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Mind the Gap: Jo Ha Kyu [Ma] and the Missing Teeth

Evolutionary practice based on a somatic embodied unfolding
of productions, pedagogy and personal events

In this personal case study, I offer an emergent embodied practice derived from a distinct fusion of Asian 
theatre practices (Chinese-Japanese) and Australian training. Using the principles of Jo Ha Kyu [Ma], I con-
struct and apply an interpretive-analytical framework to describe and map out the interrelated evolutions of 
productions, pedagogy, and personal events. Eschewing a curatorial narrative, I instead engage experientially 
LQ�WKLV�DXWRELRJUDSKLFDO�UHWURVSHFWLRQ�SXUSRVHIXOO\�LPPHUVLQJ�P\VHOI�LQ�D�FRQVWUXFWLRQ�RI�ÀYH�PHPRU\�URRPV��
generating ongoing pedagogy, and exploring an embodied research methodology for a performing arts-based 
Higher Doctorate.

This Higher doctorate is dedicated to my three mentors Lindy Davies, James McCaughey and 
Professor Gu Yian, and acknowledges the learning garnered from so many actors, especially Mary 
Sitarenos, Rob Meldrum, and Ernie Gray. Special thanks to my supervisor Zachary Dunbar for his 

support and astuteness.
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Chapter One 

Introduction

1.1 Towards an interpretive-analytical framework for a Higher Doctorate

5HVHDUFKHUV�FDQ�GHYHORS�DZDUHQHVV�LQFUHDVLQJ�WKHLU�DELOLW\�WR�REVHUYH��UHÁHFW�DQG�FUHDWH��$UWLVWLF�ZD\V�
of knowing can extend researchers capacity to discover and represent meaningful patterns within com-
plex phenomena. (Leavy, P 2015, p. 264)

Before art academies reinvented themselves as research institutes and, as a consequence, began to advertise 
and fund artistic practice as research, this notion did not have much currency either in the art world or the 
world at large. (Schwab 2014, p. 1)

The notion of an arts academy reinventing itself as a research institute could be easily applied to the in-
stitute and local art world I currently inhabit; if curiosity, exploration and the desire to develop and share 
one’s artistic craft constitute research, however, then historically the Victorian College of the Arts (VCA)—
with its many naming manifestations—and myself have been doing this. For me this personal and profes-
sional trajectory was likely highlighted in a three-year research fellowship through the Australia Council of 
the Arts Theatre Board in 2007; this need to further discover meaningful patterns in one’s extensive practice 
underpins my acceptance to undertake a research Higher Doctorate (see Appendix: Chapter 1- Curriculum 
Vitae) . My personal and artistic research aims sit with Patricia Leavy’s (2015,  p. 264) assertion above and 
at my age I am not undertaking such research as a career move. I see it aligning with a professional devel-
opment opportunity to analyse my creative processes, shape ongoing practice and articulate it so I can share 
it. This thesis, however, required I dive into the new world of research methodology.

There were issues inherent in the retrospective nature and somatic underpinnings of this Higher Doctorate 
that certainly determined my inquiry mode. Through a qualitative autobiographical study, an immersive 
memory room installation and the need for an ongoing practice, I had to navigate issues of being both re-
searcher and subject. There were also the neurological realities of personal memory and how, in the process, 
writing on the insights of my practice and the evolution of those insights could progress from a state of Jo 
Ha Kyu [Ma] WR�HIIHFWLYHO\�UHÁHFW�LQ�WKH�SUHVHQW�DV�,�UHOLYHG�WKH�SDVW.1

Qualitative methodology within the arts may include participant observation, in-depth interviews and focus 
groups.2 Additionally, Patricia Leavy (2015 p.18) asserts that theatre practitioners and qualitative researchers 
VKDUH�PDQ\�FULWLFDO�FKDUDFWHULVWLFV��LQFOXGLQJ�NHHQ�REVHUYDWLRQDO�VNLOOV��DQDO\WLF�VNLOOV��VWRU\WHOOLQJ�SURÀFLHQ-
cy and the ability to think conceptually, symbolically and metaphorically. J. H. Rolling (2013, pp. 77-95) 

1  When researching Research Methodologies I nearly gave the Higher Doctorate away and only found a way of 
moving forward when I wrote a poem. The Cave -Jo Ha Kyu [Ma] – see Appendix: Chapter 1- The Cave -Jo Ha Kyu 
[Ma] 
2  See also Knowles & Cole (2008), Barret & Bolt (2007).
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also describes how a different quality of research emerges from a lasting immersion within an arts practice—
wherever its locus—since practices in the ‘literary, visual, and performing arts’ each in their own way ‘offer 
ways to stretch a researcher’s capacities for creativity and knowing’.

My obvious need to include myself in the research led me to the methodology of autobiography which 
Robyn Stewart (2001, p. 5) sees as:

$�TXDOLWDWLYH�DSSOLFDWLRQ��ZKLFK�HQDEOHV�XV�WR�DGGUHVV�WKH�LPSRUWDQW�DVSHFWV�RI�LQÁXHQFH�DQG�PHDQLQJ�DQG�XVH�
these to effectively collect the sort of data needed to investigate and exhibit personal knowledge […] making 
UDWLRQDOLVDWLRQ�SRVVLEOH�E\�WKH�UHYHODWLRQ�RI�SHUVRQDO�UHÁHFWLRQ��LQWHUZHDYLQJ�VHOI��FRQVFLRXVQHVV�ZLWK�H[SHUL-
ence. 

C. Tenni, A. Smyth and C. Boucher (2003, pp. 5-6), however, assert that data generation becomes problem-
atic when working with one’s own life, when they state that:

The creation of good data in autobiographical research and the generation of rich material replete with issues 
for analysis cannot happen, unless the researcher is prepared to engage strongly and deeply with what is going 
on for them as they are immersed in the data gathering and analysis process. 

C. Tenni, A. Smyth and C. Boucher (2003, pp. 5-6) offer this depth through autoethnography, which com-
bines characteristics of autobiography and ethnography. The authors write ‘retroactively and selectively
DERXW�´HSLSKDQLHVµ·�DV�¶UHPHPEHUHG�PRPHQWV�SHUFHLYHG�WR�KDYH�VLJQLÀFDQWO\�LPSDFWHG�WKH�WUDMHFWRU\�RI�D�
person’s life engagement with what is going on’, so much that they ‘must be physical, emotional and intel-
lectual’ (2003, pp. 5-6). This aligns with neurologist Oliver Sacks’ (2003, p. 233) ideas of episodic memory
that ‘depends on the perception of particular and often unique events’. C. Ellis, T. Adams, and A. Bochner
(2011, p.3), however, advise that autobiography should be aesthetic, evocative and engage readers; writing
can be a mode of knowing and a method of inquiry ‘if it evokes in readers a feeling that the experience de-
scribed is lifelike, believable, and possible’.

In summary, this qualitative autobiographical retrospective represents what Robyn Stewart (2001, p. 5) de-
scribes as a: 

&RPSOH[��GHQVH��UHÁH[LYH��FROODJH�OLNH�FUHDWLRQ�WKDW�UHSUHVHQWV�WKH�UHVHDUFKHU·V�VWRULHV��UHSUHVHQWDWLRQV��XQ-
GHUVWDQGLQJV�DQG�LQWHUSUHWDWLRQV�RI�WKH�ZRUOG�DQG�WKH�SKHQRPHQD�XQGHU�LQYHVWLJDWLRQ«�D�VSDFH�IRU�UHÁHFWLRQ��
contemplation revelation….border lands crossing between time and place personal practice and the practice of 
others’.

After many years of practice in Asia and working closely with many Asian artists my aim is to draw and 
share insights from years of embodied practice underpinned by mainly Asian practices, and create a critical 
lens—or interpretive-analytical model—to describe and explain how those insights evolved and impacted 
RQ��RU�ZHUH�LQÁXHQFHG�E\��P\�SHGDJRJ\���SURGXFWLRQV��DQG�SHUVRQDO�HYHQWV��7KLV�ZLOO�EH�XQGHUWDNHQ�WKURXJK� 
a written thesis, an immersive installation and to respond to and keep the somatic nature of the research, an 
ongoing personal  practice.
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1.2  Looking back, reconsidering, and going forward

Figure 1: SAN KO FA.3

Source : Wikipedia. 

I feel reconsidering is a very powerful word and concept for the artist: to look back, to reconnect with some-
thing possibly lost, forgotten or passed over. Furthermore, it is an appropriate provocation for this Higher 
'RFWRUDWH��7KH�DFW�RI�UHFRQVLGHUDWLRQ³RU�FULWLFDO�VHOI�UHÁHFWLRQ³KDV�DOZD\V�EHHQ�D�SDUW�RI�P\�RZQ�MRXUQH\�
DV�DQ�DUWLVW�RYHU�WKH�SDVW�IRUW\�ÀYH�\HDUV��,�DP�UHPLQGHG�RI�WKH�$IULFDQ�*KDQD�H[SUHVVLRQ�DQG�V\PERO�6DQ-
kofa—a bird that reaches back to fetch an egg, as shown in Figure 1 above. The bird is said to be saying that 
‘as we move forward it’s not wrong to go back to that which you have forgotten or is at risk of being left 
behind’.4 

7KH�LPSRUWDQFH�RI�WKLV�UHVHDUFK�LV�UHÁHFWHG�LQ�WKH�PHWDSKRULF�PHDQLQJ�RI�WKH�HJJ��0RUH�WKDQ�MXVW�D�UHFRQ-
struction of memory or an event, the retrospective research consitutes an essential (embryonic) and experi-
ential offering of something that will grow and move forward from here.  I sense there is something often 
unspoken but lingering importantly in the gap between the past and the future; a tension which allows one to 
inform the present and prompt deeper action. The past is a documented place, in different modes of storage, 
whose materials have remained a constant potential and actual provocation in my practical work.  I don’t 
WKLQN�,�DP�D�KRDUGHU�EXW�,�KDYH�EHHQ�DQ�LQWXLWLYH�JDWKHUHU�RI�P\�SUDFWLFDO�WKRXJKWV��MRXUQDOV��UHÁHFWLRQV��
writings, photos, videos, posters, programs, and reviews etc. These objects and belongings are the eggs 
WKDW�VWLPXODWH�UHÁHFWLRQ�DQG�FODULI\�WKH�LQVLJKWV�,�QRZ�KROG�LQ�P\�SUDFWLFH��DV�ZHOO�DV�LQIRUPLQJ�KRZ�WKHVH�
have come into realisation. What I sense I need now as an evolving artist is a formal consciousness of what 
happened; to make more overt a (possible) processual framework which may have been embedded in the in-
ter-relationship of practice, production and personal events. Such artistic processes/ artistic events/ personal 
happenings I sense, have had a direct bearing on my current unfolding practice and creativity. 

After having a heart attack in 2012, and living with a coronary degenerative disease (with currently twelve 
VWHQWV�DQG�JURZLQJ���,�GR�KDYH�D�QDWXUDO�UHÁHFWLYH�WHQVLRQ�LQ�ORRNLQJ�EDFN�DQG�D�ZLVK�WR�VKDUH�ZKDW�,�NQRZ��
As grand as this ticking time bomb may be—and as evident as the nobility of my gesture to share may 
appear—my looking back and forward with tension is nothing more that what I have always done. The next 
knowing and development of my practice has always been an interesting tense dialogue with the present, as

3     01 October 2018 <https://en.wikipedia.org/wiki/Sankofa>
4  I was introduced to the term SAN KO FA in 2011, when working with the Ghanaian dancer Appiah Annan, the 
artistic founder of Asanti Dance Theatre in Melbourne, Australia.
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with the past. It has always impacted on the theatre I made and make, the teaching I undertook and undetake 
and life’s events that are thrown at me.

7KH�+LJKHU�'RFWRUDWH�LQYROYHV�D�GHÀQLQJ��UHÀQLQJ�DQG�UHFRJQLWLRQ�RI�DQ�DUWLVWLF�SURFHVV��LQ�D�ZULWWHQ�IRU-
mat and for a potentially new readership. I have never had the time nor the opportunity—other than on tiny 
scraps of paper or notebooks—to write extensively or overarchingly about my practice, and as such I never 
sought a readership who would be interested in that. My age and the conditions of the later stages of my life 
(I do not need the same level of income or career need to continually produce work), however, have given 
PH�WLPH�DQG�D�GHVLUH�WR�GHHSHQ�P\�SUDFWLFH�WKURXJK�FRQFHQWUDWHG�UHÁHFWLRQ��/DWHO\�WKLV�KDV�WDNHQ�PH�LQWR�D� 
sphere of writing and presenting on my practice. In 2014 I was invited to speak in Shanghai at a conference 
GHGLFDWHG�WR�WKH�ZRUN�RI�7DGDVKL�6X]XNL³RQH�RI�WKH�SULPDU\�LQÁXHQFHV�RQ�P\�SUDFWLFH�5 This event lead me 
to speak in Lithuania and to publish an article entitled ‘Acting Reconsidered: Contemporary Actor Training 
DQG�WKH�9LOODJH�%RG\·��'UDIÀQ��������,Q�������,�ZDV�LQYLWHG�WR�$WKHQV�E\�WKH�$WKHQV�,QVWLWXWH�RI�(GXFDWLRQ� 
and Research to speak on a panel on the education and training of actors as part of the 7th Annual Interna-
tional Conference on Visual and Performing Arts.6 Recently, UK-based academic and artist John Freeman 
invited me to write a chapter for his forthcoming book Actor Training: International Perspectives.7 In light 
of these events the Higher Doctorate has given me not only the opportunity and provocation to deepen my 
skills in writing about practice, but has already been instrumental in deepening my understanding of the 
insights I have drawn from a long period of practice.

1.3 My Jo Ha Kyu road into the Higher Doctorate 

0\�FDUHHU�DV�D�WKHDWUH�DUWLVW�KDV�FRPSULVHG�PRVWO\�RI�LQWHQVH�SHULRGV�RI�SHUVRQDO�UHÁHFWLRQ�DQG�LQYHVWLJDWLRQ� 
XSRQ�SUDFWLFDO�RQ�WKH�ÁRRU�WHDFKLQJ��WUDLQLQJ��GLUHFWLQJ��DQG�WKHDWUH�PDNLQJ�8 The Higher Doctorate over-
whelmed me by the complexity and new experience of entering ‘a high level and systematic analysis of the 
creative processes and practical problems associated with the performing arts practice through the applica-
tion of appropriate discipline analysis and research methodology’.9 Thus I began with two simple questions 
that held meaning for me and my practice, and hopefully for others: What insights do I hold now and how 
did those insights evolve?  

To help create an interpretive-analytical framework for answering these questions—through an entwining of 
doing-practice with thinking-cognising—I did what I always do when working: I made a world to enter into

5 The Shanghai meeting was series of international artists invited to discuss Suzuki’s concept “Body Culture”. This 
then promped my invitation to the 2nd International Theatre Conference Acting Reconsidered: New Approaches to 
Actors Work 2014, Lithuania Academy of Music and Theatre. 
6 Athens Institute for Education and Research (ATINER), <www.atiner.gr> accessed 01 November 2018
7 John Freeman is a Fellow of the Royal Society of Arts and author of numerous published books on theatre and 
performance, including Blood, Sweat & Theory (2010), New Performance/New Writing (2007), and Remaking Mem-
ory (2015); he is currently under contract with Palgrave for ‘Actor Training: International Perspectives’ (forthcoming 
2019).
8  In a forty-seven year artistic period, I directed and created seventy theatre productions. In addition, I have had 
many years of teaching and designing training programs both professionally and in acting academies. see Appendix: 
Chapter 1 - Curriculum Vitae.
9  See Appendix: Chapter 1 Introduction – Doctor of Visual and Performing Arts. Draf this is not in your appendix.

