




















mEVIEW by John Linke Heintz
Passages llI:

A Show of Differences

Triangle Gallery of Visual Arts, Calgary, Alberta

April 12 - May 15, 1993

In a group exhibition, one expects to see a group of works that share some commonality,
where each artist’s work re-inforces and complements the next, and together they all make
some overall thematic point. This is not the case with Passages lll. The work of the four
artists shares very few, if any, thematic or formal concerns. It is difficult to understand what-
these artists have in common (unless it is that they are 'emerging;"bul then that term
doesn’t seem to have any meaning any more, except perhaps “under 50). indeed, the four
installations seem almost antagonistic to one another, or, at least, a critique of each other.

(It should be recorded here that the artists themselves report a very congenial and rewarding

working relationship.)

Home Security, Steve Heimbecker
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Steve Heimbecker: Home Security

Home Security corsists of five pedestals upon which
are set, each on its own post, a motion detector and three
small toy dogs. One hears the piece before seeingiit,
because coming around a corner, one sets off the motion
detectors and the dogs start barking—calling out the alarm.
We are suddenly aware of our presence in monitored
space. We have crossed a threshold and somebody is
watching

Everything used to make Home Security comes from
a hardware store: the pedestals are plastic bird-baths, the
posts are closet rods. The absolute banality of the jal

The Exhibition

By now, the incongruity of the four installations
should be clear. Each installation seems to (mostly) playful-
Iy mock the last. First, Ziemann's installation speaks of a
division b private, d ic lives and the forces and
events of the nation and the world, powers we often feel
overwhelmed by. In resp Home Security challenges
the idea of the domestic family unit as over and against the
external and hostile forces of society at large. Heimbecker
exposes the futility and madness of attempting to create a
barrier between personal lives and wider social forces. This

gives the installations a surreal quality; as if the junk in
one’s basement had secretly rearranged itself into a Rube
Goldburg device serving some unknown but benign pur-
pose. The appearance may be benign, but the purpose is
not. For Home Security surrounds itself, just as we do in our
own homes, with an invisible barrier designed to exclude
the outer world. But in Home Security there is no interior to
this space, there is no&ung to protect, and the protection
offered is of the most trivial sort: soft fuzzy toy dogs with
no teeth.

Home Security mocks our notions of the need for
such practices as “armed response.” Our fears of being
attacked, and the devices deployed to prevent it, are
reduced to a ridiculous and ineffectual manifestation of our
departure from the present to the land of TV police drama.
Humour exposes the insanity of attempting to erect barri-
ers between ourselves and our neighbors, of attempting to
secede from society: for it is only our absence from society
that makes it seem hostile. The irritating yapping sound of
the ineffectual little "dog-lets,” however, prevents us from
ever becoming comfortable with the humour of this piece.
The satire that exposes our futile insecurities, does not
become the humour that would allow us to put them away.
As a result, the idea of home security devices, and the
social perversions they embody, leaves us feeling irritated
and embarrassed.

5

condition, of pting to escape and even to wall out, the
events in which we are immersed is common to both the
German survivor of World War |l and the middle-class
refugee from our society of inequality and mean spirited-
ness. Then Harmer Smiley’s installation asks us to abandon
the futile and self-defeating obsessions of both our society
and our intellects, and 10 immerse ourselves in a mystical
relationship to our work and our world. Only this will pro-
vide the possibility of transcending the contradictions that
are the human condition. Alienation, the root of the prob-
lem, can only be answered by a re-engagement with the
simple realities of materials and archetypes. This will allow
us to emerge into 2 world where natural and artificial beau-
ty will harmonize and complement each other. But
Habermiller’s Fire Stone Falls questions these twin values
of the natural and the beautiful, showing them to be identi-
cal with their inverses. The most vile, ugly waste can cap-
ture all the beauty and quality of swift flowing pure water
Thus the experience to be found in the exhibition
as a whole lies not in the commonalities of the artists
involved but their differences. The viewer can use each
installation to interrogate its neighbors. As a result, the
meaning of Passages /il lies in the questions the artists
raise and the impression they collectively give that these
Questions are not likely to be resolved in the near future. 2

John Uinke Heintz is a Calgary-trained architect studying for his PhO
in Delft, The Netherlands.
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Review - Passages lll: A Show of Differences - Artichoke Magazine, fall 1993,
Calgary, by John Linke Heintz

Steve Heimbecker: Home Security

Home Security consists of five pedestals upon which are set, each on it's own
post, a motion detector and three small toy dogs. One hears the piece before
seeing it, because coming around a corner, one sets off the motion detectors and
the dogs start barking - calling out the alarm. We are suddenly aware of our
presence in monitored space. We have crossed a threshold and somebody is
watching.

Everything used to make Home Security comes from a hardware store; the
pedestals are plastic bird-baths, the posts are closet rods. The absolute banality
of the materials gives the installations a surreal quality; as if the junk in one's
basement had secretly rearranged itself into a Rube Goldburg device serving
some unknown but benign purpose. For Home Security surrounds itself, just as
we do in our own homes, with an invisible barrier designed to exclude the outer
world. But in Home Security there is no interior to this space, there is nothing to
protect, and the protection offered is of the most trivial sort: soft fuzzy toy dogs
with no teeth.

Home Security mocks our notions of the need for such practices as "armed
response". Our fears of being attacked, and the devices deployed to prevent it,
are reduced to a ridiculous and ineffectual manifestation of our departure from
the present to the land of TV police drama. Humour exposes the insanity of
attempting to erect barriers between ourselves and our neighbors, of attempting
to secede from society: for it is only our absence from society that makes it seem
hostile. The irritating yapping sound of the ineffectual little "dog-lets", however,
prevents us from ever becoming comfortable with the humour of this piece. The
satire that exposes our futile insecurities, does not become the humour that
would allow us to put them away. As a result, the idea of home security devices,
and the social perversions they embody, leaves us feeling irritated and
embarrassed.















Improvisations in Octaphonics,
Marie Lachance, Voir - Québec, 14 au 20 septembre 1995

Vous l'ignoriez peut-étre, mais l'art peut parfois cotoyer les domaines technologique et
musical. Force est de le constater quand Steven Heimbecker débarque a La Chambre
Blanche pour se consacrer a sa résidence d'art audio Improvisations in Octaphonics.
Originaire de Calgary, il se spécialise, depuis 1987, dans I'électro-acoustique,
présentant ses performances tant au Canada qu'en Europe. Artiste multidisciplinaire, il
a également affectionné la sculpture ainsi que d'autres types d'instalations. A vrai dire,
sa préoccupation premiére était alors la meme que cell privilégiée dans ses
recherches musicales actuelles, soit la relation ceuvre/spectateur.

De fait, ses improvations sonores tentent de secouer nos perceptions du temps et de
I'espace. Pour ce faire, Heimbecker a congu un systéme singulier, constitué de huit
haut-parleurs proportionnels au corps humain et deposés en cercle, telles les
colonnes d'un temple. Se sentant invité a circular au sein de l'installation, l'auditeur,
par ses mouvements, module directement la recéption des sons.

D'ici a la fin du mois donc, vous avez I'occasion de prendre contact avec l'artiste et son
ceuvre mais, également, le 23 septembre, d'assister a un concert proposant les pieces
composées lors de sa résidence. Autrement, vous devrez le suivre a travers le
Canada, puisqu'il partira ensuite en tournée présenter les oeuvres produites ici. Eh
oui, ailleurs aussi on reconnait la bonne alliance art, science et musique.



TECHNOLOGY AND ART EXAMINED - IMPACT OF TECHNOLOGY
Visual Arts - Exhibit Review - FFWD Magazine, Calgary, April 4, 1996
- Anne Severson

Review including “Acoustic Mapping Proposition #101: Child’s Play” (1996)
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Technology and
art examined

TV LEN«

IMPACT OF TECHNOLOGY
Runs until May 4.
Muttart Public Art Gallery

TECHNOLOGY AS ART 1
Runs until April 27.
The New Gallery.

})) By Anne Severson

In an examination of the
fusion between art and technolo-
gy in human environments, two
very different Calgary galleries
approach from opposite direc-
tions. The Muttart Public Art
Gallery looks at technology as it
affects art, while The New
Gallery, an artist-run centre,
examines art as it affects tech-
nology.

The Muttart focuses on the
role that technology plays in our
lives, how artists have allowed
their art to evolve with vast
potential for technology as a
means for both creating and dis-
playing their work. Kay Burns,
Curator / Director of the Muttart
invited artists to examine tech-
nology from an artistic, cultural,
or social viewpoint.

The New Gallery is more
theoretical. They are trying to
“examine the media critically”
according to curator Judy
Cheung. Putting out a call for
entries across Canada, curator
Cheung focused more on the cur-
rent concept of electronic arts.

Significantly, in both exhibi-
tions, it is important for the
viewer to actively interact with
the art. These artworks are not
passive, a 30-second-glance-per-
picture-on-the-wall. Some pieces
such as Allan Dunning’s use of
virtual reality to examine archi-
tectural spaces just won’t work
unless the viewer puts some
time into it. Think of it as an
interactive video game....

The Muttart is showing five
diverse artists during this recent
exhibition.

Gerhard Ginader’s tape
relates sound to his prints and
paintings on the wall while /
Calgary’s Steve Heimbecker,
well-known for his unique spe-
cialization in electro-acoustics,
combines it with his quirky
kinetic sculpture to examine our
relationship with sound and
time.

Vern Hume combines CD-
ROM and audio, while Mary
Joyce, a Manitoba artist,
addresses the more traditional
wood-block printing using the
new waterless-lithography
process. Gerry Van Ommen
Kloeke, a recent graduate from
the University of Calgary uses
computer graphic processes to
digitalize and manipulate his
photographs. This product is
fairly accessible and will interest
those who work with computers.

C »

The New Gallery is excited
about the saturation of comput-
er-integrated media art in
today’s society. Questioning the
artistic values of the medium,
looking at new technology as an
emerging art-form in itself was
an important consideration,
according to Cheung, as she
selected four media artists.

Allan Dunning, an ACAD
instructor, uses digital media
and virtual spaces to examine
architectural sites and their

social implications and realities.

Elizabeth Vander Zaag, from
Vancouver, pursues women's
themes through CD-ROM /
photo installations. Mark
Washeim presents interactive
digital-video, and The
Photographers Gallery and the
Saskatoon FreeNet combine for
the World Wide Web.

These attempts at viewing
the artistic intervention of tech-

Gerry van Ommen Kloeke's
Trike, manipulated
digital image

nology in human environments,
are different, but well-worth
comparing. Two significant con-
tributions that are a “must see”
are Steve Heimbecker's electro-
acoustics at the Muttart and
Alan Dunning’s virtual reality at
The New Gallery

FFWD April 4 - April 10, 1996 13



TECHNOLOGY AND ART EXAMINED - IMPACT OF TECHNOLOGY
Visual Arts - Exhibit Review - FFWD Magazine, Calgary, April 4, 1996
- Anne Severson

Review including “Acoustic Mapping Proposition #101: Child’s Play” (1996)

Calgary’s Steve Heimbecker, well-known for his unique specialization in electro-
acoustics, combines it with his quirky kinetic sculpture to examine our
relationship with sound and time...

...These attempts at viewing the artistic intervention of technology in human
environments, are different, but well-worth comparing. Two significant
contributions that are “must see” are Steve Heimbecker’s electro-acoustics at the
Muttart and Alan Dunnings’s virtual reality at The New Gallery.
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VISUAL ARTS
BY GILBERT A. BOUCHARD

PREVIEW
The Interface

Various venues
Aug. 27-31

Marshall McLuhan's assertion that the medium is the message
has never been more true than it is in these last waning days of
a marvelously technological century. In particular, computers
and myriad wondrously-ingenious electronic miracles have
totally transformed the way we work, entertain and, yes, even
enlighten ourselves.

This weekend (Aug. 27-31), BEAMS (Boreal Electroacoustic
Music Society) hosts its second media arts festival. Called The
Interface, this unique festival brings to Edmonton a handful of
internationally-renowned, cutting edge, alternative media artists
and unites them with their Edmonton counterparts to explore
these new technological interfaces and their cultural impacts.

"This is an event that explores the use of these new interfaces
and how it affects the interaction between performer and
audience," said Shawn Pinchbeck, festival curator and BEAMS
president.

Pinchbeck says festival participants will get to enjoy the work
of artists pushing the envelope through the use of non-standard
interfaces and instruments (everything from alternative MIDI
controllers, computer interactive performance or even
automobiles) and other artists who are using more standard
instruments and media but are experimenting with non-standard
means of interaction with the audience. Festival offerings
include artistic installations, performances, workshops and
panel discussions.

"Installations at the festival are all based on audience
interaction," said Pinchbeck of the four installation pieces that
will be on display at Latitude 53 Gallery (10137-104 St.) from
Thursday, Aug. 27 to Monday, Aug. 31. "No audience, no
piece - it's just a bunch of stuff in a room."

For example, visitors to Kakaphonia, the installation by
Calgary-based artist Steve Heimbecker (whose sound-based
installations have been featured at past Works festivals), get to
explore a room occupied by three wooden towers (one metre

http://seemagazine.com/Issues/1998/0827/art1.html
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across and two to three metres high) covered by 26 transistor
radios wrapped with and connected by antenna wire. The
radios, and hence the sound the piece as a whole produces, are
controlled by visitors to the gallery via a modified computer
keyboard.

The three other installations at Latitude 53 in conjunction with
the festival are all equally audience-driven and were created to
encourage viewers to actively engage the work and hopefully
translate that engagement into a larger context. For example,
Vancouver-based Thecla Schiphorst (Bodymaps: Artifacts of
Mortality) invites viewers to manipulate an electromagnetic
surface on which video images of the artist's body are projected
- a work designed to force a re-examination of sensuality and
the politics of touching and being touched.

The two other installations are Cranking Out Paradigms (Ken
Gregory in collaboration with Lori D. Weidenhammer) and
Hyperball System (Ken Gregory).

Also of interest are a free evening concert (The Quadrophonic
Cabaret) Friday, Aug. 28 at the University of Alberta's Fine
Arts Building (112 Street and 89 Avenue) and a free panel
discussion (Bridging the Gap Between Performer and
Machine) on the evening of Sunday, Aug. 30 at Latitude 53.

The Quadrophonic Cabaret features the Edmonton premieres of
Transform, a live radio-wave improvisation by
Cambridge-based Matt Rogalsky, Gregory's For Those About
to Dream, Heimbecker's Feathers and Files, and new work by a
bevy of Edmonton talent. The panel discussion, meanwhile,
will be hosted by Pinchbeck.

Of particular interest to local artists is a series of workshops
being co-ordinated by the Interface Festival at the FAVA
offices (9722-102 Street). "Our invited guests will be
presenting how-to demonstrations to help artists create their
own interfaces," Pinchbeck explained.

One workshop of note involves Schiphorst demonstrating 3D
choreographic software (LIFEFORMS 3.0). "This software
allows for 'scored' choreography and the creation of a live-time,
3D display of a dance piece." Other workshops will be given
by Gregory, Heimbecker and Rogalsky.

Pinchbeck says he would like to see the festival become an
ongoing event. The development of interactive interface
technology into a major cultural force and leading entertainment
media seems only natural to him. All art and entertainment is
interactive, Pinchbeck says, in that it demands, at the very least,
the engaged attention of the consumer as well as a necessary
cultural background to understand the context of the work.

"The onus is always on the user to interact with the thing. The
whole idea is to have more control."

http://seemagazine.com/Issues/1998/0827/art1.html
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For more information about The Interface, call 477-6771.

| Go To Issue Contents | Go To Main Index | Go To
Listings |
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SKS Octaphonic Concert - Sonic Waking

2 Reviews

November 21, 1998

November 26, 1998 & May, 1999
Ken Gregory — Shawn Pinchbeck - Steve Heimbecker

Reviews
SKS
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2 Reviews: Send + Receive Festival of Sound, Winnipeg, MB
SKS Octaphonic Concert - Sonic Waking - November 21, 1998

Reviews: November 26, 1998 & May, 1999

SKS: Ken Gregory — Shawn Pinchbeck - Steve Heimbecker

Review: Winnipeq Uptown Magazine - Once Tuned In - November 26, 1998

“Once Tuned In...” a review of “Send + Receive Festival of Sound”, Winnipeg,
1998

“The trio of Ken Gregory, Shawn Pinchbeck, and Steve Heimbecker were
hypnotic. The three collaborated recently for a week to make music for a specific
set of equipment. Channeling their electro-acoustic compositions into a large
quadraphonic space, their work created an extremely stirring effect.”

