'IL‘S,‘!I}' PL‘rl[‘r["} H
series of mundane actions, popping pills
and praying to make it to the next
moment. His mechanical gestures are
plln(‘lllntt"tl E:_"_p' the rulcn[lus:illv throb-
bing rhythm of Pearl Jam — a nauseat-
ing evocation of that equally nauseating,

J‘L“.‘k‘.‘[‘jil[, '\.VUT{{ H.'.!j;.ll!.

\\'hll.‘il‘ journey

images of

tableau of

l‘lrl:l] {‘!I_"nL'l'-'ll‘l()n h T[]L"l-{F'IJI'H]r_ J‘l“l.'!.ﬂ: IJJ 1'!
riding a natural high, swinging and
‘\"i*il‘]'t'\’.lni_' 1|1='11ug1'1 his Eo-getter : 1y,
bopping to Benny Goodman, living the
American Dream, :"chilnf_, it lhrum_,]"u
his well-brushed teeth Just when
we're rc,ul_v to L'l‘].‘ll’sL‘ the stage and beat
the shit out of him, he disappears into a
white sack, and we're given a parting
glimpse of Man A, who once again
limps through his day. Pititul, but much
more like real life

What Where actually contains words,
but they serve more to chscure than elu-
cidate its meaning. The key line is the
penultimate one, “Make sense who
maI\'." In other words, don't even try i,
The first thing we see is an androgynous
fascistic \"ug.'l.s inungc hizard L!L;”uwing
commands to a series ol flunkies, each
of whom passes the cruelty on down the
line. The movements are precise, as
Beckett has outlined them in detail
Maybe it's about domination, since we
are hs:ing dominated |J_v Mr. Beckett's
demineering vision of the piece, down
(5] Th‘_' exact |li]'|.~|l.‘r]ﬁii"'i}|- ol ll'l(.L centéer
p]:l:\,"mg arca.

tjnL' l:ll-- r]H.' mGre |[1i-|t__ﬂ’|’1ll[i\"t" [fliL'L".‘?! ol
the evening was Eb .Joe, originally a tele-
vision play. The text calls for close-ups
of Joe's lace as he listens to the relent-
less voice of a woman he has used and
'L{is‘.'i.ll.{.{l'd.
three Joes pathetically clutching TV
remotes as they are besieged by a
cacophony of accusative female voices
echoing Ihr::ugh the space. The women
anre l.“hu.lll'u., rL‘\'T.'II"L‘ UI'"ITI |[I.}L" E[" ]'l[b
callousness, and |'1|s- attempts to seek
forgiveness are stunted by his inability

In this adaptation, we see

te express any emotion. He just wanits
to get laid again. For Joe even a night-
mare becomes ﬁt'll'-intlufgrnT reminsc-
ing. The tearful symmetry of the tightly
:'I‘Ll]n.'d:lﬁl'.‘ll:ll‘ll‘.ll movemenits .lnlt'll.‘j‘llgll_'ﬁ

the loneliness of the Joes, who are con-
demned to live out their lives with TV
static as their I.J[:II\".' solace. The Green
One, a woman he has driven to suicide,
CcOmes [a ll‘)l‘ alt ‘h!' {‘n‘! "n'ill'l \\'h.'l.t
seems like tenderness, though it s

unclear whether she is an .'L['Ii.':l.‘l ol

mercy or an angel of death. Tenderness
:Irl.'i I.—rl.]l'.']1l\-' are ]'"T.‘\.‘i‘l!lil' il'l !I'H.‘ same
instant; she could either fondle or slice
him. Beckett as ai\\.‘:n,'-i leaves the issue
The TV

unresolved, s Fade in a wash of
l‘.{l‘i‘t‘.n |.'|b’1'||.