5.



it somatically. I created a timeline wall map that included: a photocopy of every poster of my productions; 
reviews of those productions; major classes or workshops I had taught or undertaken with master teachers; 
and key books I had read that had impacted on my work  I made the decision to review my artistic life be-
JLQQLQJ�LQ�������P\�ÀUVW�SURGXFWLRQ��ZKLFK�,�PDSSHG�XS�WR�WKH�SUHVHQW��7KLV�ZDV�D�SK\VLFDO�DFW�RI�ÀQGLQJ��
photocopying, cutting-out and creatively pasting them onto sixteen meters of butcher’s paper in chronologi-
cal order of years.10�:KHQ�,�ÀQLVKHG��WKH�QDUUDWLYH�XQIROGLQJ�GLG�QRW�IHHO�FRPSOHWH��,�UHDOLVHG�P\�SURGXFWLRQV�
and teaching had never been isolated from the broader affects of family, relationships and economic imper-
atives—along with my inability to afford replacing my teeth as life took its toll and gaps appeared—and 
the choices they demanded of me. So I added photos and titles of seminal personal life events and critical 
ÀQDQFLDO�SHULRGV��7KH�WKUHH�VWUHDPV³SURGXFWLRQV��SHGDJRJ\�DQG�SHUVRQDO�HYHQWV³DQG�WKHLU�LQWHUWZLQHG�
nature gave a realistic representation of the inter-relational complexity of my practice.  

7KLV�H[SORUDWLYH�H[HUFLVH�FRQÀUPHG�WKDW�P\�SUDFWLFH�

• was underpinned by more than just productions and my teaching;
• highlighted a particular kinesthetic, corporeal, temporal and spatial thread;

� ��FRQWDLQHG�D�SDUWLFXODUO\�VWURQJ�$VLDQ�SHGDJRJLF�DQG�DUWLVWLF�LQÁXHQFH��VLQFH��������
� ��SURGXFHG�VSHFLÀF�SRLQWV�DIIHFWHG�GLUHFWO\�E\�SHUVRQDO�HYHQWV�

I met with my supervisor and over the course of an hour told him my story. My supervisor, who is also a 
trained concert musician replayed my story back to me verbally, and with an enlivened body that seemed 
like a rhythmical dance. What I witnessed revealed something far deeper and insightful than a replaying of 
my stories content.   

I had provided my supervisor with a musical and physical score, and in my body I was dancing with him in a 
series of unfolding events. In this I recognised the traditional Japanese somatic, rhythmical and experiential 
progression of Jo Ha Kyu that I had investigated and employed in my work since 1996. This was a period 
ZKHQ�GLUHFWRU�DQG�DFWLQJ�WHDFKHU�/RUQD�0DUVKDOO�KDG�ÀUVW�EURXJKW�LW�WR�P\�DWWHQWLRQ�11 The connections, and 
individual and collective rhythm in the unfolding progression of this complex muddle or multiple inter-re-
ODWLRQDO�H[SHULHQFHV�LQ�P\�PDS��DOVR�VHHPHG�WR�ÀW�LQWR�WKH�LQWHUSUHWLYH�PRGHO�RI�Jo Ha Kyu. This was no 
longer a two dimensional map on the wall but a living provocation; I began to re-experience not only the 
progression of events of my practice (productions, pedagogy and the personal) but also the progressive un-
derstanding of Jo Ha Kyu as a living somatic practice that had deepened in me through that progression.  

Due to the somatic nature of the evolution, it was immediately apparent I had to investigate my body’s jour-
ney and events further back than 1987. I sensed I could apply Jo Ha Kyu to all phases of my practice devel-
opment, and within those developments, micro-versions of Jo Ha Kyu (See Chapter 2). Jo Ha Kyu became 
QRW�RQO\�WKH�DSSURSULDWH�WRRO�RU�PDSSLQJ�GHYLcH�WR�XQGHUVWDQG�WKH�HYROXWLRQ�DQG�VLJQLÀFDQFH�RI�WKH�HYHQWV�RI� 
my practice, but it also represented a key component contained in the development of my practice. Jo Ha

10  See Appendix: Video link - 1. Wall Map – Performances, Pedagogy and Personal Events.
11  Lorna Marshall, acting director and who had worked extensively in Japan with traditional Japanese theatre intro-
duced me to the concept in 1996. See below my Journey to Jo Ha Kyu. See also chapter two and chapter four for her 
impact on my practice. 
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Kyu, therefore, could be used as a method to understand the evolution of my practice and provide insights 
that have underpinned and deepened through my practice.

1.4 Mind the Gap: Jo Ha Kyu [Ma]—Evolutionary practice as a somatic embodied unfolding 
of productions, pedagogy and personal events

In a tranquil state of mind you will see all phenomena in all their forms good or bad, great and small, 
sentient and inert are all endowed with Jo Ha Kyu. From the chirp of birds to the cry of insects, all sing 
according to an appointed order, and that is jo ha kyu… this rhythm is also the voice of the wind and 
the sound of the water. (Zeami 1984, p. 138)

The treatise Shugyoku Tokka (Finding Gems and Gaining the Flower) by the 14th century Japanese writer, 
performer and master of Noh theatre, Zeami Motokiyo (Zeami), begins and ends with two simple questions: 
‘Why are some performances unsuccessful and some successful’ (Masakazu & Rimer 1984, p. 126), and: 
¶+RZ�FDQ�DQ�DUWLVW�FRPH�WR�XQGHUVWDQG�WKH�UHDO�VLJQLÀFDQFH�RI�D�6SKHUH�RI�$FFRPSOLVKPHQW"·��0DVDND]X�	� 
Rimer 1984 , p. 149). The answer to both questions is through understanding the gem Jo Ha Kyu (Masakazu 
& Rimer 1984, p. 139). As previously stated, I began this Higher Doctorate by posing the question: What are 
the insights I have gained in my practice and how did those insights evolve? To address Zeami’s and my 
similar questions in the context of my practice, my Higher Doctorate will propose the following insights I 
have gained:

• Jo Ha Kyu—a transformational rhythmical embodied progression in time and space—is the central
principle underpinning the somatic creative processes in my productions (theatre making), pedagogy
(the training I teach and undertake) and the understanding of how life events impact on my practice;
• to fully experience and exercise the practice of Jo Ha Kyu, one has to enter the space of [Ma], the
liminal space where revelation and the imagination is sustained;
• to fully sustain [Ma], one needs a practical training based on the energy principles of Gǀng�)ÕQJ
SKXɷ�
• to evaluate the effectiveness of this training, you can employ the Chinese philosophic and artistic
evaluative lens of -ĦQJ Qì Shén.

The important underpinning component in the somatic practice of Jo Ha Kyu, is the notion of a liminal gap, 
or >0D@��hence, the title Mind the Gap, is a practical reality of knowingly entering the unknown—effective-
ly the rich, complex and liminally evocative space of [Ma]. Like the metaphor of missing teeth (also in the 
title), entering the gap is accompanied by the reality, however, of what life presents or throws at you (as will 
be discussed in this thesis, on bodily loses and life events that are synchronised with breakthroughs in prac-
tice). The Jo Ha Kyu [Ma] progression demands working in the present and in its advancement; it instigates 
D�UHÁHFWLYH�WHQVLRQ�WKDW�HQKDQFHV�SHUFHSWLRQ�DQG�WKH�LPDJLQDWLRQ�DQG�LV�WKH�FHQWUDO�LQVLJKW�LQWR�P\�SUDFWLFH�
now. The principles underpinng the traditional and contemporary application of Jo Ha Kyu [Ma]  will be 
detailed in Chapter 2, as well as the applied pedagogical practices and training tools of Gǀng )ďQJ SKXɷ and
JĦQJ�4u�6KpQ� Due to the complexity of the unfolding evolution of their practical application and under-
standings, however, further details will take place in latter chapters and extensively in Chapter 7. 
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To create an analytical framework—in order to analyse how all four insights have evolved—I have used 
Zeami’s three stages of an artist's development, also based on Jo Ha Kyu. In his secret texts Yugaku Shudo 
Fuken (Disciplines for Joy: Masakazu & Rimer 1984 p. 115) and Shugyoku Tokka (Finding Gems, Gaining 
Flowers) (Masakazu & Rimer p. 139), Zeami describes the three stages as ‘a Seeding [Jo] to Flowering [Ha] 
DQG�D�ÀQDO�5LSHQLQJ�RU�0DWXULQJ�>Kyu]’. This progression offered me a frame in which to map—and an 
interpretive model through which to isolate—key events of my evolutionary practice. The Jo is the seed-
ling—foundations and explorations of my somatic practices up to 1988; Ha constitutes the�ÁRZHULQJ—the 
investigation of a series of traditional Asian somatic practices to 2012; and Kyu is a maturing and ripen-
ing—processes from 2012 onwards which involve this Higher Doctorate. I also perceive my practice as an 
evolutionary process; the creative work, teaching and personal happenings continually develop independent-
ly as well as contingently. Hence the elements in my evolutionary practice involved the complex interplay of 
pedagogy (teaching and training), productions and personal events. This map will be elaborated in Chapter 
2 (Jo Ha Kyu [Ma]: Embodied principles underpinning practice, productions and personal events) and the 
details of my practice’s evolution will be unfolded in Chapter 3 through to 7.

To understand and communicate the insights and unfolding events of my evolutionary practice, and 
to keep this thesis writing faithful to its title and embodied roots—ZKLOH�WKHRULVLQJ��UHÁHFWLQJ�DQG�
cognising—I employed a particular methodology elaborated in Chapter 2; through retrospective 
LPPHUVLRQ�LQ�ÀYH�PHPRU\�URRPV�RI�P\�KRXVH� alongside a personal moving medatitive practice, to
keep it in a Jo Ha Kyu [Ma]  evolutionary state I danced and wrote this thesis. 
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Chapter Two

Jo Ha Kyu [Ma]:
Embodied principles underpinning practice, productions and personal events

If Jo Ha Kyu is the ordering principle of theatre then [Ma] is the element that determines the character 
of the art. (Komparu 1983, p. 7) 

Two principles underpin my practice and drive a continual investigation for a deeper understanding of those 
practices, from a conceptual and practical view:

• Jo Ha Kyu, a transformational and rhythmically embodied progression in time and space is the
central principle underpinning the somatic creative processes in my productions (theatre making),
pedagogy (the training I teach and undertake) and the understanding how life events impact on my
practice;
• To fully experience and exercise the practice Jo Ha Kyu, one’s body has to enter the space of
[Ma], that liminal space where revelation and the imagination is sustained.12

1. Jo Ha Kyu (�⊶�လ)

1.1 Traditional meanings

Jo Ha Kyu is a traditional Japanese artistic, rhythmic and spatial concept that applies to music, the written 
structure of a play, stage design, creative processes, performance (vocal and physical) and a performer’s 
artistic development. The 14h�FHQWXU\�1RK�DUWLVW�=HDPL�0RWRNL\R��=HDPL��ZDV�WKH�ÀUVW�WR�ZULWH�DERXW�Jo
Ha Kyu but recently it has been re-interpreted and applied by many contemporary theatre artists, including 
Lorna Marshall, Yoshi Oida, Peter Brook, Tadashi Suzuki and Anne Bogart. 

Jo Ha Kyu literally means the beginning (Jo ᗎ xù), to break (Ha ◚ pò) and rapid (Kyu ᛴ jí). Many con-
temporary artists, however,  advance slightly different perspectives on the meaning and progression of Jo Ha 
Kyu. American Japanese scholar Donald Keene (1966, p. 3) sees it as: 

• Jo—beginning introduction, which is necessarily slow, simple, straightforward and leads to further
stages;
• Ha—a breakdown of the previous action into a more developed complexity;
• Kyu—a quickening of the rhythm leading to a climax. 

12  The Jo Ha Kyu [Ma] principles were investigated and developed through the embodied experience of two fur-
ther corollary Asian principles—JĦQJ�4u�6KpQ and�*ĿQJ�)ďQJ�6KXɷ��These will be introduced and developed in the
following chapters outlining my evolutionary practice. 
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The Noh performer and scholar Kunio Komparu13 (1983, p 25) has a similar progression but sees it as unify-
ing the contradictory concepts of space and time—binding them with a breaking element. The contemporary 
Japanese actor and director Yoshi Oida (1992, p. 26) views it in the experience of the viewer as:

• Jo—introductory, used to initiate the audience into the world of the play;
• Ha—to elaborate and then change the feel of the play;
• Kyu—a rapid end to the action on stage.

Lorna Marshall warns against Jo Ha Kyu being seen as linearly with a beginning, middle and end. Marshall 
LQ�0DUVKDOO�DQG�2LGD��������S������DIÀUPV�WKDW�Jo Ha Kyu is rather a rhythmic, embodied crescendo and
energy journey, which she compares to sex: ‘a natural embodied organic rhythm that can be seen in the build 
up to orgasm’.14 She elaborates that the rapidness of Jo Ha Kyu is internal; that is, the action in Kyu may be 
slowing down or building, but the inner energy of the actor is always building up. Moreover, both Marshall  
and Oida (1997 p 31) and Komparu (1983, p. 39) warn against Kyu being seen as the western concept of a 
FRQFOXVLRQ��7KH\�VHH�WKH�ÀQDO�Kyu as creating the condition and space for the next Jo (see Figure 2 Below).

Figure 2: Jo Ha Kyu Progression.
6RXUFH��'UDIÀQ�

Kompura (1983, p. 25)  explains that the term Jo Ha Kyu originated from the ancient court music Gagaku, 
imported with Buddhism from China in the 6th century; the origin of this tripartite concept in Noh is attribut-
ed to the rhythmical patterns of Bugaku dances imported from China and Korea in the Heian period (794-
1185). Zeami stated in his secret text Shugyoku Tokka (Finding Gems and Gaining Flower) that all things 
have Jo Ha Kyu.15 For Zeami, it was based on patterns from nature. Komparu (1983, p. 24) sees Jo Ha Kyu 
as the most important aesthetic concept in Noh Theatre, while Zeami considered that every phenomenon in 
the universe develops from it. As he stated: 

13  Kunio Komparu is a direct successor and descendent of the Zeami family line, and graduated from Tokyo Uni-
versity of Art. A professional performer of the Komparu School of Taiko, he was also director of the Noh Research 
Centre.
14  A quote from a recorded interview I had with Marshall, June 2016, in London. See Appendix: Chapter 2 - Email 
Lorna Marshal London interview.
15  ‘The text were termed ‘secret’ for they were kept secret to Noh families and were not translated or made public 
until 1908 when they accidently appeared in a second hand book shop’(Oida &Marshall 2007 p. 31)..
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In a tranquil state of mind you will see all phenomena in all their forms good or bad, great and small, sen-
tient and insentient are all endowed with Jo Ha Kyu. From the chirp of birds to the cry of insects, all sing 
according to an appointed order, and that is Jo Ha Kyu […] this rhythm is also the voice of the wind and 
the sound of the water. (Masakazu & Rimer 1984, p. 138)

1.2 Application of Jo Ha Kyu in Noh Theatre

Zeami employed Jo Ha Kyu as an ordering principle in the compilation of: a Noh program; the structure of a 
Noh play; the construction of the Noh space; the rhythmical structure in the music composition; a perform-
ers preparation and evolution of their practice; and in the nature of their physical and vocal Noh performanc-
es.  