- Kevin Matthews -

= P P P P P P P P > ]

Review: Border Crossings - A Magazine of the Arts — Sounding Off. Issue No.

70, Volume 18 Number 2, May 1999
Section - “Crossovers” - page 65 & 66, page scan not currently available

“Sounding Off” a review of “Send + Receive Festival of Sound”, Winnipeg, 1998

“Ken Gregory, Shawn Pinchbeck, and Steve Heimbecker, who have
previously collaborated (using a quadraphonic sound system, utilizing samplers,
MIDI and analog keyboards, Macintosh computer, tapes, Casio MIDI horn, and
treatments), gave a performance that was the end point of a week long
collaboration in Winnipeg. The audience roamed the complex quadraphonic sonic
waking dream trance ambient sleep compression capsule, everyone experiencing
the work differently in ever-changing relation to the speakers. The result was a
totally mesmerizing sonic environment.”

- Susan Chafe -

Border Crossings - A Magazine of the Arts
500 - 70 Arthur Street, Winnipeg

R3B 1G7

bordercr@escape.ca




The Calgary Straight - Cloudbusting - September 02-09, 1999
Enormouslessness of Cloud Machines CD review by Kristine Finstad

THE CALGARY STRAIGHT « SEPTEMBER 02 - 09,1999 ©

Cloudbusting

Steve Heimbecker's sound is enormouslessness

By KrisTiNeE FINSTAD

he Enormoustessness of Clowd
TMm hines, Steve Heimbecker's

just-released double-CD antholo-
£y 15 his fiest. Not just hus fiest anthol
ogy, but his hirst CD
The prohific sound-an composer/per-
tormer tells me that he and his Quebec
City ~based  producer onginally  dis
cussed releasing o hive-box set that
would include  works  composed
hetween 1992 and 1998, They had 1o
navow 1t down 1o just the multichan-
nel preces. Apparently Heimbecker's
been busy at s Qube Assemblage
Audio studho

Ihe former Trontman for such
Calgary bands as the Beat Apostles,
the Edible  Pumpkin, and the
Friendlys, Heimbecker now concen-
trates on making what he calls
“dreambike vistans™ of actaphonic and
gquadraphome sounds. [ this sounds
ambiguous and comphicated, i s

“1don’t really get oo worned about
defimng what 1 do,” Heimbecker says,
and | can almost hear the unapologetic
shoulder shrug across the phone from
his home and stodio in Springwater,
Suskatchewun. Not exactly masic. o
exactly a collection of random sounds,
Hemmbecker's compositions are,  he
says. “not beat dnven. but rhythm dn
ven. . and rhythm s more about
nature, 1S more organic,”

An apt descnption, and one that
draws a hine line between the patterns
ol beats and rhythms. The blips. stac-
Cato percussive sounds, and  some-
times the lack of any sound ot all roll
together, morph. and re-emerge as
strains of something familiar, but
unhike the way that, say. a pop song is

famhar. “Dnp Doodle™, a 12-minule
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(1046 18 Ave. SE). Tickets $10 at the
door, Info: 237-9010,



The Calgary Straight - Cloudbusting - September 02-09, 1999
Enormouslessness of Cloud Machines CD review by Kristine Finstad

Steve Heimbecker’s sound is enormouslessness

The Enormouslessness of Cloud Machines, Steve Heimbecker’s just
released double-CD anthology is his first. Not just his first anthology but his first
CD.

The prolific sound-art composer/performer tells me that he and his Québec
City - based producer originally discussed releasing a five-box set that would
include works composed between1992 and 1998. They had to narrow it down to
just the multichannel pieces. Apparently Heimbecker’s been busy at his Qube
Assemblage Audio studio.

The former frontman for such Calgary bands as the Beat Apostles, the
Edible Pumpkin, and the Friendly’s, Heimbecker now concentrates on making
what he calls “dreamlike vistas” of octophonic and quadraphonic sounds. If this
sounds ambiguous and complicated it is.

“I don’t really get too worried about defining what | do,” Heimbecker says,
and | can almost hear the unapologetic shoulder shrug across the phone from his
home and studio in Springwater, Saskatchewan. Not exactly music, not exactly a
collection of random sounds, Heimbecker’s compositions are, he says, “not beat
driven, but rhythm driven... and the rhythm is more about nature, it's more
organic.”

An apt description, and one that draws a fine line between the patterns of
beats and rhythms. The blips, staccato percussive sounds, and sometimes the
lack of any sound at all roll together, morph, and re-emerge as strains of
something familiar, but unlike the way that , say, a pop song is familiar. “Drip
Doodle”, a 12-minute piece described in Cloud Machines’ liner notes as a “live
octophonic ‘sound sailing’ performance for a single dripping amplified water
source, open microphones and digital delays”, is not exactly something you can
hum along to, but that’s not Heimbecker’s goal.

“When we listen, we listen in 4-D,” he explains, “... and my interest is in
trying to get people to listen to space, and the music of that space.”

“We’re always listening, but we don’t think we absorb everything,” he says
of the ability people to tune things out and focus on what they listen to. “Sound
upsets us some days, but sometimes it makes us feel good. I'm just trying to get
people to appreciate the sound around them.”

“My original intension was to make iconistic objects out of sounds,”
Heimbecker offers, “but of course the objects would not be visible... like with
cloud machines.” And so, his producer suggested that cloud machines be part of
the CD’s title. the “enormouslessness” part came from a realization Heimbecker
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had when undertaking what he originally thought of as a big renovation project on
“this tiny little house...but it had this space, and space is like a paradox - it’s right
in front of you, and it’s everywhere as well.”

The Green Fools present Steve Heimbecker’s CD release, concert, and
celebration on Thursday, September 2, 8 p.m. at Crump Manor (1046 18 Ave.
SE). Tickets $10 at the door,

Info: 237-9010



The Enormouslessness of the Space Between Ears, 1999 (57:31)

Radio Art, September 13, 1999. Avatar and Radio Basse Ville CKAI FM 88.3 (currently) on the
occasion of the double CD box set launch of The Enormouslessness of Cloud Machines (1999)
Performed in French and English

— As printed from the invitation post card by Avatar

Steve Heimbecker
The Enormouslessness of the Space Between Ears

performance en direct pour les ondes de CKIA FM96,1
Lundi, le 13 Septembre a 20h00

I'occassion du lancement de son coffret

The Enourmouslessness of Cloud Machines OHM/AVTR 015-016

Le public est invite a assister a las realisation de cette performance radiophonique
nombre de places est limité . Reservations et informations: Avatar

Avatar remercie I'artiste, ses membres, le Conseil des arts du Canada, Le Conseil des Arts et
des lettres du Quebec et la Ville de Quebec pour leur appui. Avatar est membre de Meduse.

- google translation -

Steve Heimbecker
The Enormouslessness of the Space Between Ears

live performance for CKIA FM96, 1
Monday, September 13 at 8:00 pm

the launch of the audio box set

The Enourmouslessness of Cloud Machines OHM / AVTR 015-016

The public is invited to attend the performance of this radio performance
number of places is limited. Reservations and information: Avatar

Avatar thanks the artist, its members, the Canada Council for the Arts, the Quebec Arts Council
and the City of Quebec for their support. Avatar is a member of Meduse.

The Enormouslessness of the Space Between Ears production credits:

Artist Conception: Steve Heimbecker

Field recordings: Steve Heimbecker

Other recordings (from the box set): Steve Heimbecker

Texts: Steve Heimbecker and the Quebec City telephone book

Performative readings: Steve Heimbecker, Jocelyn Robert, David Michaud and special woman
mystery guest from the University of Maryland.

Live to air sound engineer: Steeve Lebrasseur
https://soundcloud.com/steve-heimbecker/the-enourmouslessness-of-the-space-between-ears




The Enormouslessness of the Space Between Ears, 1999 (57:31)

Radio Art, September 13, 1999. Avatar and Radio Basse Ville CKAI FM 88.3 (currently) on the
occasion of the double CD box set launch of The Enormouslessness of Cloud Machines (1999)
Performed in French and English

For Soundcloud October 17, 2017

https://soundcloud.com/steve-heimbecker/the-enourmouslessness-of-the-space-between-ears

The Enourmouslessness of the Space Between Ears 1999 recording has never been officially
released. It was performed live on Radio Basse Ville. This is the recording of that performance.
The sound palette is made up of a day long sound walk | made through the streets of the old
section of Quebec City, excepts from my double CD anthology Enormouslessness of Cloud
Machines (released at that time - still available), and readings in French and English of the texts
| wrote about listening (as an audio artist) for the anthology booklet, plus name lists from the
Quebec City telephone book. It's quite an oral trip and very well recorded / mixed - Thanks
AVATAR!!!
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Making music out of space and time, Artist Steve Heimbecker creates a

imension.

soundscape for the fourth d
by Mary-Lynn McEwan
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FFWD magazine - Music Review, Calgary, September 02-08, 1999

Making music out of space and time, Artist Steve Heimbecker creates a
soundscape for the fourth dimension.
by Mary-Lynn McEwan

STEVE HEIMBECKER, Thusday, September 2, Green Fool’s Crump Manor
(1046 18th Avenue SE)

It’'s every mother’s nightmare. Your kid seems like a well-adjusted,
reasonable soul one minute, then the next time you turn around, he’s turned into
a punk rocker, standing onstage with legs spread in the classic A-frame attitude
of defiance, lip corkscrewed into a perfect snarl, with all sorts of
antiestablishment sentiments streaming outta that mouth.

And it doesn’t stop there, it gets worse. Staying out until dawn, hanging
around with bohemians and the terminally unemployed, perhaps revelling in the
forbidden delights of the late-night crowd and its possibly illegal wonders - and
then? Suddenly, he’s creating 600-kilogram wind chimes, performing a live
soundtrack for an expressionist horror film while an audience listens in a
darkened theatre, and recording the omnipresent ringing of telephones.

If it's not your average story, that’s because no way is Saskatchewan artist
Steve Heimbecker your average humanoid. Since the late ‘70s, when he studied
fine art at ACAD, Heimbecker has asked the bottomless questions, listened to
the inaudible muse, and cut his perspective of the world into pieces before
stitching it back together and spinning it upside down.

His ‘80s Calgary bands like The Beat Apostles, The Edible Pumpkin, and
the Friendlys made listeners uncomfortable with their musical stretches, and his
art pieces like Nirvana - the wind chime which still resides on campus at the U of
C - made use of a different perspective of motion and music to define sound. It’s
no wonder that after a while, the confines of mere pop bands grew snug.

“I'd been playing in a lot of bands, alternative bands, punk bands, like The
Beat Apostles, and | love the music scene, | love performing that way, but it
wasn’t doing it for me,” Heimbecker explains. “So | started playing with sound
designs that | could try and make sculpture from.

“The whole idea was to try and create a sound matrix that would create
shapes in the centre of the space. | would use sounds like babies crying or
telephones ringing and shift them around the space so that flip-flop two-
dimensional and three-dimensional started to become a flip-flop between real
time and dream time.

“I realized right away that the wonderful thing about sound is the ability to
compress time and space with it. You can compress all this information into a
tight package.”
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Making music out of space and time, Artist Steve Heimbecker creates a
soundscape for the fourth dimension.
by Mary-Lynn McEwan

Heimbecker’s eventual move away from the exhausting big city back to
hometown Springwater, Saskatchewan, helped create the spacious quality in his
compositions, While fixing up a heritage house he inherited and riding his
motorcycle down back roads under infinite sky, the composer felt the
indefatigable quality of the prairie landscape enter his creations, giving them an
undefinable quality that touches the place in all of us that we feel but cannot
name.

“You know, we live in such an interesting time, because technology has
really changed our perception of things, and youth have changed a great deal
since | was a youth. They are very complex, well-educated and aware,” he says.

“Artists and youth are disenfranchised by the corporate model - it’s working
for some people, but the rest of us are slaves to it. This is headed towards people
that are looking for experience, people that are part of that growing awareness
that experience is what we’re left with.

“Some people are going to be ravers, some are ambient people that get into
ambient music, some are going to be techno people because the work is fairly
sophisticated technically. Some will be people interested in new ways of working
in the arts, because this is to music what a mosaic is to painting.”

The eventual result of several years worth of recording and performing
many sound sculptures will be presented as the four tracks which make up The
Enormouslessness of Cloud Machines, which will be celebrated in a
quadraphonic performance Thursday night. Heimbecker is very specific in
insisting that no chairs be in the Green Fool’s space that evening, so that
audience members can add their own ideas to the CD by moving around
between the four speakers, adding to their soundscape by changing their
perspective.

And if you tossed out your own quadraphonic system along with your copy
of 1973’s The Best of the Doors, don't let that stop you from picking up
Heimbecker’s album for a mere 15 extra bucks over the admission charge. He
insists it was mastered to be ear friendly on your average ghetto blaster, too.



Review from C.E.C. Splendidezine April 10, 2000

http://www.splendidezine.com
splendid@splendidezine.com

PICKS:
Soundclips from all artists, as well as label contact information (where available), can be
found on the Splendid website: http://www.splendidezine.com/reviews/apr-10-00/

Steve Heimbecker / The Enormouslessness of Cloud Machines / OHM Editions
(2xCD)

The Enormouslessness of Cloud Machines collects seven multi-channel works by
composer and sound artist Steve Heimbecker. Some of them, like "The Forum for the
Alienation of Art", are for use in sound installations. In this case, the piece is a three-
minute audio tape that combines bird songs with a sort of spoken manifesto. It is
intended to be played continually for the duration of the exhibition. Another work, "Spin
Cycle", derives rhythmical sounds from the manipulation of a 17-second quadraphonic
sound sample of a spinning roulette wheel. A kind of subdued counterpoint is produced
here -- limited in color, but strikingly hypnotic. "Tic Talk" is a live quadraphonic work that
involves open microphones, delay lines and 4 kitchen timers. The piece lasts as long as
the kitchen timers are running. It is no less hypnotic than "Spin Cycle", although the
timers add a sense of urgency that disembodied sound objects do not. Clearly
Heimbecker is an conceptualist! His works are not songs, sonatas or symphonies. Nor,
in a way, are they really music. They are more like collages in the spirit of a Kurt
Schwitters. The disc's title is particularly apt because Heimbecker's pieces have such a
profound sense of timelessness. They seem quite capable of going on forever.
Heimbecker is a consummate artist capable of simple, unique and beautiful things, and
this two disc set is a fine homage to beautiful art.

-- Noah Wane --

SSESESESESEDESESEDESESEDESEDEDEDESESEDESESEDESES
Communaute electroacoustique canadienne

Canadian Electroacoustic Community (C.E.C.)

RF 310, Departement de musique / Music Department
Universite Concordia University

7141, rue Sherbrooke o.

Montreal, QC, H4B 1R6, CANADA

Fax: (514) 848-2808

mailto:cec@vax2.concordia.ca

http://cec.concordia.ca
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I Power
Until this day in my "entire life", it was always crispy clear B Blogger
in my mind which art shows | attended and which | didn't.
Isn't it obvious? | could name you any shows on earth and you
could tell if you were there or not. End of the question. NEXT!

Thisiswhat leads me to the Heimbecker problematic,
maybe a new art syndrome | invented for myself.

| had heard about and saw (from a distance) Heimbecker's
installation of his Wind Array Cascade Machine (WACM) on the Ex-Centris roof
(which | supposeis still standing as | speak) alittle while ago.

Early last week, when | went to the Oboro gallery, where Heimbecker's show "Pod" had
been slated, they were pulling everything down. "Oh geez....Wh..What...Where am |?
What happened?’, | asked the coordinator breath-takingly. "Ohhhhhh Y ou've missed it!
It ended Sunday". | had to face my fate: apparently | had written down my schedule
from amisleading press listing. Ah whatever... | saw parcels of it. | saw the poles (many
were aready on the floor), but of course the room wasin full light and nothing was
functioning. Than later, | saw footages of the installation, that included a video
projection of the Ex-Centris roof in the entrance hall.