The life cycle metaphor of Breath
achieved its culmination in the second
act, with a series of pleces that uxp]m'u

= (continues an page 45)
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#+ Onto a darkened stage meanders a
humble cart that seems pmpcllcd by the
sheer energy of rhythmic cha nting. The
cart is alive with a riot of fabric animat-
ed by writhing limbs and comes to a halt
in a pool of light. Five gaudy vagabonds
tumble to the ground and proclaim that
a true traveler has no fixed plan.
And so begins Caravan of
Dreams n which UMO
Ensemble combines acro-
bati::i and .;Iil manner of
music with more tradi-
tional
modes to relate the
tale of just such a

person whao
roamed the world
searching for

something that he
could not define
although he did
know that he was
lost if he did not
find it.

At the outset, one
of the playful itiner-
ants (Esther Edel-
man) interrupts her
routine of mesmerizing
contortions and clowning
to say, "Between life and
dreaming is a third way. Guess
it!" Then, with a sly smile, she leaves us
to ponder our own answers. Soon
another vagabond (Janet MeAlpin)
appears to demand that we close our
eyes and not see, clap our hands over
our ears and not hear, hold our breaths
and not smell. When we have tollowed
her instructions, she spins around and
announces, "Now you know what |
know!" before she waltzes back into the
darkness.

Throughout Caravan of Dream, as in
this routine, the balance between acro-
batic clowning and philosophical puz-
zlers posed for the audience is adroit
and light as a feather. Verve, high ener-
gy and spontaneity draw us so deeply
into the performance of this antic group
of vagabonds that only gradually does it
become clear that we are hearing the
story of Siddhartha Gautama's journey
to becoming the Buddha.

In developing Caravan of Dreanis,
dlrgctur M.ﬂ.rﬂ'la Enson and the UMO
troupe created the vagabond entertain-
ers as mythic tale bearers. Enson calls
these vagabonds Djools, a combined
form of the mischievous Arabic spirit
Djinn and the archetypal Fool. As

e

storytelling _—

CARAVAN

O F

DREAMS

sacred clowns, the Djools
are on their own spiritual
path at the same time that
they are hgnring stories
from the life of Siddhartha.
Above all else, they are street
entertainers who know how
to hold the audience’s atten-
tion.
The Djools literally stand
on their heads to embody
tales that culminate in such
maxims as “No one could
teach you what you
learned,” and "One can-
not have pleasure with-
out giving it.” Without a
single  self-conscious
move, they cover the
steps  that mark
Siddhartha'’s journey to
enlightenment in what
can be seen as a fabu-
lous circus of the t:::tly.
mind and spirit.
The Djools are out-
fitted in costumes by
* Patricia Toovey and Julie
James that are eye-popping
fantasies of the medieval and
oriental, yet leave all five per-
formers free for any athletic feat
imaginable. Both men and
women exult in their badies, in
its power as well as its sensu-
ality, as women lift men just
as casily as the reverse and
men celebrate their own
distinctive  brand of
allure. In one section
dealing with desire, the
Djools revolve in uni-
son in five low-flying
trapezes. They may be
physically separate, but
they are also linked by
the rhythms of music,
the luxurious movement .
Ihuy experience lugclher /
and the 1.-1ngum'uus heat
they gemerate. Here in
one luminous image is the
haliness of the bady wedded
to the yearning for spiritual
transcendence without any sign
of a fracture between body and spir-
it. Although keeping on the path of the
spirit may be the goal, the Djools let us
know that at every step on that path all
the senses are honored.
Contributing immeasurably to the
haunting and exhilarating mood of the

UHO
ensemble  own

June 2 - 11, 1994
Ned Skinner Theatre
Seattle

pif_“i‘.l‘ Was m'llﬁ.if pl‘.r-

formed by Ela Lamblin

on instruments of his

invention.

Lamblin pl.‘l_yi:d what

looked like the support

wires of a huge church

censer as if he were hold-

ing a cello and then moved

on to a maodest plastie milk

bottle with a series of reeds pok-

ing through it to ereate a musical inter-

lude that was anything but homemade.

No matter what he picked up in his

path, he made it produce sound with the

same sense of startling beauty emerging

from unlikely places and objects that

radiates from all of Caravan of Dream..