Komparu (1983, pp. 26-29) enlarges on all these aspects below:

• Jo Ha Kyu and the ordering in Noh programming:

� 7KH�VXEMHFW��WHPSR�DQG�TXDOLW\�RI�ÀYH�SOD\V�GHFLGH�D�1RK�SURJUDP��Jo Ha Kyu�LV�UHÁHFWHG�LQ�WKH�DFWLQJ�ZLWKLQ��
each play and across the entire program. ‘In a Noh program the Ha plays have broken up the uncomplicated 
Jo plays quality of the beginning and given the performer the opportunity to use all their talents. Kyu is the  
lasting impression that the actor has pushed Ha to its limits’.

• Jo Ha Kyu and the written structure of a Noh play:

� $�1RK�SOD\�LV�PDGH�XS�RI�ÀYH�VHFWLRQV�FDOOHG�dan.�7KH�ÀUVW�dan Jo introduces, the middle dan has three Ha’s
(introductory Ha, developmental Ha, conclusory Ha��DQG�WKHQ�WKH�ÀQDO�dan Kyu��7KLV�LV�UHÁHFWHG�LQ�WKH�ZD\��
the actor modulates the intensity, style and their performance through a Noh play. 

• Jo Ha Kyu and the design of the Noh performance space:

The entire Noh theatre (backstage with its many rooms, the bridge linking to the main stage, and the main 
� VWDJH��LV�GHVLJQHG�WR�DLG�WKH�SURJUHVVLYH�WUDQVIRUPDWLRQ�RI�WKH�DFWRU�IURP�GUHVVLQJ�WR�ÀQDO�SHUIRUPDQFH��7KLV��

indicates that Jo Ha Kyu is not limited to tempo, but also to space and the actual design of a theatre space.  
For example, the mirror room Jo, the bridge Ha and the main stage Kyu all represent different stages in the  
actor’s transformation. All these spatial areas align with the transformational nature of Jo Ha Kyu in each area, 
and essentially, smaller units of Jo Ha Kyu FDQ�H[LVW�ZLWKLQ�ODUJHU�FRQÀJXUDWLRQV�RI�Jo Ha Kyu.

• Jo Ha Kyu and the rhythm of performance:

� ¶7KH�IXOÀOOPHQW�RI�Jo Ha Kyu provides the audience with a sense of novelty, and the creation of Jo Ha Kyu by
the performers brings this phenomenon about’. (Masakazu & Rimer 1984, pp. 138-139) 

Jo Ha Kyu is not just a rough division of three parts of increasing rhythm; it applies to every chant and move 
ment/action of the actor and applies to the action and sound experienced by the audience. The actors, when  
they adhere to Jo Ha Kyu, connect with the audience as if they are on the same journey. Oida (Marshall &  
Oida 2007, p. 31)  further states that ‘Jo Ha Kyu is not an esoteric theatrical concept, but a rhythm that the  
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� DXGLHQFH�VHQVHV�LQ�WKHLU�ÁHVK�DQG�ERQHV.·�

• Jo Ha Kyu and an artist’s evolution:

� $V�LW�LV�ZULWWHQ�LQ�&RQIXFLXV�¶WKHUH�DUH�VKRRWV�ZKRVH�ORW�LW�LV�WR�VSULQJ�XS�EXW�QHYHU�WR�ÁRZHU��RWKHUV��
� ZKRVH�ORW�LW�LV�WR�ÁRZHU��EXW�QHYHU�EDUH�IUXLW��>���@WKHUH�LV�PXFK�WR�SRQGHU�KHUH�FRQFHUQLQJ�WKH�DSSUR�

priate steps in an actors training, arranged in terms of Jo Ha Kyu throughout his life’. (Masakazu & 
Rimer 1984, p. 114)

Zeami (1984, p. 115), in his secret text Yugaku Shudo Fuken (Disciplines for Joy), describes the three stages 
of growth for the actor’s training to maturity or ripening:

From a seedling to ÁRZHULQJ�DQG�D�ÀQDO�Uipening, which can be compared to an actors level of training
throughout his life, can well be represented by the stages of Jo Ha Kyu. 

1.3 Application of Jo Ha Kyu in contemporary practice

If this principle [Jo Ha Kyu@�LV�ÀUPO\�XQGHUVWRRG��RQH·V�RZQ�XQFRQVFLRXV�ZLOO�IROORZ�WKH�SURSHU�SUR-
FHVV�WR�JHQXLQH�IXOÀOOPHQW���0DVDND]X�	�5LPHU�������S������

Zeami’s progression of Jo Ha Kyu certainly offers much to contemporary practice training and art making. 
In my 2016 interview Marshall felt that Jo Ha Kyu has always been present in the art of all theatre through 
its relationship with music, rhythm, the body and energy. She goes on to say, however that:

In western theatre it has not been a totally recognised concept although it aligns to the concept and is similar 
LQ�GHÀQLWLRQ�LQ�WUDGLWLRQDO�ZHVWHUQ�PXVLF�UK\WKP��FUHVFHQGR���,WV�FORVHVW�QDUUDWLYH�FRQFHSW�ZRXOG�EH�WKH�$ULVWR-
telian dramatic structure, which is predominately a cognitive narrative and literary model and not an embodied 
experiential concept’. (Marshall Interview 2016)16

Due to the late publication of Zeami’s treatises, and its Chinese and Japanese origins, Jo Ha Kyu only be-
came a more conscious concept in the work of contemporary theatre artists who—during the last century at 
least—have been drawn to traditional Asian culture. As previously mentioned, artists such as Yoshi Oida, 
/RUQD�0DUVKDOO��$QQH�%RJJDUW��3HWHU�%URRN��DQG�7DVKLGD�6X]XNL�KDYH�DOO�EHHQ�GLUHFWO\�LQÁXHQFHG�E\�-DS-
anese Noh traditional arts and training. They have used Jo Ha Kyu not only in performance, but also in the 
structural underpinning of their theatre productions and trainings. Marshall (Interview 2016) explains to me 
how Oida—who trained in all forms of Japanese theatre—introduced it to Brook in preparation for Brooks’ 
Conference of the Birds.

In this same interview in 2016, Marshall explained to me that Jo Ha Kyu is an important key to understand-
ing acting and the actor’s relationship to the audience; becoming aware of Jo Ha Kyu�DOORZV�WKH�DFWRU�WR�ÀQG�
a visceral and clear performance. Due to Jo Ha Kyu being an embodied rhythm, it can allow the actor to

16  In 2016 I was successful in gaining a Faculty Small Grants Scheme (FSGS) to interview Lorna Mashall in 
London and to reconnect with Slamet Rahardjo in Indoenesia. (See Appendix: Chapter 1- FSGS 2016, pp. 1-2, and 
Chapter 2 – Email Lorna Marshall  interwiew)
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trust being present in a series of unfolding moments. Marshall further expressed this acting progession when 
she explained: 

It unfolds you. It will act on you. It allows an actor to constantly move forward but with a thread of tension in 
the transition to the next moment. Jo Ha Kyu is an intention action journey not an emotional journey’. 

She then explained how this approach allows actors to enter the world of the play in the same reality as the 
audience. To Marshall Jo Ha Kyu ‘replicates the unfolding of the unknown in each unfolding moment’. That 
LV��LW�HQKDQFHV�WKH�DFWRU·V�DELOLW\�WR�OLYH�HDFK�UHKHDUVHG�PRPHQW�DV�LI�LW�LV�WKH�ÀUVW�WLPH�WKH\�KDYH�GRQH�LW��7KH� 
actor knows the progression of the story and what is coming next. The character and the audience on the 
other hand, do not. The actor living in the present moment with a progression that unfolds moment by mo-
ment allows the character and the audience to be in the same reality. At the same time, there is a tension that 
is sustained underneath the unfolding Jo Ha Kyu that keeps the audience watching you (see [Ma] below); 
break the tension and you lose the audience. ‘If Jo Ha Kyu is in the body of the actor it will also live in the 
body of the audience.’ The physiology of the audience is linked to the physiology of the performer. To Mar-
shall this link is supported by mirror neurons where the behaviour of the actor is experienced in the body of 
the observer.

1.4 My journey to Jo Ha Kyu

As an artist with a sporting background, I could read body energy that was engaged, ready, and poised to 
play the game. I was drawn to creative practices and philosophies that embraced the body and space.17 My 
transition into theatre training incorporated different approaches and methods. These included: Johnson’s 
improvisational techniques; Grotowski exercises; Laban movement-based work; contact improvisation with 
dancer and choreographer Nanette Hassall; and impulse work with writer and director Jenny Kemp. Finally 
in 1996 I was invited to work with the actor and trainer Lindy Davies at the Victorian College of the Arts 
(VCA) where intuitive impulse work was the central training principle.18

My understanding of impulse work involved two creative embodied processes for the actor: 

• To work vertically; that is to transform vocally and physically by engaging deeply, intuitively and
playfully within a given moment and with imagination;
• Then to work horizontally; that is to sustain how this moment unfolds into the next moment, with
action, and to advance vocally and physically, retaining this degree of verticality through space and
time.

17  How that transformed into becoming a theatre maker /director / actor trainer is another story that I will cover in 
greater detail in Chapter 3– ‘Mapping my Evolutionary Practice’.   
18  Nannette Hassall co-founded Dance Exchange with Russell Dumas and founded Dance Works in Melbourne (Di-
rector 1983-89). Graduating from the Juilliard School in New York, she joined the Merce Cunningham Dance Com-
pany touring extensively in the USA and Europe. The writer and theatre director Jenny Kemp, along with the director, 
actor, actor trainer and performance consultant Lindy Davies won awards and nominations for performance, direction 
and inspirational leadership. Davies was recently awarded a two-year Theatre Board Fellowship from the Australia 
Council for the Arts to write a book entitled Intuitive Approach to Performance for the Autonomous Actor. 
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While I was impressed by the work of many students at the VCA, I remained frustrated by their inability 
to sustain Jo Ha Kyu. I saw most students able to work vertically but unable to sustain the horizontal; this 
would happen only in bursts and randomly. They did not have the ability to sustain an unfolding Jo Ha Kyu. 
The students could not sustain the slow unfolding in Jo, the increasing complexity of Ha, and the quickening 
rhythm of Kyu��FRQVWUXFWLQJ�LQVWHDG�DQ�HQG�UDWKHU�WKDQ�ÀQGLQJ�DQ�RUJDQLF�FRPSOHWLRQ�LQ�Kyu and the natural
resulting Jo. Was it the student’s inability to understand the process? Was it about their age and/or life expe-
ULHQFHV"�2U�ZDV�LW�D�GHÀFLHQF\�LQ�WKHLU�WUDLQLQJ��RU�LQ�P\�SHGDJRJ\�"�

This inability to sustain and remain in the creative process of Jo Ha Kyu�ZDV�QRW�MXVW�FRQÀQHG�WR�VWXGHQWV�DW�
VCA. I had also found it in many professional actors. It begged the obvious question that is raised in a poem 
I remembered for an unknown reason:

Three wise men from Gotham
Went to sea in a bowl
If the bowl had been stronger
My song would have been longer.19

The question posed is: What would make the bowl stronger so the unfolding song would be longer? 

2. [Ma] (㛫) - The state and bowl to sustain Jo Ha Kyu

Coleridge was in his early 20s and just beginning his career as a poet. He was in chronic ill health and 
he went out to the countryside and he took an anodyne – probably an opiate – to make himself feel 
better. He was reading a book called Pilgrimages by Samuel Purchas, and while reading this book he 
fell into a sleep, a dream, a reverie. As he says ‘if it can be called a dream in which ideas and words 
came before my mind in clouds’. And so in this state of reverie he composed a poem that was about 
300 lines long and then he woke up and he started writing it down and after he’d gotten about 50 or so 
lines written down somebody knocked on the door and he went and answered it and had to go run an 
errand. And when he got back he couldn’t remember past those 50 lines to the other 300 lines and so 
all we have is this fragment…Kublai Khan.20

What is the natural training opiate—those practices that sustain the place and space of the uninterrupted, 
unfolding creative processes of Jo Ha Kyu? What state of the body allows the artist to be able to enter—with 
UHYHODWLRQ�DQG�D�VSHFLÀF�FDOPQHVV³LQWR�D�FRPSOH[�DQG�VHHPLQJO\�WDFLW�GLPHQVLRQ�LQ�WKDW�P\VWHULRXV�VSDFH��
gap or interval between generative input and creative action? The Japanese call this place or moment [Ma]: 
a particular kinesthetic, corporeal, spatial and temporal place where the imagination and clarity of Jo Ha 
Kyu can not only unfold but also be sustained.

19  I cannot remember where I heard this poem, but I remembered it and wrote it down in 2000 to represent the 
frustration I felt in the work of students and a question that I was taking to my work in TTRP.  If you are interested in 
its origin, <https://en.wikipedia.org/wiki/Wise_Men_of_Gotham> accessed 01 November 2018.
20  This quote was from an ABC Radio National 2006 interview with Nancy Andreasen, about her book The Creat-
ing Brain: The Neuroscience of Genius (2005). Andreasen sees the poem Kublai Khan, by the romantic poet Samuel 
Taylor Coleridge, as an archetypal example of the creative process.
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2.1 Traditional origins of [Ma]

[Ma] 㛫has been translated variously as a gap, or the space between two structural parts: interval, blank, 
room, pause, rest, time, timing or opening. Originally, the Chinese character consisted of the pictorial sign 
for moon᭶—now the present-day sun᪥—between the sign for gate㛛. Either way, it is an effective meta-
SKRULF�LPDJH�ZKHUH��LQ�D�WKUHVKROG�RU�OLPLQDO�VSDFH��D�OLJKW�LV�UHYHDOHG��.RPSDUX��������S������GHÀQHV�[Ma]
as being the science of time and space, to infer apposition and fusion. Gunter Nitschke (1988, p1) highlights 
the dual relationship of [Ma]�WR�VSDFH�DQG�WLPH��WR�KLP�LW�UHÁHFWV�WKH�IDFW�WKDW�DOO�H[SHULHQFH�RI�VSDFH�LV�D�
time-structured process, and all experience of time is a space-structured process. Accordingly, [Ma] express-
es the two simultaneous components of a sense of space: the objective, given aspect, on the one hand, and 
the subjective, felt aspect on the other. [Ma] epitomises the traditional Japanese artistic preoccupation with 
dynamic balance between: object and space; action and inaction; sound and silence; and movement and 
rest—a threshold space and a place of contradictory and multiple inputs that are not static, but moving and 
alive. Marshall (2016) describes [Ma] as a space that sustains a tension where some question or impulse is 
being asked of you; where a light will be revealed to both the actor and the audience’s imagination.

How does entering this complex experiential in-between space or gap—[Ma]—allow a lingering question to 
activate the imagination, thoughts and perceptions in the unfolding of a creative process? 