Now...I'm left to decide.
"Did | seethisshow or not??"
I'll presume that 1've seen it, merely because I've seen the "objects" (the poles)

that structured the Oboro space, and enough "moving images' to give me a slight idea of
what it looked like in the dark.

Basically, thisinstallation invites you to sway into a bed of light. The poles are adorned
with leds beams that shift in colors gradually as the wind outside send signals to the
"dreamcatchers" standing on the Ex-Centris roof. This was the main interpretation that

http://arttwit.blogspot.com/2004/12/year-end-art-exhibit-rush-montreal-4.html Page 2 of 4
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wouldn't leave my thoughts: that this work was related to ancient myths that thewind is
acontainer of souls, such asin the beliefs of native american or ancestral asian religions,
who used to consider wind chimes as transmittors of the chanting of spirits (there was
no sound for thisinstallation, but I'm told that the next exhibit using this system will be
asound art piece (HOPEFULLY with avisual element, hmm?)). Does the work of
Heimbecker captures spirits and transform them into beams of light?

I'm projecting all this. I'm sure Heimbecker links his art much closer to the work

of minimal environmentalists like Walter De Maria. Aesthetically, it doeslook like

Dan Flavin on speed. Or maybe, a gigantic promotional room design sponsored by Pimp
Watch?

Serioudly, it'sreally an impressive work visually. Equal or even better to

the installation of light bulbs by Artificiel at Musée D'Art Contemporain that cheered

a bunch of people a couple of years back. Why are they no museums buying this stuff? |
swear it's worth nearly half of Dia Beacon, as visual impact.

Ahh....those 90's artists.... How hard aren't we tapping on them.

Back in the 70's, artists "were allowed" or rather, allowed themselves

to sculpt beams of light for their pure fun. In the 2000's, artists (especially in Canada)
are obliged to start from concept, would it be only to make certain they receive

grants. I'm not sure you could succeed nowaday in Canadaif you weren't the

dlightliest of a conceptual artist. Given these considerations, Heimbecker chose to render
visible the naturally invisible force of wind. The question is: does this "translate”"? Isn't
the work alittle too dependant on a set of relations that | need to intellectualize before
entering aworld that is mostly attractive to my senses? I'm pondering.

It's a chance that there is a projection at the Oboro entrance of the WACM capters (a 40
minute document, not a real-time capture, but | think thisisirrelevant), because it isthe
only way that the neophyte audience could possibly link the installation with another
structure.

I'm poised, basically. | think the project of creating art with a natural matter

such aswind is not only legitimate, but a beautiful idea. Don't we all love to create
kites? In a sense, the Heimbecker installation is such akite.

A kite made of light. So, being that kites are mostly decorative objects, why would |
reproach Heimbecker's work to propose me (or not) a theoretically abstract liaison?
What is all that can be written about wind ?
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Here, maybe I'm worried that with the post-conceptual art of today, we refute to
accept things for what they are. Every sound and visual aspects of every works must be
analyzed and explained thoroughly. But Heimbecker's work is actually so
contemplative! ? Y ou could admire it regardless of your knowledge of how it functions.

Are you missing the work if you do?

Thisisthe major issue that this artist (an excellent sound artist might | add) and others,

will need to confront.

Cheers,

Cedric Caspesyan
centiment@hotmail.com

Steve Heimbecker " Pod"

November 12 - December 11, 2004
Oboro

4001 Berri
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Wien erklingt

SOUNDPROJEKT Nach dem Dichter Gerhard Rihm macht sich nun ein weiter
Kinstler auf Weg, den Rhythmus der Stadt zu erforschen.

by Wolfgang Paterno Falter Magazine, Vienna, Austria, 2004

Am 18. Juni 1992 klang Wien aus den Radiolautsprechern. Der Poet Gerhard Ruhm
hatte sich fur einge Zeit als Feldforscher in Sachen Sound betatigt, die "Kunst-radio" -
Sendung "Wien wie es klingt" war die Folge - darin wurden spezifische
Klangszenerien der Stadt vorgestellt, aus zwolf Stunden Aufnahmematerial 24
akustische Schlaglichter herausdestilliert. Vom Westbanhof uber den Schlachthof St.
Marx bis zu einer offentlichen Telefonzelle und einem offentlichen Telefonzelle und
einem Begrabnis am Wiener Zentralfriedhof: Wien klang damals noch eher realistisch.

Aufgrund von gleich drei anstehenden Jubilaen - 80 Jahre Radio, 25 Jahre Ars
Electronica, 15 Jahre "Lange Nacht de Radiokunst" - wird die Stadt jetzt neuerlich
akustisch vermessen. Als Wien-Klang-Sammler diesmal tatig: Steve Heimbecker,
Maler, Bildhauer und Soundskulpteur aus Kanada; in diversen Fachmagazinen kann
man auch lesen, dass Heimbecker, 45, ein "Pionier de Radiokunst" sei. Fur O1 ist
Heimbecker nun fur 14 Tage lang als Artist in Residence in Wien zu Gast, um hierorts
den Klang von Wien zu erforschen und eine akustische, seltsam verfremdete
Landkarte der Stadt zu entwerfen.

Einmal hat Heimbecker das bereits in Kanada gemacht, "Songs of Place: Series 1" hat
er das Projekt getauft: An vier unterschiedlichen Orten in Kanada hat er damals seine
Mikros und eine Videokamera aufgebaut, in einem komplizierten, von ihm selbst
entwickelten Verfahren wurden die Soundfiles zu Hérerlebnissen.

In Wien absolviert er nun 23 Aufnahmestationen - in jedem Bezierk eine, "Die Welt
besteht aus Ténen, die Welt ist ein vibrierender Ort", sagt Heimbecker, der immer so
leise spricht, als hielte er gerade die Aufnahmetaste gedrickt. Das sagt er aber nicht
nur so dahin, das meint er wirklich. Breitwandsound und unerhérte Horerlebnisse
konnen also sein: Autos, die vorbeizuckeln; Motorréder, die aufjauled vorbeijagen;
Fetzen aus Gesprachen und der Wind in einem alten Baum.

Der Sound of Vienna kommt nun recht aufwendig zustande. Heimbecker hat etwa
seine filigranen Apparaturen auf de Wieden, auf Hohe de Bildungseinrichtung
Theresianum, aufgepflanzt. Genau hier hat der Klangsammler (wie fur alle andersen
Bezirke auch) das Bezirkszentrum auf einer Stadtkarte ausfindig gemacht.

Eine halbe Stunde lang ist dann Schweigen, eine halbe Stunde lang wird quadrofon
aufgenommen, also mit vier in all Himmelsrichtungen ausgerichteten Mikros.
Gleichzeitig lauft bei jeder Aufnahmesession eine zum Stadtzentrum hin ausgerichtete



Videokamera auf einem Stativ mit. Audio und Video werden anschlieBend zum Wiener
Horund Seherlebnis verruhrt.

Wie so ein flamischer Landschaftsmaler aus alter Zeit, der mit groBen Entdeckeraugen
durch die Gegend irrt, wirkt Heimbecker dann manchmal. Immer dann, wenn er
Unerhortes hort. Einmal hat er sogar etwas gesehen, woran er beinahe gestorben
ware: Auf die Videokamera lauft in einem AuBenbezirk plotzlich ein Mensch zu. Kein
Ton ist zu horen, Heimbecker ist vom Bild gebannt: Dieser Mensch hat doch
tatsachlich Lederhosen an! "Mindestens funfzig Meter war er zuerst entfernt, dann ist
er bis auf ein paar Meter auf die Kamera zugelaufen. In Lederhosen!", sagt der
Tonforscher. "Das hat mich beinahe umgebracht!"

Vienna sounds

SOUND PROIJECT After the poet Gerhard Ruhm makes now a long way to artists to explore the
rhythm of the city.

by Wolfgang Paterno Falter Magazine, Vienna, Austria, 2004

On 18 June 1992 Vienna sounded from the radio speakers. The poet Gerhard fame had furniture
for the time actuated as a field researcher in terms of sound, the "art-radio" - show "Vienna as it
sounds" was the result - it was specific sound scenes of the city presented, from twelve hours of
recording material distilled 24 acoustic highlights . From Westbanhof over the slaughterhouse St.
Marx to a public telephone booth and a public telephone booth and a funeral at Vienna's Central
Cemetery: Vienna at that time sounded more realistic.

Because of upcoming three anniversaries - 80 years of radio, 25 Years of Ars Electronica, 15 years
"Long Night of Radio Art" - the city is now measured again acoustically. Vienna as sound
collectors. This time active: Steve Heimbecker, painter, sculptor and sound sculptor from Canada.
In various magazines you can also read that Heimbecker, 45, is a "pioneer of Radio Art" is. For
Heimbecker is now for 14 days, artist in residence in Vienna, a guest to this site, to explore the
sounds of Vienna and to design an acoustic, strangely distorted map of the city.

Once Heimbecker has been made in Canada, "Songs of Place: Series 1" he has dubbed the project:
at four different locations in Canada, he then set up his microphones and a video camera, were in a
complex, developed by himself method the soundfiles to listening sessions.

In Vienna, he graduated now 23 receiving stations - each one on region, "The world consists of
shades, the world is a vibrant place," says Heimbecker, who always speaks so softly, as if he were
Just pressed the record button. He says this not only as meaning that he really means. Widescreen
sound and listening experience can be so outrageous: the cars vorbeizuckeln, motorcycles, hunting
aufjauled past, scraps of conversations, and the wind in an old tree.



The Sound of Vienna is now concluded quite complex. Heimbecker has planted about his delicate
equipment on wieden on High de institution Theresianum. This is where the sound collector has
(as for all districts also andersen) traced the district center on a city map.

For half an hour then silence for half an hour is taken quadrofon, so with four aligned in all
directions mics. Simultaneously at each recording session one runs to the city center-facing video
camera on a tripod. Audio and video are then verruhrt to Vienna Horund viewing experience.

How did a flamischer landscape painter of old, is wrong with the great explorers eyes around,
Heimbecker then acts sometimes. Whenever he hears unheard. Once he even saw something he
would almost died: On the video camera suddenly runs in a suburb to a human. There is no sound
to hear, Heimbecker is banned from the picture: This man has yet to actually lederhosen! "At least
fifty meters he was first removed, then he is running up to within a few meters on the camera. In
lederhosen!" Says Tonforscher. "That made me almost killed me!"



DANS LE VENT (IN THE WIND), Steve Heimbecker, Voir Montréal - ARTS
VISUELS, 25 Novembre 2004, page 52, par Nicolas Mavrikakis
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DANS LE VENT (IN THE WIND), Steve Heimbecker, Voir Montréal - ARTS
VISUELS, 25 Novembre 2004, page 52, par Nicolas Mavrikakis

Dans Le Vent, Steve Heimbecker artiste montréalais d’origine albertaine, nous
montre le vent! Il lui donne en effet une matérialité et une beauté poétique...

Cela ressemble a un jardin moderne, formé de plantes graciles, longues
comme des quenouilles, ensemencées sur une grille de 64 supports, presque
des pots, placés dan un coin de la Galerie Oboro. Au bout de longues tiges (de
métal), des lumiéres vertes ajoutent une connotation végétale a 'ensemble.
Parfois, du jaune et du rouge y apparaissent tout au bout, comme si ces plantes
donnaient naissance a des fleurs. Ces lumiéres sont en constante mouvance,
s’allumant et s’éteignant en créant une dynamique visuelle bien curieuse et qui
(si on n’est pas informé de son sens) semble arbitraire.

C’est la plus récente ceuvre de I'artiste multidisciplinaire Steve Heimbecker.
Dans POD, il utilise un systéme technologique sophistiqué, se servant d’une
séries de 64 détecteurs de mouvements, place (cet été) sur le toit de 'immeuble
d’Ex-Centris, boulevard Saint-Laurent. Ces détecteurs ne sont pas la pour
déclencher un systeme d’alarme antivol, mais pour capter le vent! Quel projet
étonnant. L’information obtenue par ces capteurs est retransmise en temps réel a
ces témoins colorés, a 2880 diodes lumineuses placées en galerie sur ces tiges
métalliques. Ainsi les variations et 'amplitude des mouvements de I'air sont
montrées par cette échelle colorée allant du vert au rouge, en passant par le
jaune. Grace a ce dispositif, le spectateur peut visualiser le vent, voir ses vagues
comme s’il était devant un lac a la surface ondoyante.

Quand le vent souffle fort, I'effet est saisissant. Et parfois 'artiste triche un
peu, remplacant la présentation en direct par 'enregistrement d’une bourrasque
plus remarquable. La, le jeu de lumieres devient presque hypnotisant.

Voici une utilisation de la technologie ou ce n’est pas le bidule et la
fascination qu’il exerce qui 'emportent sur le contenu. Et puis cette ceuvre
s’inscrit dans une longue historie. Depuis les Romantiques, le vent est devenu un
sujet de la représentation: tableaux montant des cheveux en bataille flottant dans
la tempéte chez Friedrich, nuage déclinés sous toutes leurs formes chez
Turner... Et puis le vent est devenu un matériau a part entiére de las création
avec lI'art moderne: mobiles de Calder, ballons gonflés de Manzoni, Sky Festival
de mouvement japonais Gutai, ou les artistes procédaient a des lachers de
ballons emportant chacun une peinture, Sky Line de Hans Haacke, composé de
ballons blancs gonflés a I'hélium et attachés a une corde, jets de fumée lancés
d’un avion par Robert Morris...

Certes, parfois, quand le vent se fait faible, POD manque d’ampleur. II
aurait peut-étre fallu que I'echelle des diodes lumineuses (et des capteurs) soit
plus grande. Les faibles mouvements du vent auraient peut-étre été montés alors
avec plus de subtilité. Néanmoins une ceuvre d’'une beauté aérienne et poétique.



DANS LE VENT (IN THE WIND), Steve Heimbecker, Voir Montréal - ARTS
VISUELS, 25 Novembre 2004, page 52, par Nicolas Mavrikakis

Fr— En: Google Translate 20200409

In The Wind, Montreal artist Steve Heimbecker of Alberta origin, shows us the
wind! It gives it a materiality and a poetic beauty...

It looks like a modern garden, made up of slender plants, as long as cattails,
sown on a grid of 64 supports, almost pots, placed in a corner of the Oboro
Gallery. At the end of long (metal) stems, green lights add a vegetal connotation
to the whole. Sometimes yellow and red appear at the very end, as if these plants
gave birth to flowers. These lights are constantly in motion, turning on and off,
creating a curious visual dynamic which (if one is not aware of its meaning)
seems arbitrary.

It is the most recent work of multidisciplinary artist Steve Heimbecker. In POD, he
uses a sophisticated technological system, using a series of 64 motion detectors,
placed (this summer) on the roof of the Ex-Centris building, boulevard Saint-
Laurent. These detectors are not there to trigger an anti-theft alarm system, but
to catch the wind! What an amazing project. The information obtained by these
sensors is retransmitted in real time to these coloured indicators, to 2880 light
diodes placed in the gallery on these metal rods. Thus the variations and the
amplitude of the air movements are shown by this coloured scale going from
green to red, passing through yellow. Thanks to this device, the spectator can
visualize the wind, see its waves as if they were in front of a lake with an
undulating surface.

When the wind is blowing hard, the effect is striking. And sometimes the artist
cheats a bit, replacing the live presentation with the recording of a more
remarkable gust. There, the play of lights becomes almost mesmerizing.

Here’s a use of technology where it’s not the gadget and its fascination that
trumps content. And then this work is part of a long history. Since the Romantics,
the wind has become a subject of representation: paintings rising in battle hair
floating in the storm at Friedrich, cloud declined in all their forms at Turner ... And
then the wind became a material in its own right of creation with modern art:
Calder's mobiles, inflated balloons by Manzoni, Sky Festival of Japanese
movement Gutai, where the artists released balloons each carrying a painting,
Sky Line by Hans Haacke, composed of white balloons inflated with helium and
attached to a rope, smoke jets launched from an airplane by Robert Morris...