Among so many memorable stories,

one that dealt with a man who kept a

bird captive in a cage particularly stood

out for me. As the story goes, when the

bird refused to sing one day, the man

haulcd it out of |'|i,-i E1nu5|.: anci |c!li it on

the road to die. And so, in a fit of pique,

the man threw away his bird and its

lovely song in one fell swoop. Through

a hypnotic repetition worthy of

Gertrude Stein, the l)junfu re-weave the

details of this story into one about a man

who possessed a beautiful song but for-

got it by not singing it. In this

variation, the man is seen to

have thrown himself

away when he neglect-

ed to 5ing his own
song.

In this vivid tulu,

UMOQ Ensemble

has condensed all

the urgency that

tuels the univer-

sal exhortation

to each and

every one of us

to find our own

path and follow

it with all our

energy. 1l the sto-

rytellers who origi-

nally spread the

story of the Buddha

had the same virtuosi-

ty. sensuality and

strength of Esther

Edelman, Martha Enson,

David Godsey, Kevin Joyee and

Janet McAlpin, it 15 no wonder that

their tales have come down to us in all
their beauty and power.

g

Joumnw McFarRLAND

phetegraph by LGalba Sandras

and enjoy the humor of the situation.

The same goes for the possible offen-
siveness of the ward FUCI{ Even for
those who don't approve of such lan-
guage (remember, the bulk of the audi-
ence he:em wmal:::chnmc mmmumlis
near an affluent mally, any vul-
garity of the word is ppiiexlb; :::?::'clni
out when the receiver of such action is
the common enemy of Time. This

reminded me of the humper stickers
rnmied out by Paul Krassner in his satir-
ical periodical The Realiat in the early 60s
that said:. FUCK COMMUNISM.
When the post office refused to ship
them on grounds of being ohscene mate-
rial, Krassner held a press conference
saying that the post office must be soft on
communism and accused them of being
sympathizers. The post office immedi-
ately withdrew the ban. And though
crucifixion was a capital punishment of
the Roman Empire used on any perpe.-
trator of lowly ¢rimes (and who wouldn't
consider Time guilty of that), in
Southern Baptist Dallas this was surely
to have been immediately perceived as
some desecration against Christ.  But
once again, the symhbaolic use of an adver-
sary that ranks right up there with the
IRS when it comes to popular affection
probably brought even the churchgoing
drivers over the line into full belief, giv-
ing them the epportunity of enjoving
every dig of the nail wath Tustful glee as
they waited, stuck in traffic like they are
every day« If anything. C_iluntrn
recliimed a cliché: to wuly kill time
would not be to waste it, but would be 1o
completely divorce oneself from the
entire concept a]logether 4

As for the American {lag outfit, it ini-
tially seemed like just the typical Cilantro
apparel. I suppose using such a tradi-
tionally conservative image made the
thing mere accessible than seeing some
street urchin in tattered clothing creating
such chaos, guarantecing various phone
calls to the police. But as the piece pro-
gressed, T began to be inspired by relai-
ing the concept of death and renewal to
American ideals. For America is truly
not based on tradition at all, but rather
on the ability and opportunity to break
cycles and stop patterns, to be able o
create from scratch whenever one desires
renewal. Certainly this was the message
here, and only in America could we have
men named Cilantro reminding us of this
privilege by spicing up our lunchtime
with a little good-humored mischief.

Korey SEARS

o Untitled (Fuck Time) by Glantro
continued from page 40

Breath by Ego Po

W continued from page 43

impending death: Caseands, Come and Go
and Rockaly. Baut, calling back to child-
hood, there’s a strangely comforting
br::llijne s;lory “?L‘Iing about these [}ir:cc:i.
What 15 rr:a“_\,' worth nn'ling here 1s that
each of these pieces is about women,
Written as he was appmurhing his own
death, perhaps these pieces alforded him
some distanee from his own experience.
As the spinster in fockaby lulls hersell 10
a hinal sleep in her chair, her parting
words (expressed without a trace of
anger) are "Fuck Lile.” There is no sen-
timentalism here, just the raw edge of
lived experience, which for these charac-
ters has been both joylul and intensely
painful. Seeing it without sugarcoating
makes it more human and ultimately
more forgivable, In the end comes sull-
ness and peace.

