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One of the loremos! qualities of radio as a
medium is ils ability to instantaneously
multiply and displace geographically a
live evenl. Belore there was television, it
was radio thal brought home everything
from the lalesl news lo the evening's pro
gam al the concerl hall. In ils recenl series
ol radio programs by arlisls, The Territory
of Art, the Los Angeles Museum of Con-
temporary Art assembled arlists from dil-
ferent disciplines and places and
emerged with a group ol programs that
are all over the map, but for the most part
share a common sensilivity o place.

The Ant Concludes, the opera by Lee
Breuer and Bob Telson that kicks off the
series, immerses the listener in the life of
an anl colony where Afro-Caribbean
music fills the air. Peler Sellars’ Zangezi
orginally produced by its author Khleb-
nikov and the artist Tatlin in 1923
Pelrograd, moves through the planes of
time in a world ol Khlebnikov's own
creation. Other programs originate from
prisons, the Greal Wall ol China, and a
land of machines.

While many of the programs in The
Territory of Art are distinguished by real or
artificial locations, the series was pre-
recorded for broadcas! and, as such, any
territorial conneclions it makes are sub
verled by the chronological distance
inherent in the tape medium. Most of the
programs reveal themselves as much
made lor tape as made lor radio. Whalever
intrinsic merit there may be lo Ingram
Marshall's Three Penitential Visions for
Radio, it is nothing more or less than a
tape music piece. Miami Voices records
the lives of four local residents and is dis-
tinguished from traditional storytelling by
its location segments from the Newporl
Beach Holel with social direclor lrv Harris.
The distance between the lape recorder
and the radio receiver, however, supporls
a loosely, bul ironically unifying theme of
the other thal emerges throughout the
series.

Border-X-Frontera is a collabortive work
by aclor David Schein and performance
antist/poel Guillermo Gomez-Pena set in a
*‘juxialand’, a real stale in a surreal situta-
tion.” They conclude one of the best pro-
grams in the series with the words: "Live in
your fear that you will become the other
and never go home again ... We proclaim
the geography ol the fulure.” “Border-X-
Fronlera" is populated by crass tourists,
rude border guards, Mexican hookers,
and American johns. Far from being an
angry political slatement, the show main-
lains a quick and clever sense ol humor. Il
also encapsulates some ol the more suc-
cesslul and interesting approaches lo the
lape-for-radio formal of the series. The
issue of geography—radio’s ability to con-
necl places and tape's ability lo collect
places—are well utilized in this work aboul
borders.

Pinny's Ghost explores the boundaries be-
tween imagination and reality. An lowa lar-
mer is lormented by his own nightmares,
conjured up for this production with spe-
cial eflects and the disembodied voices ol
ghoulish creatures. Murmured echoes ol
unknown origin, owls heard through a
storming wind, and whirring jets thal seem

1o threalen the listener's personal space
place the listener within the realm of terror.

Prisoner, ollers an inlimale porlrait of a
convict in the California Stale Prison sys-
tem_ Inmate James lalks aboul his lile
inside the prison and his hopes lor the
future in interview excerpls with artist
Jonathan Borolsky. The program also
includes music, narration, and Borolsky's
recollection ol a dream thal he could fly.

The Exile of Breylen Breytenbach porirays
thal poel and painter recollecling his
imprisonment lor anti-apartheid aclivilies
in South Atrica from his exile in Paris. After
bringing up Breytenbach’s frustration al
not being able 1o make his art while in
prison, the arlist shows us his paintings:
“The colors, as you can see, are primary."
He then conducts a gallery tour of a sur-
realisl exhibition. Later in the program,

Breytenbach lalks aboul the prison execu-

lion room that inmales see only al their
hanging. Even though he had never been
in it, ils presence weighed heavily—so
much so thal Breytenbach claims thal he
could see il with his ears. Lisleners long
for this unusual ability themselves as they
endure the studio and gallery lours.

Whether or nol this lorlure was intended to

stimulate listener empathy lor the exiled
arlist, it points to one of the borders
inherent in the radio medium.

Miami Voices and Texas Portraits de-
scribe those places through the stories of
some ol their residents. The characters

recollect, painting charming pictures that -

allempl lo portray an America that is al
once multicultural and all the same. Effie
Hardeman, a one hundred year old black
woman from Texas, hammers home the
universalist theme of these regionalist
documenlaries proclaiming thal we are all
God's children, Like many of the pro-
grams, these lwo play up radio’s abilily lo
transcend geography. The way thal they
transcend topographic boundaries has
more to do with program distribulion than
any lechnological lealure, however. Il is
the tape medium, and not radio, that
serves lhose purposes within the
individual programs, uniting real and
surreal places.

While not all of the programs were avail-
able al press lime, lhe majority of them
exhibit this common concern with
lopography: borders, exile, prisons, and
the nether regions ol the mind. Several
programs incorporale more than one
language. Zangezi sets oul lo creale its
own universal langauge.

The Tewitory of Art delivers an audience
lo recording artists thal radio is well
suiled to provide. To label the individual
programs radio arl would suggest that
video arl is the same thing as television or
thal records are the same thing as radio.
Television and radio are bolh distribution
systems; they come inlo their own as
media when they oller live or interactive

programming. Call-in radio talk shows and

24 hour instant news stalions have more
to do with the art of radio than artisls’
tapes or music programs because they
take advantage of qualilies particular lo
the medium. Beyond ils lormal charac-
teristics, however, radio has developed
olher salient leatures due lo a combina-
tion of technological and economic
factors.
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While television would seem, on the lace
ol il, lo be little more than radio with pic-
tures, as distribulion media they diller
more proloundly. In any given market,
lhere are relalively lew television slations,
generally grouped around three nelworks
compeling lor the same audience. Radio,
on the other hand, lends toward greater
diversily in programming due lo the
grealer numbers of stations. College radio
slations rarely compete with commercial
broadcasters, and the commercial broad-
caslers lypically lry lo cullivale diflerent
audiences. Radio audiences are generally
more specialized; listeners can lune inlo
jazz, classical, new wave, lalk-shows, or
any other number of lormats. Radio audi-
ences can therelore be more specilically
targeted than lelevision audiences, allow-
ing specialized programming o more
easily lind its public. The Territory of Art's
greal virlue is not simply its mullicullural
conlenl, but the broad-based audience it
is able to reach.

Kevin Concannon produces radio broadcasis aboul arlisis and wriles lre
quently about sound arl and phonograph records by visual arlists. He
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