Certainly, sometimes, when the wind is weak, POD lacks magnitude. Perhaps
the scale of the light-emitting diodes (and sensors) should have been larger. The
weak movements of the wind would perhaps have been mounted then with more
subtlety. Nevertheless, a work of aerial and poetic beauty.
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Petite géographie insulaire

La hutte se découpe a I'’horizon : un mélange rudimentaire de glaise et de
paille colmate les ouvertures dune armature de branches montée en
tressage. Deux cages a homard imbriquées sur le dessus font office d’yeux
donnant a l'abri une apparence vaguement animale. Sur ce site — une
dune de sable interminable s’ouvrant sur une baie d’'un bleu profond —, le
regard avait ’habitude de s’égarer. Mais voila que quelquun y a fait son
nid; I'étrange ilot végétal congu par Christopher Varady-Szabo humanise
I'immensité, lui donne des dimensions habitables. A c6té de cette
intervention artistique qui fait dans la domestication soft, 1’édicule
sanitaire pour les besoins des plaisanciers, friands de la planche a voile ou
du cerf-volant, ne peut que contraster.

La cohabitation entre les pratiques artistiques et les infrastructures de
loisir n’est qu'un des effets fortuits qui aura marqué le Symposium en arts
visuels des Iles-de-la-Madeleine lors de sa quatriéme édition qui a eu lieu
en juin 2004 (1). Sous le cocommissariat de Jean-Yves Vigneau et de
Viviane Paradis, le symposium avait pour titre Les islomanes, terme
inventé par Dlécrivain britannique Lawrence Durrell pour parler de
Iislomanie, ce « dérangement de lesprit qui fait que des gens
apparemment normaux ressentent les effets d'une indescriptible
intoxication a la vue d’une petite parcelle de terre entourée d’eau ». Vue de
loin, peut-étre méme imaginée, l'lle de l'islomane annonce donc une
fascination a distance. Les neuf artistes participants étaient pourtant bien
invités sur place par les commissaires pour réaliser une ceuvre in situ sur
le territoire de l'archipel.

Intervenir de pres, sur le site méme, mais regarder a distance, voila un peu
le paradoxe ou se trouvaient les artistes. Le « fait sur mesure » dicté par
I'in situ ne peut rien contre le fait que I’artiste n’est pas vraiment chez lui;
il est irrémédiablement un étranger en visite. Aux fles, ont rappelé
certains propriétaires, ne s’installe pas qui le veut, ou il le veut. Les
pourparlers et les prospections des artistes, relatés en partie dans les
Livres de bord des Islomanes réunis au centre d’artistes AdMare (2) a la
fin du symposium, ont témoigné de la difficulté de la tache. Refus de
cohabitation, zones protégées, incompatibilité du projet avec le lieu sont
les raisons évoquées pour rendre compte de ce premier contact avec le
territoire.

Avec raison, on objectera que ces obstacles sont communs a la plupart des
projets in situ et autres aventures artistiques hors les murs. On aurait tort
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cependant de ne pas voir ce que la stratégie de l'in situ, désormais quasi
implicite a tous les événements estivaux de cette nature, pouvait apporter
de singulier aux Iles, 14 ot le caractére encore « sauvage » du territoire est
convoité par les touristes, qui par leur arrivée massive depuis les derniéres
années en menacent justement 'intégrité (3). Dans ce contexte, toute «
occupation » des lieux prend des allures suspectes ou du moins intensifie
et rameéne a la conscience les rapports au territoire dans ses usages méme
les plus familiers.

Ces enjeux concernant le territoire ont d’ailleurs été soulevés lors de la
table ronde animée par Alain-Martin Richard (Québec) qui s’est tenue le
deuxiéme dimanche du symposium. Réunissant des acteurs culturel,
communautaire et municipal de ’archipel (4), les échanges portant sur le
théme général de la culture insulaire n’ont pas manqué de rappeler
également, et surtout, certains débats publics qui font l'actualité dans
Parchipel et qui ont trait justement a I’occupation du territoire. Qu’en est-
il de la préservation du patrimoine naturel et culturel des fles en ces temps
de tourisme intensif ? Quelle attitude face au plan d’aménagement
controversé proposé par la municipalité dans un effort de conservation du
patrimoine bati ? Quelle est la juste mesure entre les intéréts individuels
et collectifs quand il est question de revendiquer un droit sur le territoire ?
L’identité insulaire est-elle forcément définie par lisolement, et que
provoque son ouverture aux visiteurs de plus en plus nombreux ? Bref,
avec comme toile de fond ces débats, on pouvait s’attendre a ce que les
interventions artistiques du symposium aient précisément ces enjeux dans
leur mire pour que, avec la distance critique du visiteur-artiste, certaines
de ces questions soit soumises a la réflexion.

Cependant, l'invitation faite aux artistes par les commissaires n’avait pas
nécessairement insisté sur les aspects du « paysage culturel », lesquels
semblent avoir été évoqués sur le tard durant le symposium. Clest
pourquoi, parmi les ceuvres réalisées durant les trois semaines d’activité,
la douce folie insulaire s’est plutét manifestée a l'abri de ces
considérations pour flirter davantage avec une poétique de glaneur.
Quelques ceuvres ont en effet résulté d’éléments industriels ou naturels
prélevés sur les sites. Cette stratégie, qui est une modalité possible de I'in
situ, n’est pas mauvaise en soi et n’est pas non plus incompatible avec une
approche critique du territoire humanisé; la plupart des interventions
avaient moins pour objectif de contraster avec le paysage que de
questionner plus généralement sa naturalisation et I'inévitable processus
d’idéalisation auquel il est soumis.

Glaner, marquer, relever

Au nombre des glaneurs du « naturel », outre Varady-Szabo (Gaspé) au
Parc Jomphe, confronté malgré lui aux activités des férus de la planche,
s'ajoutait Marie Berger (iles-de-la-Madeleine) qui a concu des
personnages colorés a partir de bois de greve pour les fixer face a la mer
pres du Phare du Bourgot. Ces vigiles de fortune souffraient cependant
d’une transposition trop littérale du travail délicat que lartiste fait
habituellement en galerie.

Dans un autre registre, mais travaillant aussi a partir d’éléments naturels,
André Lapointe (Moncton) a sculpté le gres rouge du Nouveau-Brunswick
pour en faire 25 piéces en forme de larves plus ou moins grandes. Les
éléments ont d’abord été réunis sur la plage de la Dune-du-Sud de fagon a
évoquer le déplacement des Acadiens pour ensuite étre dispersés par
lartiste a divers endroits sur les iles afin de leurrer le passant.
Potentiellement confondues avec le grés rouge si caractéristique des
falaises de I’archipel, ces sculptures, supposées naturelles, mais a la forme
insolite, devaient accentuer la propension du promeneur pour la trouvaille
inédite, inévitablement espérée lors d’'une balade sur la plage. Véritables «
appats pour les raconteurs » suggérait Dartiste, ces sculptures

2/6



4/18/2020

https://esse.ca/fr/article/53/Charron-2

Article | Petite géographie insulaire | esse arts + opinions

s’inscrivaient dans la lignée de I'« objet animé » cher aux surréalistes et
proposaient, a travers la feinte, une fine prise en compte du site. Il a fallu
trés peu de temps d’ailleurs pour que quelques-unes de ces sculptures
soient subtilisées.

Dans la veine du land art, une avenue déja explorée quelques années plus
tot au méme endroit, Lapointe, en collaboration avec Serge Dupreuil,
participant a cette édition du symposium et complice des projets
antérieurs, a recouvert une roche de sable noir de la Nouvelle-Ecosse.
Marquage sobre forcément furtif, mimant en cela le mouvement
entropique qui gruge toujours davantage les falaises de grés rouge, le
travail ne se laissait approcher qu’en forgant quelques pas au-dela d’'un
trajet le plus souvent piétiné par les touristes.

Les falaises de la Dune-du-Sud ont aussi fasciné Lilian Cooper
(Amsterdam) qui en a arpenté le relief pour restituer ses moindres détails
sur papier. Ces relevés minutieux, scrupuleusement crayonnés au
quotidien, s’inscrivent dans le projet Coastline, qui était de dessiner
I'intégralité du littoral de I’Atlantique Nord. De cet audacieux projet, peu
cependant devait étre livré au public, I'artiste ayant choisi d’exécuter au
centre AdMare une murale dessinée au grés rouge reprenant, a partir
d’'une photographie, une partie du motif linéaire de la falaise. La
conjonction entre la substance du référent et son motif feignait une
proximité illusoire, 'objet de fascination s’effacant finalement avec la
multiplication des intermédiaires. Cest en cela aussi que le projet,
inachevé et appelé sans doute a le rester, confortait sa nature mythique.

Récupérer, assembler

Une visite au centre de recyclage en début de symposium a fourni a trois
artistes les matériaux nécessaires pour leurs interventions induisant une
modalité de I'in situ forgée a partir d’éléments trouvés. Du nombre, Serge
Dupreuil (Iles-de-la-Madeleine) a utilisé deux réservoirs en métal rouillés
pour redonner sa verticalité a I'’épave du Corfu située depuis 40 ans a la
dune de I'Etang-du-Nord. Faute d’avoir pu étre délogée du sable, la
carcasse de métal a depuis longtemps été rasée a sa base, éventrée au
grand jour. Visiblement un habitué du territoire — un terrain de jeu en
somme puisqu’il y a grandi —, Dupreuil a su se mesurer au colosse de
métal par une intervention relativement simple qu’il a accompagnée d’'un
propos a saveur légendaire sur la provenance du bateau, la Grece, et sa
possible renaissance aux iles aprés toutes ces années. Le geste de I’artiste
montrait en quoi tous les vestiges de tragiques histoires de naufrage
peuvent engager I'imaginaire et semer le doute sur la véracité des histoires
qu’ils engendrent. Il est connu en effet que la population locale comme les
touristes n’ont de cesse de recomposer avec plaisir le récit qui a conduit
ces restes a I’endroit ot ils se trouvent.

Dominic Lefrangois, mieux connu par les gens de l'archipel pour ses
peintures de facture expressionniste, a délaissé les pinceaux pour
intervenir au grand air avec les bancs rouges de 'ancien cinéma Fatima,
aujourd’hui fermé et remplacé par le moins pittoresque Cyrco, un
complexe multisalles a Cap-au-Meule. Lefrancois a mis la main sur le
mobilier délaissé pour le disposer judicieusement sur la Butte-du-Vent et
ses vallons environnants, le point de vue le plus élevé de I'archipel tout
juste apreés Big Hill, situé a I'fle d’Entrée. Ce cinéma ouvert, plus soucieux
de montrer le regardant en train de se regarder et de multiplier les points
de vue plutét que d’en magnifier un seul, s’écartait de la pratique de la
carte postale souvent associée a ces paysages grandioses. Seul le regard
devait finalement étre sollicité par le dispositif de Steve Heimbecker
(Saskatchewan) qui projetait de faire entendre le va-et-vient du vent avec
des sommiers de lits montés sur un cadre en bois évoquant une fenétre
ouverte sur le large. L'intensité déployée par 'artiste pour donner un fini
soigné aux sommiers les a rendus muets alors qu’ils devaient grincer une
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fois agités. Méme le mouvement devenait prisonnier de ce dispositif plutot
encombrant qui faisait oublier que l'artiste avait déja montré dans des
projets antérieurs qu’il savait avec finesse encoder le vent pour lui donner
des envolées plus subtiles.

Dialoguer, s’immiscer

Alors que la plupart des propositions collaient physiquement au site ou
étaient générées par des matériaux puisés a méme le site, les contributions
de Pierre Bourgault (Saint-Jean-Port-Joli) et de Nicolas Dickner (Québec)
ont frayé avec un territoire élargi ou intervenait davantage le facteur
humain, faisant de ces deux projets les plus stimulants du symposium.
Sans toutefois qu’ils aient pris en charge la question du territoire pour les
résonances que lui donnait la conjoncture évoquée plus haut, ces deux
projets étaient moins repliés sur eux-mémes et traduisaient avec plus
d’éloquence l'immersion dans la culture de larchipel. Jeune auteur,
Dickner a tenu un weblog (www.islomanes.net/dickner.htm) dans lequel il
évoquait, presque au jour le jour, le territoire insulaire soit par le relais de
la carte, des toponymes, de 1égendes locales ou de récits personnels. Entre
le factuel et la fiction, les propos de 'auteur commentaient le quotidien
vécu au symposium et rendaient compte de la tessiture complexe du
travail in situ. Les commentaires des lecteurs, impliqués grace a ’espace-
temps relationnel du Web, ont rappelé la dimension extrémement flexible
de cette notion.

De son coté, Pierre Bourgault a adressé un hommage senti a I'intellectuel
militant Pol Chantraine — réalisé en collaboration avec André Lapointe a
partir d’'un bloc de sel sculpté et appelé a fondre avec le temps — pour
ensuite mener un projet dont la réalisation a été semée d’embiiches.
Intéressé d’une part & poursuivre ses trajets sur I'eau avec son zodiaque et
son GPS pour en restituer le dessin sur une carte, il a voulu, d’autre part,
impliquer les pécheurs des iles en sollicitant leurs propres tracés en mer.
Au centre AdMare, Bourgault a fini par réunir le tracé erratique d’un
pécheur agé quasi aveugle, témoignant d’'un rapport au territoire maritime
ou le tatonnement personnalisé I'emportait sur la grille systématique
qu’une logique commerciale est en droit de programmer. Tout le caractére
artisanal du métier refaisait surface ainsi que la lente quéte du pécheur
que le travail sur les cotes et en haute mer permettent rarement de jauger
de visu. Les trajets en mer, sur trois ans, d'un autre pécheur figuraient
aussi sur le mur, accumulation des trajets définissant moins un tracé
quune délicate trainée de poudre autour de larchipel; l'important
brouillage des données minait la fonction initiale du GPS, lui donnant une
fonction poétique insoupconnée. La participation finalement réduite des
pécheurs, peu enclins a partager avec I'étranger un savoir transmis de pere
en fils, aura forcé I'artiste a constater les limites de son intervention. Pour
celui qui prétend cultiver un art de plus en plus effacé, il devenait évident,
au bout des trois semaines du symposium, que c’étaient bien les pécheurs
qui l'avaient transformé, et non lui qui avait pu opérer quelques
modifications en eux. Ainsi, méme devant une situation qu’il croyait
pouvoir maitriser, 'artiste admettait devoir se parer de respect et de
modestie.

Ces limites de l'intervention, Alain-Martin Richard les aura lui aussi
mesurées alors que le temps a la radio locale qui lui avait été accordé pour
informer la population des activités du symposium a été considérablement
réduit. Les responsables de la radio ont en effet résisté a laisser toute la
marge de manceuvre souhaitée par Richard dans la fagon de réaliser ses
capsules d’informations, mais les deux partis ont finalement compris que
cette collaboration ne pouvait pas faire I’économie d’un apprivoisement
réciproque et d’'une ouverture a l'autre. Au terme de I'événement, une
émission spéciale d'une heure a été congue a laquelle Jocelyn Robert
(Québec) a également contribué au moyen d’échantillonnages sonores et
d’entrevues réalisées avec les artistes du symposium. Durant cette

4/6



4/18/2020

https://esse.ca/fr/article/53/Charron-2

Article | Petite géographie insulaire | esse arts + opinions

émission, chaque participant a vu son portrait tracé en mots et en
musique sur les ondes; sans étre un exercice complaisant de
personnification du travail artistique, ce projet s’est affiché comme un
travail exploratoire intelligent — dans la forme et dans le contenu —, mais
aussi comme une brillante fagon de documenter ’événement avant qu’il
ne soit complétement consommeé, ce que la formule du symposium permet
difficilement de contourner. Du reste, si Richard et Robert ont voulu que
la cueillette sonore traduise des ambiances captées sur le vif, ils ont aussi
fouillé dans un répertoire musical déja existant et parfois spécifique aux
fles. Par exemple, un air de Yvon Quinn a été diffusé lors d’'une émission
hebdomadaire consacrée au symposium. Si le nom de Quinn alimente
encore les histoires chez les résidants et que le minuscule musée de I'ile
d’Entrée lui a édifié un hotel depuis sa mort en 2002 — son fidéle chapeau
de cowboy, des photos et sa guitare en guise de fétiches —, c’est que le
personnage cumulait de facon singuliére les fonctions de maire, d’épicier
et de musicien amateur.