Directed by Lane Savadove, Ego Pois
a San Francisco-based company which
has created a unique, physical style of
performance. While their texts are from
theatre, their style borrows heavily [rom
dance, and if the audience for Breath was
any indication, they have managed to
eross over in both forms.

MicHnaeL REISMAN

Abel & Cain by Fred Curchack & Daniel Stein

W continued from page 39

movie studio executive and Cain as a
screenplay writer (read: arnist), the
rope fence is used again as a metaphor
of division. As Cain begs his brother
tor a loan while Abel constantly inter-
rupts the conversation by answering
the phone and making major business
r"leu%mns. t]n.‘,,-' both weave ﬂ:rmg as
they speak, tymholmng the impact of
their SpLL(_I'i Abel weaves his thick
black string up and down the rope
fence to emulate a stock market
report, while Cain, erying and grop-
ihg. wanders all about the Ell,:ﬂ(,'l,:,
stage, and audience, weaving his thin
violet string wherever he can, desper-
ately trying to hit upon something that
will get his brother's attention or any
sort of reaction whatsoever. The des-
peration of Cain is not only heard, but
is seen and felt with this powerful
visual.

It is worth noting here that Canaanite
civilizations, the descendants of Cain,

were biblically the first societies to cre-
ate and develop the arts and scicnces.
][ i'.‘ {'r[)]'l'l. tl'lL' Ill.ll.l.‘[l dnli l.li.l.‘.'l".'ll one l.ll
I]'.I',' wo brolhi_‘r.‘; ll'l.'l‘ W rl'.('f.‘:i\.'[‘(l 1I'll'.
drive to project ourselves as a corporate
unit, to Innovate and construct, ever
reaching for a state of idealized perfec-
tion through industry and progress. At
one point, Curchack and Stein inter-
rupt the pcrfbl"nturluu \\'uuring miner’s
helmets with _-:p-utiigi'i!ﬁ on top of them,
shining the interrogating beam upon
audience members in the dark, asking
them such cliched socially topical ques-
tions as "Do you think we should
downsize the military?” "Dao you think
the Star Wars program was neces-
sary?” and “What do you think of abor-
tion?” Given the ambivalent answers
from the audience, one begins to think:
Has our industrious drive really
brought us to perfection? Has all this
prcull.rcti‘.'it_}r from the descendants of
Cain hrnught him salvation?

As the piece tries to show, Abel had it
50 casy. For a li\'ing. he mqrr.'le
\'—'ulchl’:l‘] :I'll:" COWS -'Lnfi sht‘k‘p “H'hhnu!
elaborate preparation, he killed a calf
[or a sacrilice, which appeased God's
desire for innocent hlood. Abel, bathed
in pu:“p't and blue ];giﬂ_ 15 shown Siv.
ing this sacrifice, pulling the head off a
pupcr-mat'hé calf to reveal an abun-
dance ol red ribbons llowing, at once
symbolizing blood, as well as prize rib-
bons of achievement.

Yet the hard working Cain, always
poking, prodding, treading and tilling,
is the embodiment of constant explo-
ration, yet has his sacrifice condemned
by God as unsuvitable. In Curchack’s
version ol the climatic murder, Cain
comes upon his sleeping brother,
bathed in the same purple and blue
light, and kills his brother more in a
desperate state to appease his Creator
than mere jL*.'lJnus._}r. After the deed 15
done, he raises hiz hand to God in silent
wailing, I:I'luhlnrl'mg | ] his sJain hrntl‘u:r
as if to say, “Here, the most innocent, |
sacrificed for you.”

While the piece is still without a much
needed structure, and many textures of
the story are left unexplored (such as
the mark God placed upon Cain in
Genesis 4:15 that would curse anyone
who killed him), there 15 much to be
partaken of from Abel and Cain, and 11
will more than likely take an Intm‘t‘itlnb
al‘na[:L before its debut this fall in
Houston.

KorRBY SEARS
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This i a new sectton of the magazine that allows

te cover q wide range of new works, idemas of interest
and other cultural pbenomena.