2.2 [Ma]—Neurological application to creative process

$FWLQJ�PD\�EH�GHÀQHG�DV�WKH�G\QDPLF�HPERGLHG�HQDFWLYH�SV\FKRSK\VLFDO�SURFHVV�E\�PHDQV�RI�ZKLFK�
a theatrical world is made available at the moment of its appearance/experience for both the actors and 
audience. (Zarrilli  2015, p. 80)

The neurological understanding of creativity—notionally, something that is new, perceived, imagined and 
OLYHG�LQ�WKH�ERG\³LV�D�FRPSOH[�V\QWKHVLV�LQYROYLQJ�ERWK�ULJKW�DQG�OHIW�KHPLVSKHUHV�RI�WKH�EUDLQ��WKH�ÀOWHULQJ�
and inhibiting processes of the corpus callosum and the selective processes of the frontal cortex. Richard 
Kemp (2012, p. 109) explains how cognitive science demonstrates that the imagination is not a discrete or 
specialised function but a feature of cognition that is woven through much of our mental processes. Within 
this complexity, however, is what psychiatrist Iain McGilchrist (2009, p. 93) explains: a process that begins 
in the right hemisphere where embodied experience—through the senses of the Other, that which exists out-
side ourselves—is made implicit, and then in more complex neurological interactions is made explicit in the 
left hemisphere—through reductive and conceptual thinking—and taken up again by the right hemisphere in 
action.21  

McGilchrist (2009, p. 468) expands on Walter Cannon’s belief that the major qualities of the creative mind 
are features displayed in the right hemisphere. Richard Kemp (2012 p.110)  stresses  Gallese and Lakoff’s  
proposition that the ‘imagination, like perceiving and doing is embodied and that it is structured by our con-
stant encounter and interaction with the world via our bodies and brains’. The philosopher Alva Noe (2008, 
p. 664) further explores this reoccurring theme and importance in the interaction, experience and contact

21  McGilchrist suggests that it is the faculty of the imagination that enables information to be taken back from the 
left hemisphere to the right hemisphere to make them live as action in the embodied world.
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with the external environment/world in suggesting that: 

3HUFHSWXDO�H[SHULHQFH�LV�D�WKRXJKWIXO�DFWLYLW\��7KH�WKRXJKWIXOQHVV�RI�SHUFHSWXDO�H[SHULHQFH�FRPHV�RXW��ÀUVW�
and foremost, in the fact that perceiving is a kind of knowledgeable or thoughtful exploration of the environ-
ment’.

Zarrilli (2015, p. 81) makes reference to Noe’s belief that perception is ‘something we do’ whereby ‘the 
world makes itself available to the perceiver through physical movement and interaction’; as Tim Ingold 
(2000, p. 418) argues, ‘imagining is the activity of a being who nevertheless dwells in an actual world […] 
situated in a time and place and therefore in a relational context’.

The complex inter-relational neurological creative process involving perception and imagination, highlights 
the importance of preliminary practice which lies in sensorial attention: [Ma], a living encounter in an em-
bodied and relational space. 

3. Jo Ha Kyu [Ma]—Application in my contemporary practice

Tan Swie Hian 㝞 ⍞ ⋙22—is an ex-small time Singaporean boxer in Chinatown’s rough Geylang district 
who became a famous calligrapher and artist.  He gave a talk in in 2001 in Singapore detailing his artistic 
process. For him, creativity exists in the tension and moment between the paper and the brush; all his prepa-
ration is to allow the greatest awareness and response to that moment. His practice focuses on that gap. He 
would fast and meditate for many days until it was the correct moment for the brush to play with the paper, 
informed by the tension of that gap between the brush, the paper and the wider encounter or context of that 
PRPHQW��+H�ZRXOG�WKHQ�SDLQW��DQG�KLV�ZRUN�ZRXOG�EH�ÀQLVKHG�LQ�RQH�VXVWDLQHG�XQIROGLQJ�23 Through the
entire preparation and unfolding Jo Ha Kyu progression, the ability to exist in a threshold space [Ma] in the 
artist  was sustained.  

Figure 3: Jo Ha Kyu sustained by [Ma] and between Kyu and Jo by Bridging [Ma]. 
6RXUFH��'UDIÀQ�

22  Tan Swie Hian is a cultural icon in Singapore. A poet, sculptor, artist, calligrapher, philosopher, set and costume 
designer. He was conferred Chavalier de l’Ordre des Arts et des Lettres by France. In 1998, he won the Marin Sorescu 
International Poetry Prize from Romania.
23  The Tan Swie Hian’s drawing Speed of Light was sold in Beijing for $4.4 million. It was painted in 60 seconds.
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It seems a natural extension of Komparu’s quote at the beginning of this chapter to perceive that the unfold-
ing in the creative ordering progression of Jo Ha Kyu is determined by [Ma]. I feel that determined is an apt 
word here, for it indicates the gritty resolute nature of [Ma]—which Marshall (2016) likens to a tension—
which is sustained underneath the unfolding Jo Ha Kyu, as indicated in Figure 3 above. It is also a sustained 
bridging moment informing the following Jo. This changed my understanding of impulse work; a word I no 
longer use in my practice for it feels impulsive and reactive and not grounded in a tacit knowing. I now call it 
instead Drafting where the actor maps or draws a somatic understanding and awareness of a particular 
creative unfolding of moments that—through a change of energy that I now call inner movements—affects 
the body and engages the imagination. It may result in an action (e.g. speaking) or physical movement (e.g. 
gesture) but is not lead by that action, only by its inner movement. When the inner movement is completed, 
the physical action is also completed.  Important to note, however, is that the inner movements of Jo Ha Kyu 
can continue after a physical action is completed.24

To experience the Jo movements—the initial awareness and affect of multiple possible encounters, which 
may include sound, space, objects and other bodies etc.—you must have already entered the space of [Ma]. 
For the verticality and the imagination to be engaged, a tension must be sustained. This sets up a longer and 
deeper engagement with the inner movement and moments. This is especially essential in the complicated 
breaking of the inner movements of Ha, when encountering its disturbances and moments of dis-ease.25 If 
[Ma] is sustained, it reveals a resonance; a more distilled Kyu that can horizontally complete itself. If [Ma] 
is maintained, the next Jo movement will present itself while still being vertical—thus sustaining an ongoing 
creative and uninterrupted progression.

The tension involved in the gap—[Ma]—in relation to Jo Ha Kyu has continually fascinated me. As I have 
been reminded in the present while doing this Higher Doctorate, these are all basically conceptual insights 
that are useless for creating (and retrospectively analysing) work—unless, however, they can be converted 
into practical training. How does one train a state of the body that allows an artist to be able to enter—with 
revelation and a certain calmness—into a complex and seemingly tacit dimension, within the mysterious 
space, gap or interval between the generative input, and the creative unfolding, of Jo Ha Kyu?  

This question did not become fully realised practically until my investigation and life brought me into con-
tact with the pedagogical and practical principles and exercises of *ĿQJ�)ďQJ SKXɷ�(these will be discussed 
in detail in Chapter 7). In summary, these relate to Jo Ha Kyu [Ma]�WKURXJK��WKH�VSHFLÀF�VRPDWLF�WUDLQLQJ�RI� 
an aware body (*ĿQJᕤ); a relational body in space ()ďQJ㢼); and the somatic ability to recognise imagin-
ings and transformations via those encounters (SKXɷ�Ỉ���7KHVH�H[HUFLVHV�ZHUH�QRW�UHÀQHG�XQWLO�,�ZDV�WDXJKW� 
the evaluative (and complementary) lens of -ĦQJ�4u�6KpQ��something in which (again) my understanding 
has developed in researching and writing this Higher Doctorate (again discussed in more detail in Chapter 
7). In summary, observing and evaluating any creative unfolding happens through three lens: -ĦQJ (⢭)—the 
FRQGHQVHG��GHFDQWHG�DQG�UHÀQHG�DVSHFWV�RI�DQ\�DFWLRQ��QRWKLQJ�H[WUDQHRXV���4L��Ề)—the unrestricted move-

24  Lorna Marshall has a wonderful exercise to display this: she asks actors to run and then stop but keep running in 
WKHLU�LPDJLQDWLRQV�XQWLO�WKDW�LQQHU�PRYHPHQW�FRPSOHWHV�LWVHOI��7U\�LW³\RX�ZLOO�ÀQG�LW�NHHSV�WKH�ERG\�DOLYH�
��� �,�ÀQG�LW�VLJQLÀFDQW�WKDW�=HDPL�VDZ�WKUHH�VWDJHV�LQ�WKH�Ha progression: introductory Ha, breaking Ha and comple-
tion Ha. This suggests the complication of this phase, which requires [Ma] in order to remain within this complication. 
Without this progression, the artist will likely resort to left brain logo-centric control and manufacture a conclusion, 
DQG�WKHUHIRUH�QRW�ÀQG�DQ�RUJDQLF�SURJUHVVLRQ�LQWR�Kyu.
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ment of energy internally and externally (nothing blocked or patterned); and Shen (⚄)—the control of the 
actor’s energy within the form, narrative frame and context of the action or image. These become important 
markers for the progression and nature of training practices in awareness, vital energy and precision. Both 
*ĿQJ�)ďQJ SKXɷ and -ĦQJ�4u�6KpQ will be discussed in more detail as they were revealed to me, in Chapter 
6: Completing Ha: Descending into the Heart of the Matter (2003- 2012) and through a discussion in Chap-
ter 7—Kyu: Mind the Gap, the Heart of the Matter [Ma].

The complicated unfolding of learning in my body was an explorative form of research that shaped and 
developed in an embodied Jo Ha Kyu journey, by way of what the external world presented to me in an evo-
lutionary practice; a complex encounter of experiences in productions, pedagogy, and personal events. This 
progression was sustained and revealed by the space of [Ma].

4. Jo Ha Kyu [Ma]: Mapping the evolutionary practice through pedagogy, productions and
personal events

4.1 Mapping Jo Ha Kyu [Ma]

Based on Zeami’s Jo Ha Kyu progression of an artists evolution (See Chapter 2) I broke my life’s work into 
three overarching phases: Seeding, Flowering and Ripening/Maturing. The Jo phase will map out the seed-
ing of the foundations and exploration of somatic practices up to 1987; the Ha phase constitutes a complex 
ÁRZHULQJ, an investigation of a series of traditional Asian somatic practices to 2012; and Kyu is a ripening 
process which can be traced from 2012 onwards, which has culminated in this Higher Doctorate.

It is important to remember that within Jo, Ha, or Kyu, there are micro-versions of Jo-Ha-Kyu. Zeami’s pro-
gression of the Ha phase is broken into an introductory Ha, a development Ha and a completion Ha, which 
each enabling the increasing complexity and tension of that unfolding to be represented. The complexity and 
density of artistic events are also aided within this framework, through Komparu’s understanding that ev-
ery Jo is made up of a -R�+D�.\X� similarly this is also true within every phase of Ha and Kyu. My original 
PDSSLQJ�WHPSODWH�RI�WKRVH�ÀYH�SKDVHV�SURFHHGV�DV�IROORZV��

Figure 4: Jo Ha Kyu Template used to map Evolutionary Practice
6RXUFH��'UDIÀQ��

To keep this exercise in an embodied perceptive space of [Ma], I have indicated [Ma] as a bridging phase 
and also as an overarching state of being through the evolutionary practice: an entwining of doing and 
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thinking that allows for patterns and insights of past events to be revealed in a living embodied action, con-
tained in an investigatory practice I named The Memory Rooms. 

Our past becomes a buried treasure we forget with time, where feelings, frozen frames, likenesses 
that were so close to us, clothes, faces, and chance events are all scattered. Their deadness is a shame, 
you just have to set them in motion and they start to live in memory and interact with the present. 
(Miklaszewski 2005, p. 144)

)RU�HDFK�RI�WKH�ÀYH�SKDVHV�LQ�)LJXUH���DERYH��Jo Seeding, Introductory Ha. Development Ha, Completing
Ha, and Kyu Ripening) I created a separate memory room; a physical instillation to allow me to dance and 
sing and theorise and write in a particular embodied state in understanding and communicating the events 
of my evolutionary practice. (See Appendix: Chapter 2 - Photo Memory Room). 26 First I would list all of 
the productions, teachings and major events that occurred within that period (see Appendix: Chapter 2 - Ha 
Production Pedagogy Personal Working Document). I then collected all the documentation from that peri-
RG³ÀHOG�QRWHV��SRVWHUV��ERRNV��FODVV�QRWHV��UHYLHZV�DQG�SKRWRV�HWF�³DQG�SURFHHGHG�WR�VSUHDG�DQG�FRQWLQ-
ually and physically re-arrange all the documentation around a room in my  house. This embodied form of 
LQVWDOODWLRQ�ZDV�XQGHUSLQQHG�E\�WKH�PHGLWDWLYH�SUDFWLFH�RI�/DQG�6XUÀQJ��ZKLFK�ZLOO�EH�GLVFXVVHG�IXUWKHU�LQ�
Chapters 6 and 7. In this meditative state—in this space of [Ma]—patterns and linkages emerged within all 
the chaos of memories-upon-memories that presented themselves to me. I would then note these on a Memo-
ry Room [Ma] Working Template ,�FUHDWHG��DV�H[HPSOLÀHG�EHORZ�

Memory Room [Ma] Working Template- Asian Thread (see Appendix: Chapter 2 - Ha Working Documents  
#1 Asian Thread)

Figure 5: Memory Room Working Template.
6RXUVH��'UDIÀQ�

��� �7KHVH�PHPRU\�URRPV�ZHUH�QRW�QHDW�DUWLVWLF�LQVWLODWLRQV�EXW�D�ZRUNLQJ�LQVWLODWLRQ�LQ�VRPDWLF�ÁX[��ZKHUH�,�VKLIWHG�
paper, photos, books etc and meditated in the mess.
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Figure 6: Final writing blueprint for The Flowering – The Asian Thread.
6RXUFH��'UDIÀQ�

Sometime I would condence this material into a shrine (See Appendix: Chapter 2 – Photo Shrine). Thus 
WKURXJK�D�SURFHVV�RI�FRQWLQXHG�UHÁHFWLQJ��UHÀQLQJ�DQG�UHYLVLWLQJ�the Memory Room, a distilled blueprint
emerged (see example of Ha Flowering Blueprint below, and Appendix: Ha Final Asian Thread Writing 
Blueprint.)

7KLV�PHPRU\�URRP�SURFHVV�ZDV�FRQGXFWHG�IRU�DOO�ÀYH�SKDVHV��DV�EHORZ��-R��,QWURGXFWRU\�+D��'HYHORSPHQW�
+D��&RPSOHWLQJ�+D��DQG�.\X���LQ�RUGHU�WR�FUHDWH�D�ÀQDO�HYROXWLRQDU\�WHPSODWH�WKURXJK�ZKLFK�WR�ZULWH�WKH�
unfolding Jo Ha Kyu [Ma] journey of my practice. If I became stuck, I would renter the memory room phys-
ically and playfully, and reengage with the process outlined.
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Final: Evolutionary Writing Template

Figure 7: Final Evolutionary Writing Map.
6RXUFH��'UDIÀQ�

4.2 Writing an Autobiographical Jo Ha Kyu [Ma]

This thesis is primarily an autobiographical account of my artistic evolution using the the analytical frame-
work of Jo Ha Kyu [Ma]. However the framework also provided the opportunity to express the complexity 
of that evolution of my practice in two important ways.  Firstly as already discussed within each chronologi-
cal period of a Jo or Ha or Kyu , there are substructures or three micro-versions of Jo Ha Kyu.  This allowed 
extra levels of depth in the narratives unfolding. For example, in Figure 6 Introductory Ha is broken into a 
Jo Ha kyu progression but each are also broken into three evolving sections.  I utilized this structure through 
out all the writing. 