En plus d’offrir une avenue ou la population locale était mise a
contribution, la radio s’est révélée un moyen de communication puissant
pour I'événement qui proposait d’étendre ses limites a l'ensemble de
Parchipel, un défi de taille a relever. La dispersion des ceuvres, leur
camouflage sur le site, réduisaient considérablement leur visibilité,
marquant une rupture avec un symposium de peinture mieux connu de la
population qui établi ses pénates sur la Grave-a-Havre-Aubert. L’autre
mérite du symposium est d’avoir multiplié les ponts entre les artistes et la
population en organisant notamment des 5 a 7 au cours desquels les
artistes ont tour a tour présenté leur travail devant un public varié (5). La
réussite de cette formule était sans équivoque, le cycle coutumier de la
saison touristique s’en voyait modifié et les cafés de l'archipel ouvraient
plus t6t que d’habitude. Ce symposium aura proposé une facon de faire de
I'in situ qui ne réduisait pas le lieu a une surface d’inscription physique,
mais qui tenait compte parfois de la population, au risque de donner au
projet artistique une direction inattendue ou de le voir apprécier aussi
pour ses effets secondaires.

NOTES

(1) L’auteure remercie I'Office du tourisme des Iles-de-la-Madeleine et la
compagnie C.T.M.A. pour lui avoir gracieusement offert le déplacement en
bateau jusqu’a I'archipel.

(2) L’exposition s’est tenue du 21 juin au 11 juillet 2004. Initié par le
regroupement des artistes professionnels en arts visuels des Iles-de-la-
Madeleine, le centre d’artistes AdMare, voué a l'art actuel, inaugurait ses
nouveaux locaux a Cap-aux-Meules avec 'ouverture du symposium.

(3) Larrivée des touristes en saison estivale fait presque tripler la
population de l'archipel et engendre d’importants problemes dans la
gestion des services, dont celui de 'approvisionnement en eau potable.

(4) Etaient présents a cette table ronde : Micheline Couture, propriétaire
de la défunte galerie Point sud; Claude Richard, agent de développement
pour la Conférence générale des élus de la Gaspésie et des Iles-de-la-
Madeleine; et Réjeanne Lapierre, citoyenne. L'urbaniste Serge Bourgeois,
impliqué dans le projet d’aménagement du territoire, devait également
participer a la discussion, mais s’est finalement désisté.

(5) Une exposition collective réunissant quelques ceuvres des artistes
participant au symposium a également été présentée au Musée de la mer a
Havre-Aubert afin de contextualiser les pratiques de chacun.
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[In French]
Small island geography

The hut stands out on the horizon: a rudimentary mixture of clay and
straw clogs the openings of a frame of branches mounted in braiding. Two
nested lobster cages on top serve as eyes, making the shelter look vaguely
animal. On this site - an endless sand dune opening onto a deep blue bay -
the gaze used to get lost. But now someone has made a nest there; the
strange vegetable island designed by Christopher Varady-Szabo
humanizes the vastness, gives it habitable dimensions. Beside this artistic
intervention which makes in soft domestication , the sanitary building for
the needs of boaters, fond of windsurfing or kite flying, can only contrast.

The coexistence between artistic practices and leisure infrastructures is
only one of the fortuitous effects which marked the Symposium in visual
arts of the Magdalen Islands during its fourth edition which took place in
June 2004 (1 ). Under the joint supervision of Jean-Yves Vigneau and
Viviane Paradis, the symposium was entitled Les islomanes, a term coined
by British writer Lawrence Durrell to speak of isomania, that "mind
disturbance that causes seemingly normal people to experience the effects
of indescribable intoxication at the sight of a small patch of land
surrounded of water ”. Seen from afar, perhaps even imagined, the island
of the Islomane therefore announces a fascination from a distance. The
nine participating artists were nevertheless well invited on site by the
curators to produce a work in situ on the territory of the archipelago.

Intervening closely, on the site itself, but watching from a distance, is a bit
of a paradox where the artists were. The "custom made" dictated by the in
situ can do nothing against the fact that the artist is not really at home; he
is irretrievably a visiting stranger. In the Islands, reminded some owners,
does not settle who wants it, where he wants it. The talks and prospecting
by the artists, reported in part in the Islomaniac's Logbooks gathered at
the AdMare artist center (2) at the end of the symposium, testified to the
difficulty of the task. Refusal of cohabitation, protected areas,
incompatibility of the project with the place are the reasons mentioned to
account for this first contact with the territory.

With good reason, it will be objected that these obstacles are common to
most in situ projects and other artistic adventures outside the walls. It
would be wrong, however, not to see what the in situ strategy, now almost
implicit in all summer events of this nature, could bring to the islands,
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where the still "wild" nature of the territory is coveted by tourists, who by
their massive arrival in recent years threaten its integrity (3). In this
context, any "occupation” of places takes on suspicious looks or at least
intensifies and brings back to consciousness the relationships with the
territory in its very most familiar uses.

These issues concerning the territory were also raised during the round
table chaired by Alain-Martin Richard (Quebec) which was held on the
second Sunday of the symposium. Bringing together cultural, community
and municipal actors from the archipelago (4), the exchanges on the
general theme of island culture did not fail to also recall, and above all,
certain public debates that make the news in the archipelago and which
relate precisely to the occupation of the territory. What about the
preservation of the natural and cultural heritage of the Islands in these
times of intensive tourism? What attitude towards the controversial
development plan proposed by the municipality in an effort to conserve
the built heritage? What is the right balance between individual and
collective interests when it comes to claiming a right in the territory? Is
the island identity necessarily defined by isolation, and what causes its
opening to more and more visitors? In short, with these debates as a
backdrop, one could expect that the artistic interventions of the
symposium would have precisely these issues in their sights so that, with
the critical distance of the visitor-artist, some of these questions be
submitted to the reflection.

However, the invitation made to the artists by the curators did not
necessarily emphasize the aspects of the "cultural landscape", which seem
to have been mentioned late during the symposium. This is why, among
the works produced during the three weeks of activity, the sweet insular
madness rather manifested itself free from these considerations to flirt
more with a poetic gleaner. Some works have indeed resulted from
industrial or natural elements taken from the sites. This strategy, which is
a possible modality of in situ, is not bad in itself and is not incompatible
with a critical approach to humanized territory;

Glean, mark, raise

Among the “natural” gleaners, in addition to Varady-Szabo (Gaspé) at
Parc Jomphe, confronted despite himself with the activities of board
enthusiasts, was added Marie Berger (fles-de-la-Madeleine) who designed
characters colored from driftwood to fix them facing the sea near the
Phare du Bourgot. These makeshift vigils, however, suffered from a too
literal transposition of the delicate work that the artist usually does in the

gallery.

In another register, but also working from natural elements, André
Lapointe (Moncton) sculpted New Brunswick red sandstone to make 25
pieces in the shape of larger or smaller larvae. The elements were first
gathered on the Dune-du-Sud beach in order to evoke the displacement of
the Acadians, then to be dispersed by the artist to various places on the
islands in order to lure the passer-by. Potentially confused with the red
sandstone so characteristic of the cliffs of the archipelago, these
sculptures, supposedly natural, but with an unusual shape, were to
accentuate the propensity of the walker for the novel find, inevitably
hoped for during a stroll on the beach. True "baits for storytellers"
suggested the artist, these sculptures were in line with the "animated
object" dear to the surrealists and proposed, through the pretense, a
careful consideration of the site. It took very little time, moreover, for
some of these sculptures to be stolen.

In the vein of land art , an avenue already explored a few years earlier in
the same place, Lapointe, in collaboration with Serge Dupreuil,
participating in this edition of the symposium and accomplice of previous
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projects, covered a rock with black sand from New- Scotland. Obviously
stealthy sober marking, mimicking in this the entropic movement which is
always eroding the red sandstone cliffs, the work could only be
approached by forcing a few steps beyond a route most often trampled by
tourists.

The cliffs of the Dune-du-Sud also fascinated Lilian Cooper (Amsterdam)
who surveyed the relief to restore its smallest details on paper. These
meticulous readings, scrupulously sketched daily, are part of the Coastline
project, which was to draw the entire North Atlantic coastline. Of this
daring project, however, little had to be delivered to the public, the artist
having chosen to execute a mural drawn in red sandstone at the AdMare
center, using part of the linear cliff motif from a photograph. The
conjunction between the substance of the referent and its motive feigned
an illusory proximity, the object of fascination finally disappearing with
the multiplication of intermediaries. It is in this also that the project,
incomplete and undoubtedly called to remain so, reinforced its mythical
nature.

Recover, assemble

A visit to the recycling center at the start of the symposium provided three
artists with the materials necessary for their interventions, inducing an in
situ modality forged from elements found. Of the many, Serge Dupreuil
(Iles-de-la-Madeleine) used two rusted metal tanks to restore the
verticality to the wreck of the Corfu located for 40 years at the dune of
Etang-du-Nord. Without being able to be dislodged from the sand, the
metal carcass has long since been shaved at its base, ripped open.
Obviously a regular in the territory - a playground in short since he grew
up there -, Dupreuil knew how to measure himself against the metal
colossus by a relatively simple intervention which he accompanied with a
legendary talk about the origin of the boat, Greece, and its possible rebirth
in the Islands after all these years. The artist's gesture showed how all the
vestiges of tragic shipwreck stories can engage the imagination and sow
doubt about the veracity of the stories they generate. It is known indeed
that the local population as the tourists do not cease ceaselessly
recomposing the story which led these remains to the place where they
are.

Dominic Lefrancois, better known by the people of the archipelago for his
expressionist paintings, abandoned the brushes to intervene in the fresh
air with the red benches of the old Fatima cinema, now closed and
replaced by the less picturesque Cyrco , a multi-room complex in Cap-au-
Meule. Lefrancois got hold of the abandoned furniture to place it
judiciously on the Butte-du-Vent and its surrounding valleys, the highest
point of view of the archipelago just after Big Hill, located at Entry Island .
This open cinema, more concerned with showing the viewer looking at
itself and multiplying the points of view rather than magnifying a single
one, deviated from the practice of the postcard often associated with these
grandiose landscapes. Only the eye should finally be solicited by the device
of Steve Heimbecker (Saskatchewan) who planned to make the coming
and going of the wind heard with box springs mounted on a wooden frame
evoking a window open to the sea. The intensity deployed by the artist to
give a neat finish to the box springs made them mute when they had to
creak when agitated. Even the movement became prisoner of this rather
bulky device which made one forget that the artist had already shown in
previous projects that he knew how to finely encode the wind to give it
more subtle take-offs.
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Dialog, intrude

While most of the proposals physically stuck to the site or were generated
by materials drawn directly from the site, the contributions of Pierre
Bourgault (Saint-Jean-Port-Joli) and Nicolas Dickner (Quebec) spawned
with an enlarged territory where the human factor was more involved,
making these two most stimulating projects of the symposium. Without,
however, having taken charge of the question of territory for the
resonances given to it by the conjuncture mentioned above, these two
projects were less withdrawn and reflected with more eloquence the
immersion in the culture of the region. 'archipelago. Young author,
Dickner kept a weblog (www.islomanes.net/dickner.htm) in which he
evoked, almost from day to day, the island territory either by relaying the
map, place names, local legends or personal stories. Between the factual
and the fiction, the author's comments commented on the daily life lived
at the symposium and reflected the complex range of the work in situ. The
comments of readers, involved thanks to the relational space-time of the
Web, recalled the extremely flexible dimension of this concept.

For his part, Pierre Bourgault addressed a felt tribute to the militant
intellectual Pol Chantraine - made in collaboration with André Lapointe
from a block of sculpted salt and called to melt over time - to then lead a
project whose realization was full of pitfalls. Interested on the one hand to
continue his journeys on the water with his zodiac and his GPS to restore
the drawing on a map, he wanted, on the other hand, to involve the
fishermen of the islands by soliciting their own tracks at sea. At the
AdMare center, Bourgault ended up bringing together the erratic route of
an almost blind elderly fisherman, testifying to a relationship with the
maritime territory where personalized trial and error prevailed over the
systematic grid that a commercial logic is entitled to program. All the
artisanal character of the trade resurfaced as well as the slow quest of the
fisherman that the work on the coasts and on the high seas rarely allow to
gauge visually. Another fisherman's journeys at sea over three years also
appeared on the wall, the accumulation of journeys defining less a route
than a delicate trail of powder around the archipelago; the significant
scrambling of data undermined the initial function of GPS, giving it an
unsuspected poetic function. The ultimately reduced participation of
fishermen, unwilling to share knowledge passed down from father to son
with foreigners, forced the artist to see the limits of his intervention. For
the one who claims to cultivate an art more and more erased, it became
obvious, at the end of the three weeks of the symposium, that it was
indeed the fishermen who had transformed him, and not him who had
been able to make some modifications in them. So even when faced with a
situation he believed he could master, the artist admitted that he had to
adorn himself with respect and modesty.

Alain-Martin Richard will also have measured these limits of the
intervention, while the time he had been given on the local radio to inform
the population of the activities of the symposium was considerably
reduced. The radio officials indeed resisted leaving all the leeway desired
by Richard in the way of producing his news capsules, but the two parties
finally realized that this collaboration could not save a mutual taming and
from one openness to another. At the end of the event, a one-hour special
program was designed, to which Jocelyn Robert (Quebec) also contributed
by means of sound samples and interviews with the artists of the
symposium. During this broadcast, each participant saw his portrait
drawn in words and music on the air; Without being a complacent
exercise in the personification of artistic work, this project was displayed
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as an intelligent exploratory work - in form and content -, but also as a
brilliant way of documenting the event before it was completely
consumed, which the symposium formula makes it difficult to get around.
Moreover, if Richard and Robert wanted the sound picking to translate
atmospheres captured on the spot, they also delved into an already
existing musical repertoire and sometimes specific to the Islands. For
example, an air by Yvon Quinn was broadcast during a weekly program
devoted to the symposium.

In addition to offering an avenue where the local population was involved,
the radio proved to be a powerful means of communication for the event
which proposed to extend its limits to the whole of the archipelago, a
challenge of size to raise. The dispersion of the works, their camouflage on
the site, considerably reduced their visibility, marking a break with a
painting symposium better known to the population who established their
penates on the Grave-a-Havre-Aubert. The other merit of the symposium
is to have multiplied the bridges between the artists and the population by
organizing 5 to 7 in particular during which the artists took turns
presenting their work to a varied audience (5). The success of this formula
was unequivocal, the customary cycle of the tourist season was modified
and the cafes of the archipelago opened earlier than usual. This
symposium will have proposed a way of doing in situ that did not reduce
the place to a physical registration area, but which sometimes took into
account the population, at the risk of giving the artistic project an
unexpected direction or seeing it also appreciate for its side effects.

NOTES

(1) The author thanks the iles-de-la-Madeleine Tourist Office and the
company CTMA for having kindly offered her the boat trip to the
archipelago.

(2) The exhibition was held from June 21 to July 11, 2004. Initiated by the
grouping of professional visual artists from the Magdalen Islands, the
AdMare artist center, devoted to contemporary art , inaugurated its new
premises in Cap-aux-Meules with the opening of the symposium.

(3) The arrival of tourists in the summer season almost triples the
population of the archipelago and creates major problems in the
management of services, including that of drinking water supply.

(4) The following were present at this round table: Micheline Couture,
owner of the now defunct Point sud gallery; Claude Richard, development
officer for the General Conference of elected officials of the Gaspé and the
Magdalen Islands; and Réjeanne Lapierre, citizen. The urban planner
Serge Bourgeois, involved in the land-use planning project, was also to
participate in the discussion, but ultimately withdrew.

(5) A group exhibition bringing together a few works by the artists
participating in the symposium was also presented at the Musée de la mer
in Havre-Aubert in order to contextualize everyone's practices.
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ISEA 2004:

FAIRE L'HISTOIRE DANS L'EVENEMENTIEL

Une autre manieér:

e d'exploiter I'événementiel est celui
du modéle des machines qui se parlent entre elles. Dans
plusieurs de ces ceuvres, le spectateur devient le témoin
d’un échange entre différents dispositifs exploitant le
fantasme de la téléprésence. Le spectateur demeure

un spectateur tiers, il assiste, contemplatif, i

I"échange
ritualisé entre des disposiufs complexes.