:IF'('.L,FF‘r 'H..f?t':f J'Ir:'f'flll'ul' r"’?.[,f He'._"{-i'._f“"_

G0 FISH dirccted by Rose Troche
GRIEF Jdirecte Jf--,fm;,.r;,u.ff..\.

J" -'{i'('- e TR - PEPLE S

THE ADVENTURES OF PRISCILLA,
QUEEN OF THE DESERT directed by Stephan Elliote

C

t]2|l| 1}1!:'.' re .L” a

the r!\ini_r that holds these three films together I8

COUrse

] Was ||L'£i]][|i|'|§'_ (n] |l'|.|l'|l'-| li:.ﬂ
films (I'm

its because I'm

UL |'||‘.L'1'r."~

EIVEn up |1~..'L|g1'u|_5 gay
Or m'u.':u-

lJ".I. Im: I.II'I"-lI'. Al E]iﬂ! 1J| ]l. it | |..|

gay {or any) filmmakers h
sorry, Ph

forced to live in Chicago,

4-.;'!,".-":.*.-.' doesn’t count).

good fag hilms just aren’t getting here, [n any nt, | was
LE'II'-I”I.'- h- fin; l“‘." SCC 50Ime IlllnL queer on [EL-;_' hIL 2Creen
again. (Okay, '1|i ay, | saw two of them in Seattle, but I know

h\ 3B [1|.u| d C |:1| o=

Actually, 1 Ii'HULhI Go Fork and Greef were [ urly similar. Ge
Feb s a |! shian |.>u story, told in a .|II'EJ|\.‘ .lrul Iz ur] direct
way, with only a Few art .~c.|uml‘unu'|t.~. that in the l‘I'I‘i don't

disrupt the film too much. In most respects this is a tradi-

1'%I)I.ITI~

1 ¥
'Il:!:'u.ll love Vi W ||| re the characters J"|.'||\]‘.|'I| o e

E]IIIP['H\,‘!

The same goes tor Grief, which 1z as much about an inter

|1H|~"LI romance ongsl ]lll'l'1' |I'I1'!i!|.‘v as 1t 15 about []'ll“ one

VEAT AnNnIvVersary u|- IE'EI' main L'||.||'._||,'[|_'| 5 |e|\'|_'| [3 rJL';|1|'| !'-|u1'_1

AIDS. Once again, although the

A g 1 ' . ¥ .
|'rt' ."'\.'.\'":H'“'l‘ul':t".'"r' men, theres 1|'|1' |I.'l'|.I||.1 [lT-I.r it

Jll'c?|\|l' involved :'l:l|1-!n'1'l ({1
could

central character'’s i_j:'iul, I|1.,- [-|]|11
AIDS-specilic 1ssues con-

mare :’,'L:J‘u‘l'.'tl 1clea of 't!I'u" 15 |,':l;.41:||'.'_L'|i.

anyone; even with the

doesn't ||:I you over the head with

r=t.u||ll_x'. rather th

| think both of these films, Ihuug;h ||_\ no means will they

become known as the great [ilms of the 90', show a healthy
move within the queer community away from self-marginal-

1zation, -||I|! al l"llll[lJ.;[l"\‘ o I||'.I.| U-Il.ll o |I‘.'I.'.‘~ more goner-

and less issue -p<.<. fic .1“.\
Privedla,

I!lt’:- ll'.['L".' '|I'.I._I_.I queens lh']‘.'l' ACTORER LLII.' ."!.'.I.\H'.l:ll..i]'. llllll:l.ll.'l'{

however, 15 somewhat of a different story. The

in a bus. Mix in a lot of 70 1 Will Survive -esque tunes,
and vou can't |-:.u|x- go wrong .-'\I:|n:u.__-|1 nitially the hilm's
3 [Jlt'l._k' Ll._'\_[ll'.' Ll'l.'ll.'l.llilﬁl.‘l'i\'.lHI\.'] .':rl-:l ane
While

undoubtedly destined to be a camp elassic, it also takes the

|.|':II1.'||.-.' '.'El.i racters

dimensional, it l"!..'liL'L'III!-u itsell in the end Privcella 1s

nme o mve ||1f.' 1|'.'l|'!ﬁ."!l.'!“|!'|'-'l| !.‘ll"l.il Zay) E'Irc'll.":l“_l.'\l'ulﬂ1"1 real

life problems and issues to deal with. KE.T.