Secondly I employed what I called [Ma moments] to present those enlightning sometimes unformed  gritty 
present day and/or past recorded revelations (from documented sources) in the writing . As previously dis-
cussed and shown in Figure 3, [Ma] sustains the embodied outcome of Jo Ha Kyu progressions, and offers 
and aggregate of [Ma] moments throughout Jo Ha Kyu progression.  For these, what I call Micro [Ma]’s I 
have used text boxes to punctuate the main text in places where I have recalled [Ma] moments.  They have 
EHHQ��GUDZQ�IURP�VRPDWLF�IHHOLQJV��PQHPRQLF�UHÁHFWLRQV�DQG�TXHVWLRQV�SRVHG�LQ�YDULRXV�QRWHERRNV�DQG� 
other sources, as well as from present revelations stimulated through the memory room installations where 
I worked. As also discussed  [Ma]  is also  a major bridge between a completing Kyu and the next initiating 
Jo. These Bridging [Ma] moments will be summarised at the end of each chapter, and will be formulated 
ÀQDOO\�LQ�D�VXPPDU\�[Ma] chapter at the end of the thesis.

Finally I written [Ma@�LQ�EUDFNHWV�WR�HFKRH�RU��FRQYH\�PHWDSKRULFDOO\�DQG�ÀJXUDWLYHO\��WKH�WUDGLWLRQDO�&KL-
nese calligraphy (㛫): its principle of a revelational light in a gateway or liminal space. Thus the writing of 
chapters through an alignment with the above and Zeami’s scheme of an artist’s progression—from 1957 to 
the present—will unfold as follows: 

Jo - The Seeding (1957–1988)
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Chapter Three—Jo: The Somatic Body (from 1957–1988)

Ha - The Flowering: The Intercultural Asian Thread (from 1988–2012)27

Chapter Four—Introductory Ha: Pedagogy and Productions in the Public Domain
(from 1987–1995)

Chapter Five—Development Ha: Entering the Cloister of Pedagogy (1996–2003)

Chapter Six—Completing Ha: Descending into the Heart of the Matter (2003–2012) 

Kyu - The Ripening (2012–present)

Chapter Seven—Kyu: Mind the Gap, the Heart of the Matter [Ma] (2012–present)

Chapter Eight—Conclusion: Living in [Ma] 

27  Zeami breaks the Ha narrative in three parts: Introductory Ha—which I identify as Pedagogy and Productions in 
the Public Domain (Chapter 4); Development Ha—Entering the Cloister of Pedagogy (Chapter 5); and Completion 
Ha—Descending into the Heart of the Matter (Chapter 6).   
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Chapter Three

Jo: The Somatic Body (from 1957–1988)

1. Jo: 1957–1978: The Bodies Playful Dance Training and the Game

Wicky wacky words
Meaningless mess of chitter chatter
With clever clichés proving proven problems
Losing lost causes
Solving nilly nothings
What utter bumble bubbles of bullshit.
Why not have clear honest living practice.
�'UDIÀQ�3RHP������

My life in my father’s words, as we dug two very deep fence post-holes, was simple. We were preparing for 
a new front gate to allow the enlarged stock trucks that would now enter our farm. In 1973 we were replac-
ing an old gate built by my father as a memorial to his deceased brother, who had designed this old gate. 
‘Play football, teach and run the farm’—my father’s prediction of my future with performance pedagogy, 
and personal life was spot on. This earlier evolutionary Jo phase, however, was far from simple or close to 
his plan. So many overlapping seeds were planted but what was central was my body experience. Through 
an increasing need to understand training playfulness, this phase became an unfolding progression from 
sporting activity into community educational theatre making.  

1.1 The Training body—the beginning

I came from a working family. Both my parents had left school at age eleven; my father to work in shearing 
sheds and my mother to look after her four brothers when her father died and her mother fell into a depres-
sion. Both my parents were doers. I learnt through the experiences of doing through my body. Serious train-
ing was instilled at a very early age, as I planned to play football for Essendon Football Club (FC). Playing 
for Essendon FC seemed etched into my life and in all those who surrounded me. My parents, sisters, uncles, 
aunties, cousins and the whole street and suburb I lived in barracked for Essendon. My earliest memory as a 
child was wearing an Essendon jumper—Bill Hutchison: Number 7.28 On doctor’s orders, my father was to 
stop playing football due to a cerebral hemorrhage he had suffered while training with Essendon—a condi-
WLRQ�WKDW�KDG�RQH�\HDU�HDUOLHU�KDG�WDNHQ�KLV�\RXQJHU�EURWKHU·V�OLIH�DW�WKH�DJH�RI�ÀIWHHQ��2QH�FDQ�RQO\�VXUPLVH�
how this affected my father’s desire for me to play football, but I know I began training from about the age 
of seven. My father took very keen hands-on interest in that training all the way until I played with Essen-
don.  For example, wheat sacks were tied to a Hills Hoist and when swung I would have to dodge the 

28  Bill Hutchison played in the Victorian Football League (VFL) from 1942–1957, spending his career entirely with 
the Essendon Football Club. He played 290 VFL games and kicked 496 goals. He captained Essendon for seven years, 
from 1951–1957 and won two Brownlow medals.
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Figure 8: Bob Pratt leaping for a mark the Lakeside Oval on 9 June 1934.

moving sacks with a ball in hand. In winter on most evenings I would practice kicking with both feet. Ev-
ery Friday night during football season my uncle and grandmother would eat with us and tell tales of past 
Essendon football matches that inevitably ended in the tragic story of John Coleman’s famous knee injury. 
Their stories took on mythic proportions laced with wine and beer.  My own research was also thorough. I 
scanned any paper cuttings about football that my sister kept—she was a mad and keen Essendon supporter 
with her own player banner she placed on the fence—as well as any picture books on how to play and what 
physical skills I had to master. The famous mark of Bob Pratt lived in my imagination constantly.  Once in 
grade four I marshaled four young brothers from next door and directed them into the positions of the photo 
(as shown in Figure 8) for me to recreate the mark and take on the role of Bob Pratt. I even organised for my 
PRWKHU�WR�WDNH�WKH�SKRWR��,�ZDLWHG�IRU�GD\V�IRU�WKH�ÀOP�WR�EH�SURFHVVHG�DQG�ZKHQ�LW�DUULYHG�,�ZDV�YHU\�DQ-
gry with my mother for obviously missing the moment. The photo did not resemble the original spectacular 
mark. 

1.2 The Kinaesthetic and Spatial Body

As a child I loved the sense of space and spatial patterning in the game of Aussie Rules (AFL). I loved to sit 
in the upper tier in the old Melbourne Cricket Ground (MCG) Olympic Stand and see the whole oval and the 
player’s movements. In the park next to our house there was a large circular area that was not grassed. Here I 
would scratch the names of the Essendon players and their corresponding positions on the football ground in 
the dirt. Then with the transistor radio playing during a match I would play the game as the sports commen-
tators described it.  

$V�,�JUHZ�ROGHU�WKH�QHHG�WR�WUDLQ�FRQVWDQWO\�DQG�IRU�ORQJ�KRXUV�RQ�VSHFLÀF�JDPH�VNLOOV�DQG�GULOOV�ZDV�HPEHG-
ded into my life. This became a process of kinaesthetic repetition that made me very aware of physical ener-
gy. During a season the actual football was never far away from my body, for it had become an extension of 
my body; I was encouraged to sleep with the football. Preparations for the game went beyond just skill. Skill 
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became the basis, but to employ this at game day I realised there was deeper knowledge I had to engage; I 
had to read my body and other bodies. You could sense when you were on—ready to play—especially when 
you were ready to compete with another body, and where you needed to read the energy of your immediate 
opposition. To me it was not about mental motivation, but about creating a particular body state or sensation 
in my own body, in order to do this; the ability came from an actual physical practice. By the time I played 
for Essendon I had created a ritual before every game. It was about feeling my weight and tricking my body 
to descend into the ground—when that resistance was released it made me feel very light and free.29 In the 
same childhood park referenced above—before I even went to the venue on game day—I would practice for 
sometime with very heavy working boots.30  I would then wear those same boots to the venue and when I 
put on my actual football boots I would experience a very light sensation. I felt very connected to the ground 
EXW�VRPHKRZ�DOVR�LQ�ÁLJKW�31

The Miskick 

Glenferrie oval 1970. Playing for Essendon reserves against Hawthorn. I am playing for a local VFL team  
that has been part of my extended family for generations. It is on our DNA—when we lose there is no Satur 
day night meal, we all just disappear into bed. When we win it is a weekend celebration. I have been pro  
moted to the Senior Reserves after a few games with the under-19’s. I am wearing number 59 in a 
very old woollen jumper with long sleeves that is too small for me. It has probably been dragged out 
of storage and no one thinks I will be wearing it for too long. ‘He’ll soon be back in the under 

� ��·V·��WKH\�SUREDEO\�WKLQN��0\�QDPH�QRZ�DSSHDUV�LQ�WKH�RIÀFLDO�JDPH�GD\�IRRW\�UHFRUG�DQG�,�� � �
feel part of a team that is having more success than the senior team. We have just lost but I play

� YHU\�ZHOO�DQG�,�ÀQG�D�PRXQWDLQ�RI�FDVK�LQ�P\�IRRWEDOO�ERRWV�DIWHU�,�UHWXUQ�IURP�D�ORQJ�PXG�VRDNHG�VKRZ� �
er. My mother keeps the cut out from the Herald-Sun Sporting Globe mentioning my name. A member 

� RI�WKH�VHQLRU�VHOHFWLRQ�FRPPLWWHH�WDNHV�PH�DVLGH�DQG�VD\V��¶RQH�PRUH�JRRG�JDPH�'UDIÀQ�DQG�� �
� \RX�ZLOO�EH�SURPRWHG�WR�WKH�ÀUVWV·��7KH�IROORZLQJ�ZHHN�DW�WUDLQLQJ�,�IHHO�DQ�XQXVXDO�VHQVH�RI�UHOLHI��,�NQRZ���
� ,�FDQ�GR�LW��,Q�WKH�YHU\�FRPSHWLWLYH�WUDLQLQJ�H[HUFLVH�RI�RQH�RQ�RQH��,�ÀQG�P\VHOI�GRLQJ�YHU\�ZHOO�DJDLQVW�� �
� VHQLRU�SOD\HUV��,�IHHO�,�DP�SOD\LQJ�DQG�QRW�FRPSHWLQJ��,·P�KDYLQJ�IXQ�EHDWLQJ�P\�RSRQHQWV��,�IHHO�WKH�� �

sense of respect I am given by those more experienced than me. I could belong here. I feel distant eyes on me,  
however, and I know he is there—as he has been at so many other training nights. A man in 
a large overcoat and hat standing alone in the outer at training: it is my father. He has been there so 
many nights—a dark shadow watching me train, then disappear after training, as if it was an apparition of my 

� LPDJLQDWLRQ��7RQLJKW��KRZHYHU��LV�GLIIHUHQW��KH�LV�ZDLWLQJ�DIWHU�WUDLQLQJ�WR�VHH�LI�,�ZDQW�D�OLIW�KRPH��:H�� �
drive home in silence and as we park in the garage he says ‘you are really good at this!’. I feel a weight lifted
but a slight gap also appears. A question. I know I am good at this but…do I  have to prove it anymore? The  
following week we play the top team Melbourne reserves on our home ground and we have attracted a large 

� FURZG��LQ�WKH�UHVHUYHV�ZH�DUH�ZLQQLQJ�PRUH�WKDQ�WKH�VHQLRUV��,�DP�QRW�SOD\LQJ�ZHOO�EXW�LQ�WKH�ODVW�TXDUWHU�,��
save a certain goal by marking in the goal square at the Dickie Reynolds-stand end of Windy Hill. I hold the 

29  The desire to understand this never left me. It was not until joining the Theatre Training  and Research Program 
�7753��6LQJDSRUH���DQG�P\�ZRUN�ZLWK�7753��WKDW�,�IXOO\�XQGHUVWRRG�WKLV��+HUH�,�KDG�VSHFLÀF�WUDLQLQJ�LQ�RUGHU�WR�GHYHO-
op this practice, in my own work as an actor trainer. TTRP is now called the Intercultural Theatre Institute.
30  These old leather work-boots had metal studs on the souls and metal caps on the toes and heels. They were ex-
WUHPHO\�KHDY\�DQG�LQÁH[LEOH��
31  This memory will return time and time again in other guises, especially when I encounter Tai’ji.
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� H\HV�RI�DOO�(VVHQGRQ�VSHFWDWRUV��7KH�VTXDUH�LV�YHU\�ORDP\�DQG�ZKHQ�,�JR�WR�NLFN��,�VOLS��P\�IRRW�GLJV�LQWR�WKH
ground and the ball rolls off my knee to the man on the mark who dances around me to kick a goal. I feel all 

� WKH�FURZG�JR�IRU�WKHLU�IRRW\�UHFRUGV�WR�JHW�P\�QDPH�DQG�WKHQ�,�KHDU�DV�D�FKRUXV��¶\RX·UH�D�PXJ�'UDIÀQ·��:H��
still win but as I walk off the ground I have a feeling that something has changed. I know I have the skill for  
this game but do I need to play it anymore? 

1.3 The Creative body—Body sense and playfulness

I saw some children jumping squares
$Q�XQUHPDUNDEOH�VLPSOH�VNLOO�DW�ÀUVW�VLJKW
But latter it occurred to me
It was done with pure natural delight.
(How Far Can You Jump?—'UDIÀQ�3RHP������

6XUÀQJ��VWXG\LQJ�3K\VLFDO�(GXFDWLRQ�DW�WKH�8QLYHUVLW\�RI�0HOERXUQH��OHDYLQJ�(VVHQGRQ�)RRWEDOO�&OXE�DQG�
WKH�9LHWQDP�:DU�ZHUH�DOO�VHHGV�WKDW�FRPELQHG�WR�VHW�D�GLUHFWLRQ�DQG�D�ÀUPHU�DQG�FOHDUHU�IRXQGDWLRQ�IRU�P\�
future creative practice.

6XUÀQJ�KDG�VORZO\�FUHSW�LQWR�P\�OLIH�DIWHU�WKH�DJH�RI�ÀIWHHQ��,W�ZDV�D�SK\VLFDO�DFWLYLW\�OLNH�QRQH�,�KDG�H[-
perienced before. You could not train for it—you had to do it. Training and doing were one. The individual 
H[SUHVVLYH�DQG�QRQ�FRPSHWLWLYH�DVSHFWV�RI�VXUÀQJ�PDGH�LW�PRUH�WKDQ�D�VSRUW��UDWKHU�LW�ZDV�DQ�H[SHULHQFLDO�
encounter of energy.32 It was connected to something very tangible; a natural and environmentally-created 
ZDYH�RI�HQHUJ\�WKDW�\RX�KDG�WR�SK\VLFDOO\�HQJDJH�ZLWK��7R�LJQRUH�WKH�H[WHUQDO�SRZHU�RI�VXUÀQJ�OHIW�\RX�RIWHQ�
LQ�GDQJHU³ZKLFK�WKH�WLPH�,�ZDV�GUDJJHG�XQFRQVFLRXV�IURP�WKH�ZDWHU�E\�D�IULHQG�LV�WHVWDPHQW�WR��6XUÀQJ�
overlapped with and certainly challenged my football playing at Essendon; I no longer wanted to train on 
6XQGD\�DV�WKDW�ZDV�D�GD\�WR�KHDG�RII�VXUÀQJ��7R�WDNH�VXUÀQJ�VHULRXVO\�GHPDQGHG�UHSHWLWLYH�SUDFWLFH�DQG�
a lifestyle philosophy. You were constantly aware of wind directions, weather pressure systems, and geo-
graphically you had to know where it was likely to be on��DQG�ZKHUH�\RX�QHHGHG�WR�EH��$PD]LQJO\�VXUÀQJ·V�
creative and counter-culture nature and my studies at the University of Melbourne actually combined and 
resonated with my body.