Clest le cas notamment de l'installation Pod, de Steve
Heimbecker, reliant deux points géographiques relati-
vement éloignés, Montréal-Helsinki, devenus jardins
électroniques en dialogue. Un paysage industriel et
mécaniste (le toit de la Fondation Daniel Langloss), un
paysage organique et lumino-cinétique (I'installation au
Musée Kiasma), proposant un petit bosquet de 48 ar-
bres incandescents animés par la force du vent. Lartiste
a mis au point un systéme de capteur éolien”, le Wind
Amay Cascade Machine (WACM), pour son nstallation
utilisant les données provenant de ce IWACM, installé

sur le toit d'Ex-Centris, 3 Montréal. Pod a également
été présentée 3 Montréal, chez Oboro’, qui proposait,
en complément trés pertinent a l'installation en gale-
rie, une bande vidéo du jardin mécaniste représentant
I"activité du vent sur le toit de la Fondation Langlois
Cetre installation de Heimbecker, trés réussie, favorise
le recucillement contemplatf du spectateur. Dans cha-
cune de ces séquences correspondant i des moments

uniques, la technologie se trouve mise i profit par la

poétique de I'ccuvre. La responsabilité de la « parole »,
dans la définition saussurienne du terme, est ici com-
plétement assumée par l'installation.

Mais ceci n'est pas toujours le cas. Pour plusicurs aeu-
vres, malheureusement, « le comment ¢’est fait » prime
sur « ce qui est montré ». Le spectateur aura ainsi be-
soin d'une démonstration élaborée pour comprendre
comment le signal qui anime le dispositif est le résultat
d'un décodage sophistiqué. En toute franchise, j'ajou-
terai méme qu'il y a des exemples ot la lourdeur de
la technique n'accouchera méme pas de la plus petite
souris. Voili peut-étre ma seule critique a la présenta-
tion extraordinairement professionnelle de cette der-
niére édition d'ISEA : quand la technique vaut pour
ses propres prouesses, on cherche en vain l'essence de

I'ceuvre.

JoANNE LALONDE

Article Excerpt -
Not original layout
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Une autre maniére d'exploiter I'événement est celui du modéle des
machines qui se parlent entre elles. Dans plusiers de ces ceuvre, le spectateur
devient le ttmoin d'un échange entre differents dispositifs exploitant le fantasme
de la téléprésence . Le spectateur demeure un spectateur tiers, il assiste,
contemplatif, a I'echange ritualisé entre de dispositifs complexes.

C'est le cas notamment de l'installation POD, de Steve Heimbecker, reliant
deux points géographiques relativement éloignés, Montréal-Helsinki, devenues
jardins électroniques en dialogue. Un paysage industriel et mecaniste (le toit de
la Fondation Daniel Langlois), un paysage organique et lumino-cinétique
('installation au Musée Kiasma), proposant un petit bosquet de 48 arbres
incandescents animés par la force du vent. L'artiste a mis au point un systeme
de capteur éolien, le Wind Array Cascade Machine (WACM), pour son
installation utilisant les donnés provenant de ce WACM, installé sur le toit d'Ex-
Centris, a Montréal. POD a également été présentée a Montréal, chez Oboro, qui
proposait, en complément trés pertinent a l'installation en galerie, une bande
vidéo du jardin mecaniste représentant l'activité de vent sur le toit de la
Fondation Langlois. Cette installation de Heimbecker, treés réussie, favorise le
recueillement contemplatif de spectateur. Dans chacune de ces séquences
corresondant a des moments uniques, la technologie se trouve mise a profit par
la poétique de I'ceuvre. La responsabilité de la "parole", dans la définition
saussurienne du terme, est ici complétement assumée par l'installation.

Mais ceci n'est pas toujours le cas. Pour plusieurs ceuvres,
malheureusement , "le comment c'est fait" prime sur "ce qui est montré". Le
spectateur aura ainsi besoin d'une démonstration élaborée pour comprendre
comment le signal qui anime le dispositif est le résultat d'un décodage
sophistiqué. En toute franchise, j'ajouterai méme qu'il y a des exemples ou la
lourdeur de la technique n'accouchera méme pas de la plus petite souris. Voila
peut-étre ma seule critique a la présentation extraordinairement professionnelle
de cette derniére édition d'ISEA: quand la technique vaut pour ses propres
prouesses, on cherche en vain l'essence de l'ceuvre.



Actualities / Expositions Helsinki ISEA 2004: Faire
I'histoire dans I'evenementiel, ETC Revue de l'art
Actuel #69, Montréal, QC Spring 2005, by Joanne Lalonde

fr > en translation - Google - September 2012

ETC Current Art Journal # 69, Actualities / ISEA 2004 Helsinki Exhibition: Making
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by Joanne Lalonde

Another way to exploit the event is that the model of machines that talk to
each other. In SEVERAL of these works, the viewer becomes the withess an
exchange between different devices exploiting the fantasy of telepresence. The
viewer remains a spectator third attends, contemplative, ritualized exchange
between complex devices.

This is particularly the case of the installation POD, Steve Heimbecker,
connecting two points relatively distant geographical, Montreal Helsinki, gardens
become electronic dialogue. An industrial landscape and mechanistic (the roof of
the Daniel Langlois Foundation), a landscape and organic lumino-kinetic
(installation at the Museum Kiasma), offering a small grove of 48 trees glowing
driven by the wind. The artist has developed a system of sensor wind, Wind
Array Cascade Machine (WACM) for installation using the data obtained from this
WACM installed on the roof of Ex-Centris in Montreal. POD has also been
presented in Montreal at Oboro, who proposed, in addition very relevant for the
installation in the gallery, a video of the garden mechanistic representing the
activity of wind on the roof of the Daniel Langlois Foundation. This installation
Heimbecker, very successful, encourages contemplation contemplative viewer. In
each of these sequences correspond at times unique technology is harnessed by
the poetical work. Responsibility of the "word" in the Saussurean definition of the
term, is here completely assumed by the installation.

But this is not always the case. In several works, unfortunately, the 'how
it's done' premium 'which is shown'. The viewer will need a well developed to
demonstrate how the signal that drives the system is the result of sophisticated
decoding. Frankly, | will add that there are examples where the heaviness of the
technique gives birth not even the smallest mouse. This may be my only criticism
extraordinarily professional presentation of this latest edition ISEA: when the
technique is for his own prowess, one looks in vain for the essence of the work.



George’s Column — Seeing Wind #4803B, Edmonton, AB.
June 29 -July 06, 2005, By George Lee

When Steve Heimbecker and | went to separate colleges together, a professor
told him: “I’'m not sure what it is you’re doing. But keep doing it.” Lately, what he’s
been doing is sculpting sound.

We became friends while | attended the Southern Alberta Institute of Technology
in Calgary. The journalism students tended to drift over to the Alberta College of
Art, because the apprentice welders and such would have little to do with us.
There | met Steve, a farm boy from near Biggar, Sask., who knew how to drive a
tractor and curl 10 ends. He had the kind of upbringing that, you would think,
inspires people to paint grain elevators.

The first of his glue paintings looks over me as | write this column. Steve gave it
to me more than 20 years ago, and then we lost touch. It’s a self-portrait, and
some of its outlines and contours are made of glue.

When | Googled Steve a few weeks ago, | found out he lives in Montreal and
would soon be in Edmonton for an arts festival. We met up at his opening.
Little lights line the 64 vertical strands of his square installation, called Pod.
Shades of green, yellow and, finally, at the top, red, cascade to life. The higher
the lights reach, the greater the intensity of the wind — on a Montreal rooftop.
There, corresponding strands holding sensors bow in the wind. Thanks to
computer technology, a live stream of data traverses the country to turn this
movement into lights.

Soundlessly.

Contrary to what you’ve been told, artists don’t always smirk at irony.
“So,” | said, smirking. “This sound installation makes no sound.”

“Yes,” said Steve, not smirking. Wind is like sound because they both move
invisibly in waves, Steve patiently explained. Both interact with whatever they
strike.

“It's very soothing,” | said, as we watched Pod’s gentle rhythms.
| gather my comment was a little like saying, “This velvet Elvis will look great in
my living room,” because Steve just smiled.



George’s Column — Seeing Wind #4803B, Edmonton, AB.
June 29 -July 06, 2005, By George Lee

| heard someone else compare Pod to a flickering fire. Another person said it was
like a cityscape at night, as you drive along the outskirts. Art affects people in
different ways. And not all art hangs on the wall behind the couch.

Still, where are those paintings of elevators?

Shedding a little light and sound on Steve’s art are the liner notes for the
Enormouslessness of Cloud Machines, a two-disk compilation of his installations.
The past is smells and imagery for most of us. For Steve, it is also sounds.

He writes of the sound curling rocks make over pebbled ice. Of radio jingles
repeating themselves in his head in the key of a tractor’s engine, as he drove
progressively smaller rounds of the field. Of the electrical crackle of the Northern
Lights.

So at its most obvious level, Pod is simply grain dancing with the wind. Silently.
But that’s a simplistic explanation. Beyond that, | have no idea what Steve
Heimbecker is up to. | do, however, agree with his college teacher — he should
keep doing it.
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EN HAUT, DE GAUCHE A DROITE
ET DE HAUT EN BAS ©

Theo Strandbeest X
CE e
ELF- tluyuk Life forms,

nstallation).
Steve Heimbecker & Qube Assemblage,
POD - Wind Array Cng::t Machine, 2003
nstallation).
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Sabring Mo% Translator II: Grower, 2004
installation).
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sur la place principale de Linz : la
Hauptplatz. Appartenant a la
série des Strandbeest, ces ani-
maux de plage sont principale-
ment constitués de tuyaux en
plastique jaune qui leur conférent
des allures de squelettes. Elles
aussi ont été congues par ordina-
teur avant d'étre assemblées.
Elles aussi évoquent les théories
darwiniennes, puisque seules les
plus résistantes ont survécu aux
précédentes performances avant
de subir quelques modifications
des mains de l'artiste, du créa-
teur. Mais, a l'instar des étranges
machines de Léonard de Vinci,
combien d'entre elles n'ont pas
dépassé 'état de projet ou sont
restées inachevées ? C'est l'artiste
lui-méme qui les fait se mouvoir
lorsque ce n‘est pas le vent. Theo
Jansen, durant les performances,
semble totalement absorbé par
ses créatures qui répondent avec
précision a ses stimulations. Une
chorégraphie s'installe alors, ol
I'nomme et la béte semblent
fusionner...

IMITER LA NATURE
Bien d'autres espéces peuplent la
ville durant le festival. Les ELF

(Electronic Life Forms), congus
par les artistes allemands Pascal
Glissmann et Martina Hofflin,
sont accrochés aux branches de
plantes situées 3 l'intérieur du
Brucknerhaus et tentent d'attirer
I'attention des visiteurs 3 I'aide
de sons et de mouvements. Ces
petites créatures, composées de
transistors, condensateurs et
autres résistances, sont alimen-
tées par les rayons du soleil et
évoquent, par conséquent, la
photosynthése.

L'idée d'Aristote selon laquelle
I'art consiste a imiter la nature
semble encore se vérifier a I'ob-
servation du petit robot nommé
Translator II: Grower, de I'artiste
américaine Sabrina Raaf. Ce der-
nier se déplace lentement le long
d'un mur et traite les informa-
tions, relatives a la quantité de
CO: dans I'atmosphére, qui pro-
viennent de capteurs situés plus
haut dans la piéce. Selon des
intervalles réguliers, il trace alors
des traits verticaux de couleur
verte, dont la hauteur témoigne
du taux d'oxyde de carbone émis
par les visiteurs. L'activité de ce
robot dépend par conséquent de
celle des hommes et des femmes
qui l'observent. Ajoutons a cela
que le titre de |'ceuvre, contenant
le terme anglais “grow” (pous-
ser), ne peut qu'inciter ces der-
niers a envisager les lignes vertes
qui recouvrent la base des murs
de la piéce comme autant de
brins d'herbe. Translator II:
Grower, lorsqu'il reproduit un
phénoméne naturel, pose une
fois encore la question du rap-
port entre le naturel et I'artificiel.

LA CAPTATION DU REEL

Le festival Ars Electronica, bien
que s‘articulant autour de thé-
matiques chaque année diffé-
rentes, permet d'observer |'évolu-
tion des pratiques artistiques
liées aux technologies et médias.

On remarque ainsi que la capta-
tion du réel, 4 I'aide de dispositifs
intégrant microphones, caméras
et autres capteurs en tout genre,
est une pratique en trés nette
expansion. Linstallation POD -
Wind Array Cascade Machine du
Canadien Steve Heimbecker
nécessite, a elle seule, pas moins
de 64 capteurs de mouvement.
Ceux-ci, installés sur le toit d'un
batiment situé & Montréal, enre-
gistrent la vitesse et la direction
du vent. Les données ainsi collec-
tées permettent, en temps réel
via le réseau Internet, d'allumer
ou éteindre les multiples LED
(Light Emitting Diodes) qui com-
posent la sculpture installée a
I'OK Centrum fiir Gegenwartskunst
de Linz. La représentation tridi-
mensionnelle d'un vent soufflant
outre-Atlantique s'offre alors au
regard des spectateurs du festi-
val. Ceux-ci, en observant I'invi-
sible, sont aussi les témoins d'un
ailleurs.

REALITE AUGMENTEE

Lartiste irlandais John Gerrard
capte lui aussi le réel lorsqu'il
présente The Lodder. Linstal-
lation participe de ce que |'on
nomme la réalité augmentée, ou
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La captation du réel

Le festival Ars Electronica, bien que s’articulant autour de thé- matiques chaque
année diffé- rentes, permet d’observer I’évolu- tion des pratiques artistiques liées
aux technologies et médias.

On remarque ainsi que la capta- tion du réel, a 'aide de dispositifs intégrant
microphones, caméras et autres capteurs en tout genre, est une pratique en tres
nette expansion. L'installation POD - Wind Array Cascade Machine du Canadien
Steve Heimbecker nécessite, a elle seule, pas moins de 64 capteurs de mouvement.
Ceux-ci, installés sur le toit d'un batiment situé a Montréal, enre- gistrent la vitesse
et la direction du vent. Les données ainsi collec- tées permettent, en temps réel via
le réseau Internet, d’allumer ou éteindre les multiples LED (Light Emitting Diodes)
qui com- posent la sculpture installée a I’'OK Centrum fiir Gegenwartskunst de Linz.
La représentation tridi- mensionnelle d'un vent soufflant outre-Atlantique s’offre
alors au regard des spectateurs du festi- val. Ceux-ci, en observant I'invi- sible, sont
aussi les témoins d’un ailleurs.

Capturing the real
The Ars Electronica festival, although organized around different themes each year,
allows observing the evolution of artistic practices linked to technologies and media.

We note that the capture of reality, using devices integrating microphones, cameras
and other sensors of all kinds, is a practice in very clear expansion. POD - Wind
Array Cascade Machine by Canadian Steve Heimbecker alone requires no less than
64 motion sensors. These, installed on the roof of a building located in Montreal,
record the wind speed and direction. The data thus collected enables the multiple
LEDs (Light Emitting Diodes) which make up the sculpture installed at the OK
Centrum fiir Gegenwartskunst in Linz, to be switched on or off in real time via the
Internet. The three-dimensional representation of a wind blowing across the
Atlantic is then offered to the spectators of the festival. These, observing the
invisible, are also witnesses of elsewhere.

(fr > en Google Translate April 2020)



Steve Bates - Director of Send and Receive Festival of Sound,

1998-2004
Director’s statement, February, 2006 for the release of the live CD Sonic Waking
2005 by SKS: Ken Gregory, Shawn Pinchbeck, Steve Heimbecker

The recordings on this cd mark the beginnings of Send + Receive: A Festival of
Sound, a festival which | directed until 2004. On November 21, 1998, a crowd of
about 100 people gathered in the Bulman Student Centre at the University of
Winnipeg. No one was sure what to expect from the pile of gear installed in the
middle of the room surrounded by some chairs, and four speakers (a
quadraphonic mix).

While Ken, Steve and Shawn began to play, the audience took up the 'invitation'
to gather round. Chairs were slid to the side. The performance gradually built up
layers of sound and then something totally unexpected happened. The crowd
began to circle, mostly counterclockwise, in a slow orbit around the artists,
moving into and out of different sound fields, creating their own ‘mix’, erasing the
role of ‘passive’ audience and encouraged active participation, one that
celebrates improvisation, and rewards people for getting off their asses. It was a
spontaneous and beautiful reaction, to this day one of my favourite moments of
Send + Receive.