a u d i o a r

RADIUS #1, & #1, TRANSMISSIONS
FROM BROADCAST ARTISTS

#1: Sheda Daviea, Helen :Ir.ff’u'r_{l"flf.l'rr'-'f.- 'ﬁ'-"«"_v Allen.
#2: Jackee Apple, Donald Sweartngen;, Gregory Whitehead,

J6 @

i What Next? Recordings,
MNonsequitur, P.O. Box 344,
Albuquerque NM 87103
These two compilation ‘CDs feature works made speali-

t.'l“.\ \-‘\'Il.ll l"l'l'.\-C'Hi.&'.l.‘-l ];LL]J!‘-— in I1!|il'|\:.!.

Their creed states that

Radius "scans the radioscape for signs of intelligence driftin
in the eth rems otherwise lost in the jumble of crossed sig-

nals, static interference, and fallout from the hostle bom
bardments of corporate broadcasting.”
\H-‘.I‘J'u ecach of ||'|I.' prece

utes, the works on the Ra

5 Wl

.'IIIIE in at |l‘d:\'|. [ E‘fﬂ_‘t' man-

I EBCCICE "lt'h ]1|'-,"|,'|r'|‘ WOrkKs lri

audio ENEINEETrs as well as the written works of the arhsts.
On #/, the Bay Ar “What 15 the Matier in

."'lllt_\ i-‘!t‘.'.'lﬂl\”h viery F'\J.l_'.:'['l_illl_'\' |:l|'CL“i- .'lp.'i!'[ ik |:I:1|[J|]||_| l'j‘h||'¢|('

a's Sheila Davies
ter who has lost her body, With play-by-play texts from
authoritarian monitors ¢ MINE from all "I.l'l.l'!'_”(l |1L' I as \\'u'” as
Ay 1\ I ol

I
rations, she winds a
n‘n]tt_'hll‘nrl'u-rﬂ. h ambient noises, and the

an s oWn |9|l-.‘~'

iy it
Music 1s mixed

|'Il'| m

l'.‘il't?lril':n:'l'\,' l?i .'u'.'ull'l'l‘.ll' YOICES Hl'u".' are monilorin

14 !llt' “llilﬂ ). .:II1| |hl' end result '.‘- i |-'.i'r'||:! o

J".'n.'.l :i'l:l!.' ‘l'l'l:'i
3'\-|f'=1|l‘|__"l' -l”(l ‘-\'-"IHTI'.IER |I| il'lf.‘ljl.'rl'. UE1L']'~'J

][t.‘ll.'l‘l
'.'."ll']'i. l'll l"l”;LH‘.'li VOICeES,

'[-]'.-.u'ini.r_h\n':a "Partial ]".-rn-E'-l'.n::x" 1= an abstract
!-_\.'llllll'."-'l.’l'li sounds, eerne ‘\'|I||~-|:~
,||1|] nature .-ts'l'.n:l:-» lfi.lil'lll'-. water). A cross betw een new age
music and a horror movie soundtrack, | found m}'.ﬂ-h going

Set into

more 1niense,

into some |{j:1|| of |'|'|L'cJI!L.'LI!5|.'-;_‘ state \.\'||ih_' it !ll‘u_\.'.-:l

movements, {al hirst more II'H.'I.I.H. ihive, l}

back to e A ~|||-\-L". ete.) Ih&.' W !Jl'l FJJ s with lan-

e, strar
B L !._\,L W) |‘|-I'\!|.]. ever actus iJ '.' I:tl J\'.|1$ |.|'I'|IT 1t. .'\r'l ||\f||:_'L|_.||§
mixture of voices, sounds and aural meanderings

Terry Allen’s “Bleeder,” the final work on this \'ur1:.|.:|i.|'.|m:.