The individual’s body schema contains landmarks which reiterate to him that certain things are important and 
others are not.33 (Fisher 1964)

I entered into my studies in 1970 with a Diploma of Physical Education. My thinking was that I would

��� �6XUÀQJ�KDV�VLQFH�GHYHORSHG�LQWR�D�SURIHVVLRQDO�VSRUW�ZKHUH�WKHUH�LV�QRZ�VLJQLÀFDQW�WUDLQLQJ�WKDW�LV�UHTXLUHG�
outside the water. This has certainly changed its image from the long-haired, weed-smoking counter-culture image of 
its 60’s that I knew. 
33  This quote was lifted from the teaching notes from  my 2nd year Movement and Play Education  subject with my 
Lecturer Brian Nettleton, the University of Melbourne . See Appendix: Chapter 3 Jo - Teaching Notes Reading Ability  
p1 par 7. 
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probably teach sport and games.  However being exposed to deeper kinaesthetic and emboded experiences 
I left the course knowing I would teach creative movement through a lens of playfulness as long as it was 
close to a surf beach.

Movement and play became the most important areas of my interest due to the inspiring classes and lectures 
of Professor Brian Nettleton in the Movement and Play Education subject class. Two areas from his lectures 
resonated with my body: movement sense and the power of play. Movement sense according to Nettleton 
implied: 

The ability to move appropriately in the variety of situations both familiar and unfamiliar […] a feeling for 
movement based upon kinetic experience [that] informed observations of others [and] acquires a meaning for 

the individual which enriches his daily living and his relations with the outside world’.34

Brian Nettleton also introduced me to the ideas of playfulness that Susan Millar spoke about, suggesting that:

Perhaps play is best used as an adverb; not as a name of a class of activities, nor as distinguished by the 
accompanying mood, but to describe how and under what conditions an action is performed.  (Millar 1968, p. 
21)

Susan Millar calls this playfulness—and that which is central to it—‘an attitude of throwing off constraint’; 
when we throw off the constraints of a given context, we are free to move, to engage with new contexts as 
well as to engage the context of our recent experience—as an object of play. (Millar 1968, p. 21)

During this period I was the Physical Education student representative on the University Student Council, 
and helped to organise the Anti-Springbok Rugby Tour and the Anti-Vietnam War demonstrations of 1971. 
My body certainly did not want to go to war and I did not register in that years’ compulsory army draft. My 
IDWKHU³IHDULQJ�WKH�OHJDO�UDPLÀFDWLRQV³UHJLVWHUHG�PH��)RUWXQDWHO\�P\�GDWH�GLG�QRW�FRPH�XS�DQG�,�ZDV�QRW�
drafted; it did, however, create a rift in my relationship with my father that was unfortunately never resolved.

In retrospect, my need to forge a life of my own and my interest in movement and play is the reason I signed 
up in 1972 for a Creative Arts Workshop through the Victorian branch of The Australian Council for Health, 
Physical Education and Recreation (ACHPER). The classes that I took were Improvisation and Aural & 
Visual Media.35

The teacher taking the improvisation class was Lindy Davies who was working at the time at the Melbourne 
State Teaching College. Through this workshop I found myself experiencing my body in a way I had not 
before. I was experiencing creative playfulness as a practice and not as a theory. Davies instructed certain 
WDVNV³VXFK�DV�ÀOPLQJ�RXU�ERGLHV�PRYLQJ³ZKLFK�,�KDG�QHYHU�VHHQ�EHIRUH��+HU�FODVVHV�ZHUH�VR�SRZHUIXO�
that I often slipped out of my second class—Aural & Visual Media—to secretly observe her other 

34  Brian Nettleton lecture notes, see Appendix: Chapter 3 Jo -  The Frontiers of Movement Education 1971, p.1. 
35  One Physical Education lecturer noticed my name when I signed up for this workshop—the only male name 
alongside many female names—and asked why I was doing it. His opinion in return was that this was ‘a waste of 
time’.
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LPSURYLVDWLRQ�FODVV�WKURXJK�D�KROH�LQ�WKH�ZDOO��,�ZDV�DPD]HG�WR�ÀQG�WKDW�WKLV�RWKHU�FODVV�ZDV�WRWDOO\�GLIIHU-
ent; she was responding to the next group in a way that was not planned or imposed, but rather responding 
to what was happening in the room. I asked her out for coffee to explore her ideas more. At that meeting she 
expressed her opinion that I would not end up being a Physical Education Teacher.36 I passed my college 
studies and successfully applied for a teaching position at Wonthaggi High School.37 I opted for this school 
IRU�WKLV�ZDV�WKH�FORVHVW�KLJK�VFKRRO�,�FRXOG�ÀQG�WR�D�VXUI�EHDFK�DQG�LW�ZDV�FOHDU�,�ZRXOG³PXFK�WR�WKH�LP-
pending disappointment of my Headmaster—not teach sport, but rather a physical education program based 
on creative play.

Most students fear gymnastics and nothing is more frightening than the vaulting horse. In one of my Per-
sonal Education (PE) lessons I decided to scatter all the gymnastic equipment throughout the small physical 
education hall. This creative environmental maze allowed, and I encouraged students to just play in, on 
and around the equipment. This became such a popular class that a lunchtime activity ensued and resulted 
LQ�D�SXEOLF�SHUIRUPDQFH�FDOOHG�$�'LV�J\PQDVWLF�3OD\�$URXQG��7KH�PRPHQW�ÀYH�FORZQV�HPHUJHG�WKURZLQJ� 
streamers from the vaulting horse was a big hit. I’m not sure how—and again much to the disappointment of 
the Headmaster—but soon after the performance two representatives from the Victorian Education Depart-
PHQW�FDPH�WR�YLVLW�WR�ÀQG�RXW�PRUH�DERXW�WKLV�QHZ�SK\VLFDO�HGXFDWLRQ�SURJUDP��7KLV�VFKRRO�VWXGHQW�JURXS� 
naturally morphed into a drama group, but was eventually expelled from the school premises for students 
smoking (which I let them do). I resigned from teaching but stayed in the district as an itinerary worker and 
continued to lead the group.38 With local community support the group formed into a community youth 
theatre group and was given an independent  allocated home by the Wonthaggi Arts Council. We called our-
selves the Wonthaggi Arts Council Student Players (WASP—theatre with a sting). Over six years playing, 
creating rehearsing and producing plays inside an old Police Drill Hall. We produced original works with all 
SURÀWV�JRLQJ�WRZDUGV�FRPPXQLW\�QHHGV��VHH�$SSHQGL[��&KDSWHU���-R���3KRWR�RI�:DVS�5HKHDUVDO�6SDFH���

Knowning Mist—Kilcunda Beach 

It’s a Saturday afternoon in1973 and I am on Kilcunda beach. It’s a winter’s day when the wild surf throws  
up a deep cold mist that hangs over the sand dunes. We are walking silently with a group of musicians from  

� 0HOERXUQH�ZKR�MXVW�ÀQLVKHG�D�WZR�\HDU�QDWLRQDO�WRXU�RI�+DLU�DQG�WKH�PLVW�LV�FOHDULQJ�LQ�P\�PLQG��7KH�SUHYL�
ous night we have just performed in the Wonthaggi Town Hall in an original rock musical Happi  
ness Stan that I created with some students from the local high school and technical school. The event 
was packed and the band played on for two hours as the show turned into a rock concert and the adults and  
children of the town danced on the stage. The musical was based on the Small Faces album Ogdens’ Not Gone 
Flake. The town of Wonthaggi—which has never had a live rock’n’roll band play live or even an orig
inal home-grown piece of theatre before—went ballistic. One of the cast was a year twelve student and was  

� WKH�EHVW�IRRWEDOOHU�LQ�WKH�GLVWULFW��KH�ODWWHU�ZHQW�RQ�WR�SOD\�ZLWK�+DZWKRUQ���7KLV�ZLQWHU�DIWHUQRRQ�ZH�DUH�ÀOO�
� LQJ�LQ�WLPH�EHIRUH�ZH�GR�LW�DJDLQ��WKH�WRZQ�KDOO�ZLOO�DJDLQ�EH�SDFNHG��7RJHWKHU�ZLWK�WKH�VWXGHQWV�,�DGDSWHG��

and directed the musical and soon I will again act as the mad wizard narrator. I feel a burning shiver of   

36  This initial meeting commenced and they have not ceased to this day.
��� �+HUH�,�JDLQHG�WKH�RQO\�IRUPDO�TXDOLÀFDWLRQV�WKDW�,�KDYH��D�'LSORPD�LQ�3K\VLFDO�(GXFDWLRQ�DQG�D�7UDLQHG�6HFRQG-
DU\�7HDFKHUV�&HUWLÀFDWH��
38  I worked as a Contract Fencer, Hay Carter, Farm Hand, Wool Presser, Gardener, Relieving Cow Milker, and 
Truck Driver for a grain and produce store.
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excitement. I breathe in the cold winter air, I feel the unknown gap ahead…I don’t know what it means 
or where this feeing will go but I know it has begun and it feels right.

The unfolding progression of this Jo�SKDVH�QRZ�HQWHUHG�D�VLJQLÀFDQW�PLFUR�[Ma] moment.  A light was re-
vealing itself in my life  and something in my creative practice was being asked of me. As a community cre-
DWLYH�WKHDWUH�SURMHFW�:$63�ZDV�YHU\�VXFFHVVIXO��DQG�WKH�FRPPXQLW\�VXSSRUW�EHKLQG�LW�ZDV�VLJQLÀFDQW��$V�WKH�
work developed, so did my desire to understand my own process more. A friend who was part of Melbourne 
University Student Theatre at the University of Melbourne suggested that I should read Towards a Poor 
Theatre by Jerzy Grotowski. I could not understand the text or what it was saying until I got to the practical 
exercise section that had photographs; as a sports person, that was something my body could understand. I 
tried introducing Grotowski’s exercises as a training ritual to the WASP group; they very quickly told me to 
‘fuck off’. Although they were very committed, it was very clear these young students’ main interest was the 
group’s playful, creative and expressive nature and the adolescent group dynamic. They were not, therefore, 
interested in my investigation of the gap between training and creating. Before this could be resolved my life 
intervened; my father died suddenly and I was called back to Melbourne to run the family farm.  

)RU�QRZ�ZH�MRXUQH\�WR�WKH�VRXUFH�RI�WKH�ÀUH
Past present—deeper and past mind
To see why you are now blind
Of what is lost unless it’s sought
The very core of your creative thought.
(Line from the play Why Not You Can Do It Too�E\�'UDIÀQ������

The unfolding progression of this Jo pahse had now entered a [Ma], towards the creative practice that was 
now being asked of me. 

2. Ha: Training and Creating I979–1988

This Ha phase—with all its tensions and challenges—was an extraordinary period of personal and collab-
orative experimentation. It consisted of theatre making (which included twenty-seven professional produc-
tions) and explorations with professional actors and master teachers. The seeds to many creative processes 
HPHUJHG�DW�WKLV�SRLQW��EXW�D�JDS�DOVR�HPHUJHG��7KH�TXHVWLRQ�WKDW�DURVH�ZDV��+RZ�WR�FRQQHFW�DQG�ÀQG�D�PHWK-
odology of performance/actor training that created a platform and merged with theatre making? This was a 
lingering question—not yet answered in my body—but it was about to take root.  

2.1 The Body in Space—The Mill Community Theatre Company

Early in 1979 I began living in Melbourne. I applied and was accepted into The VCA Drama School and on 
ZHHNHQGV�FRPPXWHG�WR�FRXQWU\�&ODUNHÀHOG�WR�UXQ�WKH�IDPLO\�VKHHS�IDUP��&ORYHU/HD�'��,�ZDV�KHDG�KXQWHG�
at this point, however, to take up a funded Artist in Resident role at a high school in Geelong where my then 
girlfriend was teaching. The decisions I was left to navigate were to train, make art or follow my heart? My 
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body triumphed and after just two weeks I left the VCA for a new space in Geelong, where I undertook the 
residency. This experience brought me into contact with The Mill Community Theatre Company (herein 
referred to as The Mill). The Mill is attached to Deakin University in Geelong and is the work of artistic di-
rector James McCaughey. At the close of the year James McCaughey—due to my history community theatre 
in Wonthaggi and Geelong—had offered me a place within the company. 

When McCaughey set up The Mill he said that ‘the moment I walked into the space I knew it could be a 
cross road between Deakin and the community and a possible home base for a company’ (cited in Rog-
ers 2016, p. 84). The Mill was a crossroad and a home for McCaughey, as it was to be so much more for 
me.  The participatory nature of The Mill’s company of actors—carried out through theatre-making ex-
periments—engaged audience and participants in its processes, seeking ways in which the relationship 
between theatre and community could transform each other. Activities ranged from facilitation of creative 
arts workshops with many community groups—for example the Shannah Special School Park for physically 
challenged children—to create new theatre projects and open-ended and spontaneous one-off events called 
Mill Nights. These events took place in an old empty textile factory with three large, open white-walled and 
ZRRGHQ�ÁRRUHG�SHUIRUPDQFH�VSDFHV�

Body in space—Coming through the Wall

In our white theatre spaces the body is always like a moving or stationary experimental art installation.   
� 0HDQLQJ�LV�FRQVWDQWO\�FKDQJHG�E\�WKH�ERG\·V�UHODWLRQVKLS�WR�WKH�ZDOO��GRRU��ÁRRU�DQG�DQ\�REMHFW�WKDW�KDSSHQV��
� WR�ÀQG�LWV�ZD\�LQWR�WKH�VSDFH��:H�RIWHQ�GHOLJKW�LQ�KRZ�PDQ\�GLIIHUHQW�QDUUDWLYHV�HPHUJH�WKURXJK�WKH�ZD\V�D��
� ERG\�FDQ�FRPH�WKURXJK�D�GRRU��PRYH�RQ�WKH�ÁRRU�DQG�PRYH�RU�KDQJ�IURP�WKH�UDIWHUV��,Q�RXU�SURGXFWLRQ�Clyde

Company Station we are trying to resolve how the Scottish Scene can move from one space—the foyer—into  
the adjoining Tasmanian Scene�LQ�WKH�ODUJH�WKHDWUH��$FWRU�(UQLH�*UD\�VXJJHVWV�ZH�JR�WKURXJK�WKH�ZDOO��¶MXVW��
make the scene move towards the wall’, he says, ‘and when it hits the wall have half a cup on the wall’. We  
continue the action one moment and one body at the time with the other half of the cup on the adjoining wall.  
The scene and bodies will slowly transform from one space into the other. It’s brilliant—we all fall about   
laughing and singing ‘comin thro the wall’ to Robbie Burns’ tune Comin’ Thro’ the Rye. James recovers laugh 
ing, then says seriously ‘no, no we can’t do that’. We plead unsuccessfully, but I can feel the magic and power  
of our bodies in the space.