- steve bates

February 2006

send + receive [001]: a festival of sound

ding
erformance for a quad soun
system re-mixed for stereo )
con\gact disc january 20, 21, 48 - ’ e
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From Process to the Sound City (3rd part)
The place in-itself, Songs of Place by Steve Heimbecker

Songs of Place, a series of sound portraits of urban and rural places
(Halifax, Montreal, Vancouver) initiated by the tireless Steve Heimbecker
in the year 2000, is the latest stop on our journey to the heart of art and
the renewal of formal repertories. This elaborate, multi-perspective work
evolved in accordance with the artist’s travels, often occasioned by
invitations or artist residencies in Canada. Songs of Place was created
in the context of a residency at Oboro, a vital and atypical player on the
Montreal scene (www.oboro.net), and came out in the spring of 2005.
Using multiple recordings produced over a brief period of time, these
works seek to capture the sound space that is specific to a place, so as
to reveal the place in-itself. It is a journey to the heart of a place’s
physical resonance, an interior journey that transcends the world of the
senses.

The series Songs of Place is as difficult to categorize as Steve Heimbecker
himself. It is a visual and sound work that fully engages the audience’s senses
and sensibilities. This work is at the crossroads of electroacoustic
composition, soundscape and acoustic ecology, video editing and sound
sculpture. Category aficionados, beware! Steve Heimbecker is the perfect
illustration of the Nietzschean principle according to which the saving virtue of
a journey is only to be found on the zigzag of the crooked path.

A Saskatchewan native Steve Heimbecker received a fine arts degree from the
Alberta College of Art and Design (Calgary, Canada). Though he has never
abandoned his interest in the visual, or more specifically spatial dimension,
sound has become the main focus of his creative practice. Heimbecker, who
actually defines himself as a sound sculptor, is interested in the sculptural
effect of sound. Recognized for his works in the audio art and electroacoustic fields, he has also created several sculptures and
installations that incorporate sound components and sound-generating devices of his own invention.

Heimbecker’s installations are part of a very rich tradition of alternative music and sound production system design that go back to
the experiments of the Futurists and Dadaists. It is in this vein that he presented the personal exhibition Soundpool: The
Manufacturing of Silence at the lllingworth Kerr Gallery of the Alberta College of Art and Design. In this whimsical installation, eight
large-scale paintings, which also function as loudspeakers, engage both eyes and ears. Once activated the installation envelops
the audience in an inaudible though physiologically perceptible three hertz vibration amidst a cacophony of motor and machinery
noise. This installation was subsequently shown in Montreal (2001), Quebec (1996) and Edmonton (1996).

As part of the international exhibition and conference “The Tuning of the World,” held at the Banff Centre and the Nickle Arts
Museum of the University of Calgary, and inspired by R. Murray Schafer’s eponymous book, Heimbecker created the installation
The Acoustic Line as the Crow Listens (1993), in which he explored the acoustic spaces of vast outdoor places. To accomplish
this work the artist, who is also a founding member of The World Forum for Acoustic Ecology, recorded eight points simultaneously
over a linear distance of 1.5 kilometres in order to develop "sound mappings", and to engage in a spatially rich auditory experiment
by using the speed of sound in the natural environment as a sonic event that can be recorded and hence played back.
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In this whimsical installation, eight large-scale
paintings, which also function as loudspeakers, engage
both eyes and ears. Once activated the installation

envelops the audience in an inaudible though
physiologically perceptible three hertz vibration amidst
a cacophony of motor and machinery noise.

During the same period Heimbecker developed techniques for mixing direct
and prerecorded sounds for quadraphonics and octaphonics on a multi-
channel system that he designed. A series of concepts such as "the
soundpool", "sound sailing", "acoustic mapping", and "dynamic voltage
mapping" emerged from these techniques, which envelop the listener in a rich
sonic fabric. This technical process follows in the footsteps of concrete
music, initiated by pioneers such as Pierre Schaeffer, who used recorded
sound in the environment to create works. 1

Songs of Place is a work worthy of total immersion, for even though it appears to be solely about the everyday life unfolding in a
place, the resulting portraits reach beyond that level. The everyday in fact takes on an extraordinary quality when it is rendered
audible at such a high resolution. The two DVDs contain four multiphonic video and sound portraits of places (Halifax, Montreal,
Vancouver and Springwater, Saskatchewan), which were created using quadraphonic recording and production techniques. The
guiding principle is based on applying a mapping system, conceived by the artist, to identify a geographically determined centre
and circumference. In choosing eight to ten equidistant locations, corresponding to the cardinal points, a virtual circle is traced
and an omni- directional and quadraphonic recording is made at each location. The still images and video are turned toward the
outside of the circle’s perimeter and are recorded at the same locations as the audio. One is thus at the heart of the interface,
understood in the Kantian sense of the term.

The system essentially functions like the score of a composition that calls both on artistic intention and randomness.

The recording locations are all outdoor public spaces: streets, crossings, parks, riverbanks and seashores. This particular
mapping of space reveals a complex temporal organization and experience based on a spatial deployment that succeeds in
capturing what many approaches fail to accomplish: the expression of a place in-itself, the revealing of the identity and heritage
of our public spaces.

Though these portraits are essentially meditations on the currents that nourish these places, they also allow the audience to
switch viewpoints between the multiple subjective perspectives unfolding along the circumference of the mapped space and
between its periphery and centre. A space were we find ourselves fixed but not still, wavering between immobility and
movement. In the same way that walking is an odd forward flight predicated on the dance of disequilibrium, with Songs of Place
Heimbecker gives us the opportunity to understand the multidimensional currents of a place. In fact, his works as a whole are
perhaps best characterized through the analogy of the squaring of a circle: the eight points of the octaphonic audio evoke a
cube, or, by extension, an immersive sound experienced in four dimensions (the fourth being time). Thus submerged in a pool of
sounds and the resonance of a place, we perceive the out of the ordinary as we are plunged into a musical universe of a rare
serenity. In closing, Steve Heimbecker’s greatest victory, that which makes Songs of Place a remarkable and significant work,
is to invite us to discover time in its dual dimension of flow and suspension, as a song both visible and audible.

Philippe Gimet

English translation: Bernard Schutze

1 Source: Paragraphs 3,4,5,6 - http://www.fondation-langlois.org/flash/f/stage.php?NumPage=369
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Du processus a la cité sonore (3e partie)
Le lieu en soi, d'apres Songs of place de Steve Heimbecker

Nouvelle étape dans notre voyage au cceur des mondes de l'art et du
renouvellement du répertoire formel, Songs of Place est une série de
portraits sonores de lieux urbainsou ruraux (Halifax, Montreéal,
Vancouver) entamée en 2000 par lI'infatigable Steve Heimbecker. (Euvre
fleuve, elle se poursuit au gré de ses déplacements, souvent motivés par
des invitations ou des résidences d'artiste au Canada. Songs of Place a
éete realisé dans le cadre d'une résidence a Oboro, acteur incontournable
et atypique de la scene montréalaise (www.oboro.net), pour paraitre au
printemps 2005. Utilisant de multiples enregistrements réalisés sur une
courte période de temps, ces oeuvres visent a capturer I'espace sonore
propre a un lieu, de maniere a révéler le lieu en soi. Un voyage au coeur
de la résonance physique du lieu, un voyage intérieur qui transcende le
sensible.

La série Songs of Place est aussi difficile a catégoriser que Steve Heimbecker
lui-méme. |l s’agit d’une ceuvre d’art visuel et sonore qui engage pleinement les
sens et la sensibilité du public. Nous sommes ici a la croisée de la composition
électroacoustique, du paysage sonore et de I’ecologie acoustique, du montage
vidéo et de la sculpture sonore. Amis de la catégorisation, bon courage ! Steve
Heimbecker est la parfaite illustration du principe nietzschéen, selon lequel la
vertu salvatrice d’un parcours ne peut se trouver que dans le zig-zag.

-
-
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Originaire de la province du Saskatchewan, Steve Heimbecker a regu une
formation en beaux-arts au Alberta College of Art and Design (Calgary,
Canada). Sans pour autant délaisser ses intéréts pour la dimension visuelle,
ou plus précisément spatiale, de la création, il a principalement axé sa pratique
sur la dimension sonore. Heimbecker s'intéresse a l'effet sculptural du son et
se définit lui-méme comme un sculpteur sonore. Reconnu pour ses créations dans le domaine de I'art audio et de la musique
électroacoustique, il a également réalisé plusieurs sculptures et installations intégrant des composantes sonores ou des
dispositifs générateurs d'éléments sonores de son invention.

Les installations d'Heimbecker sont liées a la tradition tres riche des concepteurs d'instruments alternatifs et de systemes de
production sonores, remontant aux expériences des futuristes et des dadaistes. Ainsi en 1996, une exposition personnelle
intitulée Soundpool: The Manufacturing of Silence est présentée a la lllingworth Kerr Gallery du Alberta College of Art and Design.
Installation interactive a caractere fantaisiste, on pouvait y voir et entendre huit peintures de grand format fonctionnant également
comme haut-parleurs. Activée, l'installation enveloppe le public avec une vibration de trois hertz, inaudible mais perceptible par le
corps, dans une cacophonie de bruit de moteurs et de machinerie. Cette installation a été par la suite présentée a Montréal (2001),
Québec (1996) et Edmonton (1996).

Dans le cadre de l'exposition et de la conférence internationale "The Tuning of the World", tenue au Banff Centre et au Nickle Arts
Museum de I'University of Calgary, et inspirée du livre éponyme de R. Murray Schafer, Heimbecker crée l'installation The Acoustic
Line as the Crow Listens (1993) qui explore les qualités acoustiques d'espaces extérieurs souvent tres vastes. Pour la réalisation
de cette oeuvre, l'artiste qui est aussi membre fondateur du World Forum for Acoustic Ecology, effectue des enregistrements
simultanés en huit points sur une distance linéaire de 1,5 km dans le but d'élaborer une « cartographie sonore » et de créer une
expérience auditive riche sur le plan spatial, en utilisant la vitesse du son dans un environnement naturel comme un événement
sonore susceptible d'etre enregistré et donc joué par apres.
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Installation interactive i carachére fantaisiste, on pouvait
¥ voir et entendre hult peintures de grand format

fonctionnant également comme haut-parfours. Activéa,

Finstallabion enveloppe le pubiic avec vne vibration de
trois hertz, inaudible maizs perceptibie par le corps, dans
vne cacophonie de brulit de moteurs ef de machinarha.

A la méme époque, Heimbecker met au point des techniques de mixage de sons
directs et préenregistrés pour diffusion en quadriphonie et en octophonie sur un
systeme multipiste de son invention. Une série de concepts tels que le « bassin
sonore » (soundpool), la « navigation sonore » (sound sailing), et la «
cartographie acoustique » (acoustic mapping) résultent de ces techniques, qui
enveloppent I'écoutant d'une matiere sonore riche. Ces techniques s'inscrivent
dans la lignée de la musique concrete, a la suite de pionniers tels que Pierre
Schaeffer, qui utilisait des sons enregistrés dans I'environnement pour créer
des oeuvres. 1

Songs of Place est une ceuvre qui mérite une immersion totale, car méme s'il s’agit du déroulement normal de la vie tous les
jours de lieux en soi, les portraits qui en résultent sont loin d’gtre insignifiants. Le quotidien y devient plutdt extraordinaire
lorsque rendu audible a une pareille haute résolution. Les deux DVD présentent en effet quatre portraits vidéos et sonores
multiphoniques de lieux : Halifax, Montréal, Vancouver et Springwater, Saskatchewan. lls ont été réalisés avec des techniques
d’enregistrement et de production quadriphoniques. Le principe repose sur I'application pour chaque lieu du systeme
cartographique mis au point par I'artiste, pour identifier un point central et une circonférence géographiquement déterminés.
Suivant les points cardinaux, huit a dix points d’enregistrement équidistants sont choisis le long du cercle ainsi défini et un
enregistrement audio omnidirectionnel et quadriphonique est fait de chaque point. L'image et la vidéo, elles, sont tournées vers
I’extérieur sur le pourtour du cercle aux endroits mémes ou la partie audio est enregistrée. Nous sommes donc au coeur de
l'interface au sens kantien du terme.

Ainsi, le systeme fonctionne essentiellement comme la partition d’'une composition faisant a la fois a appel a 'intention
artistique et a l'aléeatoire.

Les emplacements d’enregistrement sont tous des lieux publics extérieurs : rues, intersections, parcs, rives. L'espace ainsi
cartographié offre une organisation et une expérience temporelle complexes, une mise en espace qui révele ce que nombre de
démarches tentent en vain d’obtenir : I'expression du lieu en soi, la révélation de l'identité et du patrimoine sonore de nos
espaces publics.

Ces portraits sont au fond des méditations sur les courants qui animent les lieux tout en permettant au public de changer
continuellement de points de vue parmi leurs multiples subjectivités, avancgant le long de la circonférence de I'espace
cartographié et entre la périphérie et le centre. Par moments nous sommes immobiles mais pas statiques, oscillant entre
'immobilité et le mouvement. Tout comme la marche est une curieuse fuite en avant formulée par la danse du déséquilibre,
Heimbecker nous offre avec Songs of Place la possibilité de comprendre les courants multidimensionnels d’un lieu et ses
ceuvres en général se caractérisent peut-etre mieux avec I'analogie de la quadrature du cercle. Les huit points de la diffusion
octophonique suggerent un cube, soit un son immersif vécu dans quatre dimensions (la quatrieme étant le temps). Nous nous
trouvons ainsi submergés dans un bassin de sons et dans la résonance du lieu, une expérience sensible hors du commun qui
nous plonge dans un univers musical d'une sérénité rare. Finalement, la grande victoire de Steeve Heimbecker, celle qui fait de
Songs of Place une oeuvre remarquable et significative, c'est de parvenir a procurer une satisfaction de savoir et de
découverte faite de temps qui s'écoule et de temps en suspens, de chant audible et visible.

Philippe Gimet

1 Source: les paragraphes 3,4,5,6 - http://www.fondation-langlois.org/flash/f/stage.php?NumPage=369
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notamment, le premier prix du concours Life 2.0 en
1999 & Madrid et le prix Leprecon pour I'interactivité
en 1998 & New York. Il o travaillé avec, entre outres,
fdouard Lock, Robert Lepage, Gilles Maheu, Monty
Cantsin et Frangois Girard;

* [The User], un collectif d’artistes composé de
I'architecte Thomas Mclntosh et du compositeur
Emmanuel Madan, s’est distingué dons le milieu
artistique canadien ainsi qu’en Europe grdce G sa
singuliere utilisation de lo technologie bureautique
Symphony for Dot Matrix Printers, # 1 et # 2 en 1997-
1999, et en 2000, par son installation Silophone dans
un ancien silo @ grains du Vieux-Port de Montréal. Ce
collectif a regu notamment le prix Téléfilm Canado
pour la meilleure euvre canadienne en nouveaux
médias, en 1998, lors du Festival du nouveau cinéma
et des nouveaux médias et o été finaliste en arts
médiatiques ou Grand Prix du Conseil des orts de
Montréal en 2005;

* Le projet ARS NATURA de I'artiste Yan Breuleux et
du concepteur technique Luc Lavergne exposé de
2004 & 2007 dans lo rotonde du métro Square
Victoria, a remporté le Prix audiovisuel et multimédia
Télé-Québec de la Société des musées Québécois, le
Prix d’excellence des musées Canadiens, catégorie
multimédia et le Grond prix de Tourisme Montréal,
innovation technologique en tourisme;

* L'architecte Nicolas Reeves qui travaille avec des
artistes et des ingénieurs, a développé de nombreux
projets artistiques axés sur des architectures
évolutives. L'artiste, qui a remporté de nombreuses

bourses de fondations canadiennes privées et
publiques, o exposé ses ceuvres notamment en
France, aux Etats-Unis, en Pologne, en Suisse, en
Allemagne et au Liban. Parmi ses réalisations, souli-
gnons que sa fomeuse Harpe o nuages, un instru-
ment qui convertit la forme des nuages en sons et en
images, en temps réel, o foit I'objet d'une ovation
internationale;

* Joanna Berzowska, reconnue pour ses recherches
portant sur les textiles électroniques, a été également
la cofondatrice de International Fashion Machines, @
Boston, ou on lui doit le développement du premier
vétement animé par encre électronique mais aussi
d’un textile qui peut changer de couleur: Electric Plaid.
Détentrice d’une maitrise en sciences obtenue au
Massachusetts Institute of Technology (MIT) de
Combridge, cette prolifique artiste a dirigé I'Interface
Design & l'Institute for Interactive Multimedic de
I"University of Technology a Sydney et a requ une
mention d’honneur aux Prix Ars Electronica de Linz en
1999;

* l'artiste audio Steve Heimbecker, qui a regu une
formation au Alberta College of Art and Design en
Saskatchewan, réalise des installations et des ceuvres
sonores @ canaux multiples qui ont été présentées, et
ce, depuis le milieu des années quatrevingt, aussi
bien au Canada qu’en Europe. En 2005, il se méritait
une mention d’honneur en art interactif aux Prix Ars
Electronica de Linz.
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+ L’artiste audio Steve Heimbecker, qui a recu une formation au Alberta College
of Art and Design en Saskatchewan, réalise des installations et des oeuvres
sonores a canaux multiples qui ont été présentées, et ce, depuis le milieu des
années quatre-vingt, aussi bien au Canada qu’en Europe. En 2005, il se méritait
une mention d’honneur en art interactif aux Prix Ars Electronica de Linz.