15 4 il.‘i‘{."\I.!JL\-III.II. lJ:I.Il‘IIl.lI'I'\' .'!E.li'll.” & .\-.l:,!LI]i'Iq_'I'H |l||]lE|.|.|!|.'\.'r||:'1J|..'v’.

hemophiliac con man. Told mastly from the standpoint ol

Jo Harvey Allen) we flind ourselves

wandering in and out of his life with ar

one Worman ||FLI‘. t"l |“|'

intense bascination

lllll!_\

|'|1!- Ime, :'I.'||t'|'| L} |'1.|'Il'J WOImen, and lu'

as we hear of

P i
hecomes a mytholog chara 1] Ihull:rh WEC never

meet him. This is the kind of work you might hear late at
|||:_'|'.l that will make you put down whatever vou are doing

.\|=u|;.-

1 ¥L‘I.'|'.L|J|'.' as :-il‘n' '.\'hl.'l.'l”l'?'\- i.|'|11| OUr CONSCIOUsSNEess ‘.\.'I1h her
I

- 1
and want to jump into the radio performance 1s

excitement about this insane and utterly fascinating ¢

(g
ter,
irl.'_-.' LTI ¥ |-l"'II|:- '.'.|||'| ”I\..ulu {5 il] I|r||' I].u'lr_“ I.-_\' ,; ';-;n_-
r\|l5||x' I don't know if its a Laurie Anderson ll'nn{_x, but
u"r:;.]._-".-_-r It * ."\]l[‘lt'l.\ lil']l\'l]lﬁ' r.tll' most ol ’l]l.' plece comes

|ii

ng al how |.III_L-;I.I.'|.51.' '.I';I.\-'I.'l.!t. .ill.il ]!I.ll'l\' |.Ii'Li.-L \'i:'.ll Gﬂh'.'[' trans-

e l||'.I.|II|I||’. il

ofl as a sort ol expert, almost sexy

:l'li.\'-'\:'i'ln-‘ |I'.1\I.| in li'I['I\‘ out il'lh‘ [l'll:‘ COSMOE. .[I{':':"lf'l'll'.!.:.ll‘.' I(.\
;.rllt'l't':itlni! .'=n:| \ke'” Ell'thlul‘:'l\l. |su|: 1||e' \.Jl_‘ll'\\'l'l'.'\ n tl.l.—» Case
l5‘-l'lj1||l\'L'1' ANy IMessage, .'i.llll liH.' over I.I[LHH.L l*i‘ il .lll !'.'.'n.h'-»
on one s nerves

ther for a jar-

15 a fn”n

3 ||'.'.:[-|n-n at 1 AM™
:_1|1| TV woven tog

I }(ll}.’lll] :“l‘.\'l‘.'ll'il'l.'él']‘. 5

VACOUs vouces [rom |.l|'l.‘ n

. e . -
ring .'1r.r| telhing mixture ol r11i'[[IlJ!!'I .II"Id message. From late

I'I'IEE]H LIHL'I'II1'_'_.'~ ]"'1|I1'I'.:"I['I'_L investment sucCcess h{‘allﬂll 155

channel prophesies. this work bends and
proj

and religious
mowves in a quirky well-timed sampling frenzy, becoming a
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WoRKING ON THE Bypass
Poetry and Muaic by Andre Stitt 3 Daniel Biry

Austin Tx 78765

This CD features the poctry of Andre Stitt, considered one
of the UK's premier perlormance artists, set to the music of
electronic composer Daniel Biry. A booklet that accompanies
the CD) contains the words to the 24 poems Biry reads on this

disk and is illustrated by the photographs of Mark Thompson.

Stitr's poetry evokes images ol the social and personal turmeil
his nanve Belfast with a degree of sex,

; 4 4 ; :
ss thrown in lor arts sake. Stitt’s supposed motto is, “art is

10t a mirror; it's a fucking hammer.”
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HicH PERFORMANCE
Sumner 1994
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Contemporary
Community and Culture” on the High
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work, and community projects with apparent equal atten

tion to works by minority and female artists, — M. T,

GAY SUNSHINE INTERVIEWS
Tivo volumes, publasbed by? date ?
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