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clear view (one p!ace at a‘_tim'e)_
‘Sylvia Whitman,
The Kitchen _ ;

The element that transforms visual arts
to performmz arts is the pdsS'lge of time.
A painting or. sculpture remains just that,
"unless it needs to.move or be moved in or-
der to exis&s And movement neéds time.
Some artists have widened their scope by
entering the world of performing that time
opens up. Objects come alive and live
figuresbeco nescenery.... .. -

Haleakala, Inc.

llmg hi _51d§ W

+e
4y wb-o-w-ﬁaﬁmmsﬂr 2
hkﬂu-)-ykhn vo‘aluucr*nwwﬂ ‘

g ‘-'atthﬂ

'Sylvm J-QWhltmarl - ls “one

in about half the pieces. In these cases. the
compound’ lmagery created an _oddness
and an easiness lhd[ co-existed. For in-
stance, in a plece Wthh begins with Whit-
man and.a young “tree standing side by
side, the mechaniés of how the tree
parallels. Whlffi’lan s moves is made de-
liciously cleag “when Whitman bends at
the hips, Lmne Morrison, who engineers

.the moves of the tree, bends the tree at a
~hinge which has been built into tts slender

“Wwhoseem quite a
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S wlzheacho'ther
‘Whitman takes care never to let move-
- ment diminish {g ; 1suai |_impact of still;
ness. An example of her .impeccable in-
stinctis in the fi ril plece. lntrnﬂucmg ‘the
Andrade’ farm'l About twelve dark-
haired penple o all sizes and ages enter
and sit. facing us “holding still for a family
snapshot. They! pould bé South American.
Mediterranean, or even American Indian,
Their faces and Famal expressions. ranging

| from. u:nnns:'mtrm:nfk to ennui. provide rich

\vnsual material for us and for a wheezing
Polaroid camera. The family members do
not budge: they are defiantly, innocently
unaffected by our gaze.

YSometimes the stillness is too ex-

| pository. too ponderous. Like a grammar
1school teacher accomodating the slowest

‘Iegrﬁner% [n.lhe class . Whitman wants to be
sures on t«mss anylhlng ‘This tex-
ner*domi nates ‘:‘{anm ** ‘which
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Pk ¢ such s
.mlst‘perfonner"Thn weekend she pre-
_!'sented a program lﬂ'e

i them brief. !ngsn;ous pairings of live and
non-live Gluecls {subjects?) delighted me

it p:eces most of

wfthe' rnlsh"ln this ¢ one piece theattempt to

:n?egrale movement (four dancets wearing
blfrgundy |ump1u1tq)ai"ld quects tfmu: big
of - folded brown
aling to. me that I

“ipaper) was so unapp:
I wasa punst—-or mshmg

“|started thlnkmg

" The mteres;lmg, way Sylvia Whitman

'lnes rhythm and-“spatial scale is reminis-

i cent of the theater pieces of her husband,

-'Robert -Whitman'*.who recently had a

“111960-1976 retrospeétwe The rhythm often

consists of the l'ollnwmg Sequence: wait-
ing, a rustle of- acnv:ty (either violent or
neutral). and then a blank silence. The dis-
tortions of spatial scale phce us in a won-
derland of ‘‘eat me™ experiments. In
Sylvia Whitman's **Cigar.” four people
are needed to crush a huge paper cigar
against the wall. And in the last episode of]
"Fans.” four small cardboard horses pop
up behind the standing fans, which cén-
stitute a rolling hillside for the horses to
skim along. The tape of the repetitive
Terry Riley music, until now unconnect-
ed, suddenly becomes transporting. L]
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