Fr— En : Google Translate - 200411

+ Audio artist Steve Heimbecker, who trained at the Alberta College of Art and

Design in Saskatchewan, has produced multi-channel sound installations and

works that have been presented since the mid-eighties, both in Canada and in
Europe. In 2005, he received an honorable mention in interactive art at the Ars
Electronica Awards in Linz.
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du 7 au 11 mai 2008 // Immersion numérique

L’Usine C accueillera aussi le dernier projet de Steve Heimbecker.
Turbulence Sound Matrix (TSM) est un systeme de diffusion sonore a 64
canaux / 3200 watts a la fois tres puissant, polyvalent et visuellement
impressionnant. TSM est présenté en Premiere mondiale a Elektra cette
année et diffusera pour 'occasion, en grande premiere également, la
piece sonore signe, une composition spécialement crée pour ce systéeme
multi-canaux. Le résultat est une installation proposant une immersion
sonique, totale et hypnotique.

Fr - En Google Translate - 200414

Usine C will also host Steve Heimbecker's latest project. Turbulence
Sound Matrix (TSM) is a very powerful, versatile and visually
impressive 64-channel / 3200 watt sound system. TSM is presented as a
World Premiere at Elektra this year and will also be broadcasting for
the occasion, a major first, the sound piece signe, a composition specially
created for this multi-channel system. The result is an installation
offering a sonic immersion, total and hypnotic.
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ELEKTRA//9e édition : du 7 au 11 mai 2008/ /Immersion

numérique
Soumis par Webmestre le 1 avril, 2008 - 13:39

PAMOVIDA

Du 7 au 11 mai 2008 se tiendra & Montréal la 9e édition d’Elektra, festival international d'arts numériques. Pendant
quatre jours, I'événement propose une immersion dans I'univers de la création numérique grace 3 la présentation
d’oeuvres toujours plus audacieuses qui alllent musique électronique de pointe et création visuelle contemporaine.
Parce qu'Elektra a pour mandat de faire découvrir et présenter des ceuvres numériques de qualité, I'édition de
cette année sera une nouvelle occasion de vivre des expériences artistiques insolites.

Pour cette 9e édition, Elektra offre aux amateurs de cultures numériques une fine sélection des plus récentes
créations contemporaines : performance surround 5.1, spectacles immersifs, installations interactives et
vidéomusique seront autant d'occasions pour expérimenter des ceuvres singuliéres. Cette année marque
également un joli virage dans I'évolution du festival puisque Elektra a décidé d'élargir son réseau de collaborateurs
et proposera de multiples activités hors des murs de I'Usine C dont plusieurs & la Cinémathéque Québécoise mais
aussi a la galerie Skol.

Quatre soirées de spectacles et de performances a I'Usine C :

L'Usine C accueillera durant les quatre jours des spectacles et des performances issus des toutes derniéres
technologies numériques. La soirée d'ouverture du mercredi 7 mai sera assurée par le collectif tentaculaire et
hyperactif Optofonica regroupant une multitude de créateurs inter et p des
audiovisuelles surround 5.1 ol I"mmersion sera au coeur du dispositif.

Létiquette allemande ultra-pointue de musique électronique raster-noton assurera la cldture du festival et
p pour 1% cing per live dont trois en grande premiére nord-américaine. Les membres
fondateurs de raster-noton, a savoir Carsten Nicolai a.k.a alva noto et Olaf Bender a.k.a byetone proposeront leur
plus récentes créati ac de Frank Br ider et Franz , fers de lance du label.
Cette soirée sera égalemem une belle opportunité pour les de I'éti de découvrir Signal,
le projet commun de Carsten Nicolai, Olaf Bender et Frank Bretschneider.

Pour une derniére fois & Montréal, Kurt Hi 9 les s au sein de FEED, sa derniére
performance immersive. Véritable spectacle phare d’Elektra ayant affiché complet lors de ses deux passages en
mai et octobre 2007, FEED sera présenté durant les quatre soirs du festival 3 23h00. Ce spectacle immersif et
déroutant s'attarde aux relations troubles entre I'humain et son double les c dans un
espace qui devient le théatre d'une expérience sensorielle intense. Modulations sonores basses fréquences, vidéo
3D, épaisse fumée et fra alors un véritable état de contemplation ol la perte
de repéres est totale. Attention pour public cur)eux et audacieux : décharge de responsabilité & signer
obligatoirement avant I'entrée en salle. Capacité limitée & 100 personnes.

Série Installations Interactives :

Linteractivité a toujours été au cceur de la programmation d‘Elektra et pour cette 9e édition, ce ne sera pas moins
de sept installations qui seront visibles dans les différents lieux investis par le festival,

La déja célébre International Dance Party d’Adad Hannah et Niklas Roy prendra place au café de I'Usine C et
laissera aux spectateurs le soin de générer I'ambiance. En effet, il ne faut pas se ﬂer a son allure de banale caisse
destinée au transport aérien car I'International Dance Party renf un f-radar lui de se
transformer en une étonnante installation. Sitdt un détecté, le itif s'ouvre et se déploie :
musique, lumiére, fumée et laser s'amplifient alors au rythme des interactions générées par les spectateurs.

Les spectateurs pourront aussi apprécier la fascinante Robotic Chair crée par Max Dean, Rafaelleo D’Andrea et Matt
Donovan. Cette chaise & l'apparence tout & fait ordinaire contient pourtant un systéme robotique des plus
complexes lui permettant I'inconcevable : elle sait se disioquer puis se relever pour se reconstituer.

En plus des objets qui s les vé& fs de Ying Gao offriront au public une nouvelle maniére de
penser I'habillement. Au sein du projet Walking City, les vé sont comme s'ils étaient animés
d'une respl etré a leur édi

L'Usine C accueillera aussi le dernier projet de Steve Heimbecker. Turbulence Sound Matrix (TSM) est un systéme
de diffusion sonore a 64 canaux / 3200 watts a la fols trés puissant, polyvalent et visuellement impressionnant.
TSM est présenté en Premiére mondiale a Elektra cette année et diffusera pour l'occasion, en grande premiére
également, la piéce sonore signe, une composition spécialement crée pour ce systéme multi-canaux. Le résultat
est une une i totale et
Enﬁn la galerie Skol accueillera Full Spectrum, derniére création de l'artiste montréalais Thomas Begin.
au moyen d' simples et d’apparence low-tech, Full Spectrum déploie un large spectre de
sonorltés et de textures pouvanl aller d" une lente aunec rapide et rythmée - mais
de p y avec les rythmes sonores.

Elektra a la Cinémathéque :
Cette année, le festival un copré : La Ciné ¢ Guidés par une envie
C de , la Ciné ébé -lieu de conservation et de diffusion du patrimoine
cinématographique d'ici et d'ailleurs- et Elektra se sont naturellement unis afin de proposer différents types
d‘activités qui prendront place dans les différents espaces de la Cinémathéque.
- Marché International de I'Art Numérique, 2e édition. Aprés le succés rencontré I'an passé lors de la premiére
édition du Marché International de I'Art Numérique, Elektra r pour une ie édition le volet
professionnel du festival. Durant deux jours, |a salle Fernand-Seguin de La Ciné é e
une d’artistes di et de p du secteur (producteurs, agents, diffuseurs,
et s d'évé ) pi de I'Europe, I'Asie et des deux Amériques &
partager et échanqer dans la perspective de mettre en plaoe de nouvelles collaborations et élargir les occasions de
diffusion a I'extérieur du pays pour les artistes d'ici.
- Sho(u)t de Vincent Elka, récemment honorée dans la catégorie art interactif des prix Ars Electronica, Cette
installation interactive sera visible dans la Salle Norman-McLaren. Installation interactive et participative, Sho(u)t
place le spectateur au centre du dispositif et compte abolir toute notion de hiérarchie entre ce dernier et I'ceuvre
d'art. En effet, il s'agira, pour le public, de « prendre parole » depuis un promontoire et ainsi faire I'expérience d'un

échange direct - voire confrontant - a travers lequel s progr une d
- Cyle vidéo Némo@Elektra : ceme séne de projechons vldéo propose au public de déoouvrir trois programmes de
vidéos d'environ 65 mi et préparés par le festival Némo. Ces trois

programmes regroupent le meilleur de I'expérimentation visuelle actuelle, de I'animation 2D/3D au design
graphique animé, du clip au cinéma d'hybridation, en passant par |'expérimental et I'art vidéo.



Electrochoc #2 - Akousma Concert: Steve Heimbecker, Montréal, QC.
Facebook Events - Electrochoc, Oct 31, 2013, Event comment:

Garnet Hertz, Canada Research Chair in Design and Media Arts, Emily
Carr University of Art and Design, Vancouver, BC

If you're around Montréal, check out Heimbecker on 7 novembre 2013, 20h - in
my opinion he's Canada's most established audio/sound artist. The first time | heard his
multichannel work it totally changed my perception of the sculptural power of audio:
powerfully intense, subtle and complex.

Circle MOblle (2011), 27:00, 4-channel and WSA 8-channel

Circle Mobile is a portrait of warm days in Montréal drifting through an old 4th floor warehouse window in Mile
End, the breeze causing a large metal mobile sculpture to gently resonate with the existing summer soundscape.

Circle Mobile was entirely created from layers of mono recordings made over several days. These recording are pitch
changed and processed with reverb to create many tonal and percussive layers. The sounds of childre:ldplayin
among many other outdoor sounds, all recorded through the same warehouse window are then layered with the
circle mobile. Through these combined layers, a build-up of sonic signifiers and architectural resonance occur.

Songs of Place : Vienna (2005), 3100, 4-channel and Dolby 5.0
What took 5 days to record, in 23 districts, 53,946 video edits, and 74,400 surround sound edits?

Smgs of Place: Vienna, commissioned by ORF Kunstradio, is the first European surround-sound portrait produced
by Steve Heimbecker. It is the 5th production in a series of portraits of flaces created entirely from quadraphonic
field recordin§s and location video. Songs of Place: Vienna represents 31 minutes of the combined random daily
occurrences ot all 23 city districts of Vienna. From the use of unique audio and video layering techniques, Song of
Place: Vienna presents to us a dense%woven fabric of sight and sound which expresses the vibrational complexity of
this famous city. For the first time in North America, Songs of Place: Vienna is presented at Electrochog tonight.
> el © |

Commissioned by : Elisabeth Zimmermann - ORF Kunstradio o °
Production Assistance : Katharina Beran, Hans Groisz, Jeanette Pacher, Stefan Wagner i
|
|
Post Audio Assistance : Martin Leitner, Toni Reininger |
e / { ‘
v |
Post Video - Max programming : Etienne Grenier (Montréal) ° 3 X e |
b, |
Sl ) |
Special Thanks : Heidi Grundmann and Robert Adrian " R b SO S
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Steve Heimbecker is an artist, composer and designer of multichannel immersive sound. His first octaphonic
composition was presented in Calgary in 1992. Born on the Canadian Prairies, Heimbecker has retained a strong
sense of the prairie landscape in his work which inspired many of his sound diffusion concepts. His work has won
numerous Canadian arts awards (national and provincial), and 2 Honorar{ mentions in Interactive Art (2005) and
Digital Musics (2009) from Prix Ars Electronica (Linz, Austria). His installations, audio performances, and
compositions have been presented in Canada, Québec, New York City, Europe and Peru.

Steve Heimbecker would like to thank ev:z;me at Akousma @ CMM - Electrochoc for making this concert possible,
in particular: Louis Dufort and Martin Bédard

Also a big thanks to the student assistants at CMM, in particular: Andrea Marsolais-Roy, Matthew Schoen, Fernando
Alexis Franco, Simon Chioini
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Circle Mobile (2011), 27:00, 4 canaux et WSA 8 canaux

Circle Mobile raconte les chaudes journées de Iété 2 Montréal, la brise pénétrant au 4e étage d'une vieille
manufacture du Mile End et faisant doucement résonner une large sculpture métallique dont les sons se mélent au
paysage sonore estival.

Circle Mobile a été entiérement réalisée a partir de plusieurs strates denregistrements mono effectués en plusieurs
jours. Le ton de ces enregistrements a été modifié et un effet de réverbération a été ajouté, afin de créer de multiples
tonalités et plusieurs couches percussives. Les sons denfants qui jouent, et plusieurs autres sonorités extérieures ont
tous été enre]gistrés a partir de la méme fenétre de 'ancienne manufacture pour étre ensuite incorporés aux sons
émanant de [a sculpture métallique. Laccumulation de couches de sons successives produit alors une densité de

signifiants sonores, ainsi qu'une résonnance architecturale.

Songs of Place : Vienna (2005), 31:00, 4 canaux et Dolby 5.0

SQut;;egt—ugéﬂui a exigé 5 jours denregistrement dans 23 districts, 53 946 éditions vidéo et 74 400 éditions du son

Songs of Place: Vienna est une commande de 'ORF Kunstradio et la premiére création européenne en son surround
réalisée par Steve Heimbecker. Il sagit de la 5e ceuvre d'une série de portraits de lieux enti¢rement composés
denregistrements quadriphoniques sur le terrain et de vidéos en extérieur. Songs of Place: Vienna represente la
sAynth se de 31 minutes doccurrences aléatoires quotidiennes qui ont été enregistrées dans les 23 districts de Vienne.
laide de techniques originales de superposition audio et video, Songs of Place: Vienna tisse une fine toile auditive
et visuelle exprimant la complexité vibratoire de la célébre ville. La présentation de Songs of Place: Vienna a
Electrochoc ce soir constitue une premiére Nord-Américaine.

Postproduction vidéo et programmation Max : Etienne Grenier (Montréal)
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Remerciements particuliers : Heidi Grundmann et Robert Adrian

A SR |
Steve Heimbecker est un artiste et concepteur denvironnements sonoreWe ifs multicanaux. Sapremiére
composition octaphonique fut présentée a Calgary en 1992. Né dans les Prairies du Canada, Heimbetker conserve
une forte influence de lenvironnement de sa jeunesse qui a inspiré plusieurs de ses concepts de diffusion sonore. Son

travail a été récompensé par de nombreux prix canadiens (nationaux et provinciatix).et ‘detix Mentions
honorables aux Prix Ars Electronica (Linz, Autriche) dans les catégories Art Interactif (2005) et Mushgeﬁ
Numériques (2009). Ses installations, performances audio et compositi®ns ofitté présentéesu Canada, z}u Québec,

a New York, en Europe et au Pérou. J I
v fz ]

Steve Heimbecker désire remercier les organisateurs d'Akousma @ CMM - Electrochoc, plus précisémel;t Louis
Dufort et Martin Bédard.

De plus, grands mercis aux étudiants-assistants du CMM, plus particuliérement Andrea Marsolais-Roy, Matthew
Schoen, Fernando Alexis Franco, Simon Chioini.
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