In her chapter ‘Space, Place and Time: Geelong and the Mill’, Meredith Rogers (2016) elaborates that cen-
tral to the company’s developing aesthetic and the way the work was protected was its performance spaces. 
The space of The Mill was certainly a point of inspiration and, I would add, so was the transformative nature 
RI�ERG\�ERGLHV�LQ�DQ\�VSDFH��2QH�RI�P\�ÀUVW�PHPRULHV�ZRUNLQJ�DW�7KH�0LOO�ZDV�RI�DQ�H[HUFLVH�ZKHUH�ZH�H[-
perimented in transforming a bodily image of sport, into a physical image of war. In Clyde Company Station 
ZH�RIWHQ�WUDQVIRUPHG�IURP�D�VWRFN�KDQG�RU�ODQGRZQHU�LQWR�D�ÁRFN�RI�VKHHS�39 Aside from the actor and writer
Ernie Gray—who was a National Institute of Dramatic Arts (NIDA) and Rusden graduate— most of the 
company were not formally trained in any methodology of performance or theatre making. We worked 

39  Clyde Company Station was a 1980’s production based on the Clyde Company Papers edited by P.L Brown.
(Russell George 1821-1888) that looked at the early settlement in Geelong by a Scottish Grazier George Russell.
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from an improvisational base that came externally from either a conceptual or content-driven idea. Discuss, 
plan and do: this was our process. The closest we ever got to a common physical skill-based actor training, 
was a weekly voice class with Nancy Black and a movement class with Nanette Hassall.40 Much of Hassall’s 
work—especially her contact improvisation and some Feldenkrais exercises, both of which I assume came 
from her work in the USA—offered me some tangible training that I would latter develop. With so many 
projects on the boil we were masters of doing; as a company there were never any deep and ongoing conver-
sations around developing any skill-based methodologies or forms of critique, nor were there discussions on 
the work of other similar international companies.41

I once asked McCaughey about acting and actor training. He suggested that I read Konstantin Stanislavski’s 
book An Actor Prepares. As already discussed from my experience attempting to teach from Towards a Poor 
Theatre, I had to understand it in my body and not from a written page.  I needed to take some acting class-
es. 

$W�WKH�HQG�RI������ZH�KDG�RXU�ÀUVW�SDLG�KROLGD\�EUHDN�DQG�,�RUJDQLVHG�D�IULHQG�WR�ORRN�DIWHU�WKH�IDUP�ZKLOH� 
I headed to New York to take some classes. I didn’t know what I would do there exactly, but like that wind 
swept day at Kilcunda, I knew it was a right and timely decision.  

2.2  The Rupture - New York 1982

On my way to New York in 1982, I met up with McCaughey during a Los Angeles stopover; he was also in 
Los Angeles travelling back to Australia. His advice for my time in New York was to see the Wooster Group 
actor Spalding Gray’s one-man show 47 Beds; buy the newspaper The Village Voice and talk to Australian 
dancer and theatre maker Anne Thompson who was studying in New York at the time. 42I met Thompson 
who was about to return to Australia and in a coupe of days I had not only made plans for acting and move-
ment classes, organised productions to see during my seven weeks there, but I moved into Thompson’s 
vacant room in downtown Little Italy, just off Canal Street. My dance card was soon very full and any spare 
time was taken up at the New York Public Library (NYPL) for the Performing Arts at the Lincoln Centre. 
The NYPL houses prodigious collections of historic recordings, videotapes, autograph manuscripts, corre-
spondence, sheet music, stage designs, press clippings, programs, posters, and photographs. The production 

40  Nanette Hassall is a performer, choreographer and teacher who works in Australia and overseas. Graduating 
from the Juillard School in New York she joined the Merce Cunningham Dance Company, touring extensively in the 
USA and Europe. She is currently the Head of the Dance Department at the Western Australian Academy of Perform-
ing Arts. Nancy Black has worked widely in Melbourne as a writer, director, dramaturge, performer and teacher of 
WKHDWUH��79��YLGHR�DQG�ÀOP��6KH�LV�FXUUHQWO\�WKH�$UWLVWLF�'LUHFWRU�RI�%ODFN�+ROH�7KHDWUH�
41  Productions by The Mill Community Theatre Company  in 1981 included: Ladies of Fortune; The Woman who 
Died for her Husband; The Bear; and 'RQ�4XL[RWH��There were also the ongoing Community Projects of Mill Night
which included: St Augustine’s Boys Home; Mill Club; Education Workshop in schools; TEAC program; Dax House; 
Shannon Park; Geelong Prison Corio’s Woman Group; Geelong Springding Festival; and The Sparkling Occasion 
fund raiser.   
42  Dr. Anne Thompson Head of Department – Drama Coordinator of Workshop Stream Flinders University Con-
temporary.  Anne has been dancer (Dance Works), Editor (Writings On Dance), Head of Movement, Drama School 
(VCA), Theatre Director, Co-Artistic Director (Eleventh Hour Theatre), Dramaturge (ADT)
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DQG�PXOWLSOH�ÀOPV�,�ZDV�ZLWQHVVLQJ³IRU�H[DPSOH�*URZWRZVNL·V�The Costant Prince, and videos of Merce
Cunningham’s choreography and performances—were an informative juxtaposition to view against the three 
classes I was experiencing through my body. These classes included: Kinetic Energy Awareness with Elaine 
Summers; choreography with Bob Dunn; and an acting class with the Swedish Ingemar Lindh  (see Appen-
dix: Chapter 3 Jo - New York Program, Ingemar Biog, program and principles, pp. 1-5).

New York Training revelations 

Elaine Summers—Kinetic Energy: Rolling around on small rubber balls for what seemed like a never ending 
MR\IXO�HWHUQLW\��P\�ERG\�JHQWO\�GLVPDQWOLQJ�DV�,�GHOLJKW�LQ�ZDWFKLQJ³WKURXJK�WKH�PDQ\�VWXGLR�ZLQGRZV³WKH�
snow falling outside her warm studio.  
Bod Dunn—Laban: A very mathematical approach to choreography, dissected and sharing small movement 
of my body with others’ bodies and seeming part of an ever increasing algebraic formula. So impressed by a 
choreographer who can run a class smoking while sitting on a chair.  
Ingemar Lindh—Acting ODIN Theatre: So physically demanding and so familiar, I felt I was back training for 
Essendon. Each day we recognised the participants coming to class by the stiffness in their legs, having to walk 
backwards up the Bond Street Theatre to get to class. After each class from 6pm–midnight,  my body lay in hot 
baths for hours. Most other participants had late part-time night jobs to go to.  

I remember the need of training.43 

At the time—as my notes below testify—I did not always understand what I was doing: 

,�DP�EHFRPLQJ�D�ELW�ORVW��0DGH�PH�UHDOLVH�DFWRU�WUDLQLQJ�LV�VXFK�D�VSHFLÀF�WKLQJ³FDQ�WKH�GLUHFWRU�KHOS�WKH�
DFWRU�ÀQG�ZKDW�LV�WKH�WUXH�PHDQLQJ�RI�DFWLQJ"�&RPH�WR�WKLQN�RI�LW�ZKDW�LV�WKH�WUXH�PHDQLQJ�RI�DFWLQJ"�+LV�
ideas of improvisation are not playing an idea (with an end) but having dynamic intentions and going with 
the result.  He talked about restriction within improvisation but then I got really lost. One thing I have to do is 
open my mind and completely trust this workshop—just do it—time to question it latter but just do it and not 
remove yourself from the physical experience.44

Although I knew I was confused, the following was clear: 

• I had to take responsibility to work in the unknown; the understanding would come through my
body;
• I was meeting very formed artists who were not just having a vision or idea of what theatre they
wanted to make, but who had developed deep methodologies for theatre making that was supported

� E\�D�GHÀQHG�WUDLQLQJ�SURFHVV��EDVHG�RQ�DQ�XQGHUO\LQJ�SKLORVRSK\�

43  Date accessed 20/6/19 https://en.wikipedia.org/wiki/Elaine_Summers - Elaine_Summers_Dance_&_Film_(&_
Web)_Company Date accessed  <https://en.wikipedia.org/wiki/Robert_Ellis_Dunn>
44  A combination of journal entries from the Orange Book of Lindh’s class. See Appendix:  Chapter 3 Jo - Lindh 
Class Moments 1972 pp. 1-7. 
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/LQGK�ÀQLVKHG�KLV�ZRUNVKRS�E\�JLYLQJ�XV�D�VHULHV�RI�KLV�WKRXJKWV�WKDW�KH�FDOOHG�KLV�calling cards. I recently
dug these calling cards up in an old journal and was interested by how many I actually remembered and still 
held within my practice now. Of the seventeen cards, I remembered six—six little pebbles that have contin-
ued to delightfully irritate, remind and make my body aware. These are:

• What an actor can do will always be greater than what you tell them;
• The work of the actor is archaeological. You know more or less what you are looking for, but in

� GHOYLQJ�LQWR�\RXUVHOI�\RX�ZLOO�QHYHU�NQRZ�ZKDW�\RX�ZLOO�ÀQG�
• It is more important to know that something has happened than to know what happened;
• The work of the actor is to recognise all value and to give value to each thing;
• An exercise is not a preparation for creation, it is a creation;

� ��7KH�PRVW�GLIÀFXOW�WDVN�IRU�WKH�GLUHFWRU�REVHUYHU�LV�WKH�VWUXJJOH�DJDLQVW�VOHHS�

2.3 A Whirlwind of Teaching, Pedagogy and Some Hidden Seeds

Upon my return from New York, The Mill was going through many changes; McCaughey was reviewing the 
company’s work and his own direction as an artist. He instigated a Personal Performance Research Project 
which one member seriously referred to as ‘personal trauma’. My research at this time was trying to insti-
gate some unformed new ideas from New York, but it seemed more like a return to circuit training and some 
acrobatic performance. It was a time for a change. I became one of four members who left the company at 
the end of 1982; McCaughey, however, has continued as a inspirational mentor and The Mill experience has 
remained a touch-stone of my work-at-large. As Rogers (2016, p. 231) summarised so well, The Mill was 
‘an experimental company that set out to create theatre that could be formally challenging, spatially engag-
ing, playful, vigorous, musical, generous, open-ended, playful, inclusive and full of life around it’.

1R�ORQJHU�D�SDUW�RI�7KH�0LOO��,�EHFDPH�D�IUHHODQFH�DUWLVW�DYDLODEOH�WR�EH�KLUHG��7KLV�QH[W�SHULRG�RI�ÀYH�\HDUV�
was a whirl-wind of twenty four professional productions, major life events, and independent and institu-
tional teaching appointments. In 1985 I had sold the family farm, changed my father’s will, created a mort-
gage, bought a house and in 1987 married Mary Sitarenos. Within this new environment it felt like produce 
or perish. There was certainly an economic imperative feeding this reality, but I was also enjoying being 
drawn into a wide variety of theatrical experiences. Intercultural, mask, circus, new works and classic texts 
were all on the menu and I was achieving critical success. 

‘Volpone’�GLUHFWHG�E\�WKH�0DJXV�5REHUW�'UDIÀQ�ZDV�WKH�KLJKOLJKW�RI�7KH�&KXUFK�7KHDWUH�\HDU�45 ‘Draff’ was
also responsible for Ship of Fools by Andrew Bovell and Whistling in the Theatre. His imagination and sheer 
theatricality make him my choice for best director of 1988’.46 (C.Boyd Melbourne Times 1988, p.21)

I may have been the theatrical trickster that Chris Boyd described in 1988, but hidden amongst all this activ-
ity and critical recognition were three magic and hidden seeds that were beginning to combine and take

45  The Church Theatre was a professionally funded  company operating out of a huge vaulted church in Burwood. 
During this phase I directed seven productions.
46  Chris Boyd is currently the theatre critic for The Australian. This review was a rap-up of the year 1988 as part of 
The Melbourne Review featured in The Melbourne Times, 20th December 1988.
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root. In 1984 I  attended a voice class by director writer Jenny Kemp and I was introduced to her impulse 
work; work she had developed with her research company Stasis at the old Pram Factory.47 Also in 1984 a 
VWXGHQW�SURGXFWLRQ�RI�$QWLJRQH�DW�5XVGHQ�7HDFKHUV�&ROOHJH�³WKDW�HQJDJHG�ÀUVW�\HDU�DFWRUV³HQDEOHG�PH�WR� 
experiment with my body and the body of students with my own version of impulse. It also made way for 
experimentations in contact improvisation and many other practical exercises I had been thinking about, that 
I had recently experienced. This work formed a document that I called Work for the Actor and by the Actor.
(see Appendix: Chapter 3 Jo -Work for the Actor  1984) This was the beginning of somatic processes and 
techniques that would underpin a practice I have been developing ever since. Also in 1986 I was involved 
LQ�GLUHFWLQJ�D�YHU\�GLIÀFXOW�EXW�H[FLWLQJ�SURGXFWLRQ�RI�Madame Mao by Teressa Radic for Playbox, which 
GHPDQGHG�WKH�XVH�RI�DFUREDWV�IURP�&LUFXV�2]�DORQJVLGH�WUDLQHG�DFWRUV��&LUFXV�2]�KDG�MXVW�ÀQLVKHG�ZRUNLQJ� 
extensively with Chinese Acrobats from Nanjing and the play demanded extensive research on the Beijing 
Opera. This project introduced me to particular Asian body training practices that not only had to be built 
into the performance, but also into a daily practice of training and making (see Appendix; Chapter 3 Jo: 
3KRWR�5ROO�0DGDP�0DR���7KLV�ZDV�D�VLJQLÀFDQW�HDUO\�VHHG³WKH�LPSOLFDWLRQV�RI�ZKLFK�DUH�VWLOO�XQNQRZQ�WR� 
me—that would soon form a single bud for my practice.

At the conclusion of 1988 I was exhausted, physically and artistically. At the time my wife Mary wanted to 
re-connect with her teacher in Bali; I on the other hand had no interest in Asia and would have preferred to 
return to New York. But Mary convinced me to come with her: ‘come’ she said ‘you can have a great nine-
week holiday while I work with Ida Bagus Sutajar’.48

3. Kyu—The Seeds Take Root

Descending into Bali was to be a very slow descending Kyu with an intense inner intercultural experience; it 
was as if the whole event was also in space—a [Ma]. It was like entering a sauna imbibed with the power-
IXOO\�VFHQWHG�ÁRZHUV�RI�WKH�)UDQJLSDQL�WUHH��7KH\�JUHZ�LQ�WKH�DLUSRUW�DQG�DV�ZH�ZDONHG�DFURVV�WKH�WDUPDF�WR� 
a then very small terminal, Mary picked one and put it in my ear before we entered the Indonesian customs. 
After a taxi to the Chi Cha Inn—the summer palace of the late King of Ubud, run by his youngest surviving 
wife and her son—we were put in a traditional house next to the Campuhan River.49 Here we slept alongside 
the river’s endless torrent; I would awake in this place to a creative thread I have never left. 

Mary and I awoke in darkness to a candle lit pathway to a Balinese feast in honour of our Western Christmas 
celebration. At that place existed a wonderful contradiction and my world had changed forever. Little did I 
know as I walked down the pathway of light the occidental and oriental was now to be in a continual 
and complex conversation within my life and practice; what I will call the Asian Thread. I will now tell you 
about that time in Bali. It included: Balinese rice wine; ritualistically washing with the Balinese men at dusk 
in the river; being blessed in the compound temple by our host and by a Pedanda (high priest) in a distant 

47  Original members were Robert Meldrum, Jenny Kemp,  Suzanne Ingelton, Roz de Winter and Suzy Potter.
48  Ida Bagus Sutajar is a Braham priest, carver and dancer from Mas Bali. He is the brother of Ida Bagus Anom 
who made masks for Peter Brook’s production Conference of the Birds.
49  The Campuhan�5LYHU�LV�PDGH�XS�RI�WKH�FRQYHUJHQFH�RI�WZR�ULYHUV�,W�LV�D�VSLULWXDOO\�VLJQLÀFDQW�DQG�VSHFLDO�SODFH�
for creativity and medicine, as represented by the Pura Gunug Lebah  temple which lies in the valley of the Campuhan 
River  Ubud.
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town; watching the high grass wave in patterns on a hill opposite our veranda; meditating on Balinese mu-
sic in forests; daily travel with chickens and babies on local Bimos; and late night visits to distant, hidden 
village ceremonies and trance rituals on motor bikes in full traditional Balinese clothing, far away from any 
tourist schedule. 

Now I will recount the revelation of the mask. Very soon after arriving in Bali we visited Mary’s teacher Ida 
Bagus Sutarja. Ida Bagus suggested that Mary should work with his daughter and I should work with him. 
This was not in my plan but it seemed like an okay idea. A Braham priest and elder for the village of Mas 
(the traditional wood carving town); a famous dancer and wood carver; and brother to Ida Bagus Anom who 
worked with Peter Brook on Conference of the Birds. Payment over very strong Balinese Kopi was negoti-
ated, based on how long we were in Bali. It all seemed a bit adhoc and unclear, and very different to New 
York. There was no syllabus or written idea of what you would be studying; it just seemed you turned up. 
Mary explained to me later that night that once you take on a teacher in Bali you cannot change, unless your 
teacher suggests your next teacher. This made me feel even worse as I thought maybe I had been rash not to 
research the best Balinese teacher for me.  Especially now that I had paid money. 

The next day we started. Very soon and not so diplomatically after attempting some Topeng training with 
his son, Ida Bagus suggested that it would be better for me to learn how to carve the mask—not dance in 
one. He saw that in a very short time my body and breath was going to collapse, or worse. Ida Bagus had 
a distinct way of criticising you with a voice that seemed on the edge of laughter. Ever so quickly into my 
program, however, I felt I had disappointed my teacher; or was it myself I had disappointed? Ida Bagus said 
it was useless for me to make a Balinese mask as I was not Balinese, but that I should create my own mask; I 
was to draw one that evening. I left interculturally and physically defeated. Returning that day to my balco-
ny in the evening breeze, however, I found a joy in drawing and laughing at the image that was unfolding.  

I was pleased with my mask design and arrived the next morning to a smile from Ida Bagus. He seemed, 
DW�ÀUVW�SOHDVHG�ZLWK�WKH�GUDZLQJ��KH�WKHQ�WRRN�LW�DQG�ULSSHG�LW�LQWR�PDQ\�SLHFHV�DQG�ELQQHG�LW��,�ZDV�D�OLW-
tle shocked until he informed me—in that distinctive voice of his—that ‘the beginning spirit for the mask 
is done. You no longer need a picture. You must now learn how to control the knife with your thumb and 
ÀQJHUV·��,GD�%DJXV�JDYH�PH�D�SLHFH�RI�ZRRG�DQG�GHPRQVWUDWHG�D�SDUWLFXODU�ZD\�RI�FDUYLQJ�ZLWK�WKH�NQLIH��
‘Chip chip, small cuts, go slow’ he said, then he left to light incense, pray, feed his many caged exotic birds 
and sell traditional masks to German tourists in the shop at the front of his compound. For days he disap-
peared while I ‘chipped chipped’ with an ever decreasing need of band aids for the decreasing damage to my 
hands. Finally, the very sharp knife was no longer my enemy. At a point many days later—when I was get-
ting really pissed off that I was not getting my money’s worth from my teacher—he appeared with a piece 
of wood with two holes that one could see through. He demonstrated the technique of bringing the wood to 
your face and looking through the holes into a mirror. ‘Carve the back, carve the front, look in the mirror, 
let the wood tell the knife what to do, chip chip go slow’ he said. I could hear my inner cynical voice saying 
‘Oh yeh, let the wood guide me—yeh—the typical Asian guru instruction!’.   

But it did. I began to be amazed and excited by how the knife knew what to do; how it conversed with the 
patterns in the wood. There existed here a powerful creative tension, but not a worry about what to do, aside 
from bringing the mask to my face, look into the mirror and let the wood and the knife do the work. I en-
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MR\HG�WKH�IHHO�RI�WKH�LQVLGH�RI�WKH�ZRRG³DV�LW�EHJDQ�WR�ÀW�LQWR�WKH�VKDSH�RI�P\�IDFH³DQG�KRZ�WKH�RXWVLGH�
was transforming into some other face. I was now allowed to work with the other carvers in the compound. 
The Balinese carvers were working on a series of carved cats for the tourists—very occidental?  These carv-
ers only spoke Balinese and I began over the days to converse in limited Balinese and learn Balinese jokes; 
this made them fall into hysterics and to this day I do not know why they are funny—very oriental? One day 
as I looked into the mirror, I turned and looked at a fellow carver.  He smiled and took my mask and began 
carving it. I waited but inside I was enraged ‘How dare he! That’s my art—he’ll ruin my work as only I 
know what to do’ I thought. For some time he carved the mask and as I waited and let go of my artistic ego, 
I could slowly accept it was not mine; and it was not his. We didn’t own it, nor could we ever. We were just 
DOORZLQJ�WKH�PDVN�WR�UHYHDO�LWVHOI��LW�KDG�LWV�RZQ�VSLULW��7KH�PDVN�ÀOOHG�PH�ZLWK�DQ�RYHUZKHOPLQJ�QHZ�SHU-
spective on my artistic practice.  

It soon became a pleasure to work hard, slowly and embrace the tension of waiting.  As the mask formed its 
ÀQDO�OLIH��,�FRXOG�UHÁHFW�RQ�P\�RULJLQDO�GUDZLQJ�DQG�WKLV�QHZ�FUHDWXUH��,W�H[LVWHG�QRW�DV�D�UHSOLFDWLRQ��EXW�DV�D�
VSLULW�WKDW�OLYHG�ERWK�LQ�P\�ODXJKWHU�WKDW�HYHQLQJ³ZKHQ�,�ÀUVW�GUHZ�D�IDFH�ORQJ�IRUJRWWHQ³DQG�WKH�HPHUJLQJ�
face that now seemed alive. There was a renewed joy in the painstakingly slow process needed to give the 
mask a human skin. For days on end a hundred thin layers were applied.  Normally the mask skin is made 
IURP�FUXVKHG�SLJ�ERQH�EXW�,GD�%DJXV�KDV�LQYHQWHG�D�ZD\�RI�XVLQJ�H[WUHPHO\�ZDWHUHG�GRZQ�DFU\OLF�SDLQW��ÀQ-
LVKHG�ZLWK�D�SDUWLFXODU�ERRW�SROLVK��$JDLQ��WKH�RULHQWDO�DQG�WKH�RFFLGHQWDO�FROOLGHG��7KH�ÀQDO�RIÀFLDO�EOHVVLQJ�
came from the priest; it was traditionally instructed that the mask would live in a cane basket in a yellow 
bag, which was the just payment of respect for my learnings with Ida Bagus. I returned many times to my 
teacher Ida Bagus. That mask, it turns out, unmasked everything that underpinned the following journey.  

36.



Bridging [Ma] The mask—Unmasking the Asian Thread

The mask ceratainly revealed somatically and conceptually, like many artist before me, understanding con-
temporary embodied practice lay in being exposed to traditional Asian practices and their philosophies. 

However the light underpining this Bridging [Ma], this mask as metaphor. It revealed the unfolding of my 
practice into the next Jo was to learn to wait and experience what is presented to you. 
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Chapter Four 

Introductory Ha: Pedagogy and Productions in the Public Domain (1988-1995)

My story is so strange that were it written with needles on the interior corner of an eye, yet it would 
serve as a lesson to the circumspect.50

This evolution Ha phase, in what I call the Asian Thread (1988-2012), is made up of three sections (and will 
constitute the next three chapters): Introductory Ha, Development Ha and Completion Ha.  It represents the 
complexity and tensions of engaging with, and attempting to understand, traditional Asian arts practice from 
a contemporary context. This evolution is highlighted by three productions—1001 Nights, Rigoletto: A Per-
version, and La Balcon: Le Experimentation—all three of which represent a concentrated effort to integrate 
theatre making with practical training that would underpin my practice. The experiential and relational mo-
ments of [Ma] still underpin the progression within these three major moments. After the Bali mask work, in 
WKLV�SKDVH�ZKDW�ZDV�UHYHDOHG�WR�P\�ERG\�ZDV�D�VHULHV�RI�WKUHVKROGV��JDSV�DQG�TXHVWLRQV��WKHVH�ZHUH�GLIÀFXOW�
realizations that began to clarify the direction of my practice and remind me that their reality lay in my own 
body. The journey of the three Ha’s is impacted by a birth, two deaths and ends with a heart attack. 

Figure 9: Break down of the Ha -Flowering (the Asian Thread) into three Ha’s.
6RXUFH��'UDIÀQ�

Introductory Ha: Pedagogy and Productions in the Public Domain (1988-1995)

1. Jo (1988–90) – Listen to the Song - keeping the mask alive

1.1 The Songs of Mythology: storytelling and the lower body stratum 

 1.2 The Song of Respected peers 

 1.3 The Convergence of Songs – Whistling in Theatre company production of 1001 Nights

50  Mardus J,C and Mathers P, (1947), ‘The Book of a Thousand Nights and One Night’,  Tale of Kamar al- Zaman 
and Princess Budur Volume II p 81-4,  Routledge, London. 
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2. Ha (1991- 93) – Theatreworks and the Song - practice in the public domain

2.1 Implanting Practice (1991)  – storytelling, training and community  

2.2 The Rupture (1992) – multiple streams diverge and a dog barks at the moon

2.3 The Whirlpool (1993) – sinking downwards deeper ever deeper

3. Kyu (1994) – The Unleashing – time to just sing

3.1 A battle with a Church: produce or perish 

[Ma] – The Japanese Ryoan-Ji  – the temple of the dragon at peace

1. Jo (1988–90) Listen to the Song—keeping the mask alive

I was the green branch of a tree
Birds loved and taught their song,
Haply the teaching lingers,
For, when I lie on beauty’s knee,
5HPHPEHU�XQGHU�EHDXWLHV�ÀQJHUV�
The woodland song I sing belongs to
The birds who sang to me. 

(Mardrus & Mathers 1947, Book IV Hearts Miracle of the Birds, p. 330)

During this period I was a part of three very large professional productions. This included directing and 
dramaturgy The )RUW\�/RXQJH�&DIp�E\�7HVV�/\VVLRWLV³WKH�ÀUVW�SURGXFWLRQ�LQ�WKH�0DOWKRXVH�3OD\ER[·V�QHZ� 
home in 1990; choreographing and performing in Victoria State Opera’s Jeanne d’Arc au Bucher by Ar-thur 
Honegger for the Melbourne Spoleto Festival; 51 and a return season and tour of Andrew Bovell’s 1988 
Whistling in the Theatre’s Ship of Fools at the Athenaeum Theatre, Melbourne and Belvoir Street Theatre, 
Sydney. Alongside writer Hannie Rayson, I also co-cut the ribbon in the large Merlyn Theatre for Malt-
house’s Playbox opening ceremony. This period gave a seeming closure to a wonderful and successful rela-
tionship with Lyssiotis—cementing my work with Whistling in the Theatre and enhancing my professional 
exposure. As the poem above infers however, there were two events that sang to me and kept the revelations 
of the Bali mask alive. A series of four volumes of The Book of the Thousand Nights and One Night con-
verged with a short, intensive sharing workshop with some artistic peers; the learning from which lingered 
and fed into a very satisfying major theatrical work—1001 Nights.  

51  The Spoleto Festival was the forerunner to the Melbourne International Festival. This opera Jeanne d’Arc au 
Bucher (Joan of Arc at the Stake) E\�$UWKXU�+RQHJJHU�ZLWK�WH[W�E\�3DXO�&ODXGHO��VWDUUHG�&DQDGLDQ�ÀOP�DFWUHVV�*HQH-
vieve Bujold. I directed and choreographed all the stage action of acrobats, chorus and small cast scenes, but was not 
credited in the program.
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1.1 The Songs of Mythology: storytelling and the lower body stratum

Personally I like only books that are amusing and light, which amuse me, or those which comfort me and 
advise me about how to order my life and my death.52 

Perhaps like Montaigne (who I cite above) I am not a natural reader, but have always enjoyed the role of an 
oral and physical storyteller—a raconteur. I rarely bought or sought out books. During the creation of my 
memory room, however, scanning my library of books that have survived many clean-outs—some with pen-
cil marks, dog-eared pages or broken spines from over use—stand out like living soloists in this period of 

my practice’s evolution.53

My interest in mythology began with Ship of Fools—a play based on Sebastian Brant’s Ship of Fools from 
1494—as well as the 1987 Australian Government’s Work for the Dole scheme.  It also coincided with a 
Bouffon acting Class with Philippe Gaulier. On returning from Bali—after exposure to performances of the 
VWRULHV�RI�5DPD\DQD�DQG�0DKDEKDUDWD��DORQJVLGH�WKH�REYLRXV�LQÁXHQFH�RI�*UHHN�P\WKRORJ\�IURP�ZLWKLQ� 
my own culture—I became interested in why some ancient stories persist over time: What categorised this 
survival, and how could this translate through my contemporary storytelling and theatre making?  

I immediately bought and began reading all four of Joseph Campbell’s The Mask of Gods series of books, 
which included discussions on Primitive Mythology, Occidental Mythology, Oriental Mythology and Cre-
ative Mythology. The scholastic scale of this series overwhelmed me, but a light switched on and revealed 
itself from within another book and a particular sentence. The Time Falling Bodies Take To Light: Mythol-
ogy, Sexuality and the Origins of Culture by William Thompson (1981, p. 87) again reminded me, like the 
Bali Mask, to work with what is presented: 

7KH�P\VWLF�XQGHUVWDQGV�WKDW�WKH�PLQG�LV�OLNH�D�ÁDVKOLJKW�LQ�VHDUFK�RI�WKH�QDWXUH�RI�GDUNQHVV��WKH�PRUH�KH�
searches the more he chases it away, and so the mystic shifts from “The Creative” to “The Receptive,” 
turns off the mind and allows the darkness to communicate with him.

From within a very dog-eared page eighty-seven, Thompson (1981, p. 87) goes on to say that ‘[the] shore-
line where the island of knowing meets the unfathomable sea of our own being is the landscape of myth’ 
wherein ‘we have to shift our mode of thought from rational analysis to intuitive meditation’. Whether I was 
unprepared to enter Campbell’s many books above with his many theories on mythology, the above words 
from William Thompson liberated me to being able to freely and playfully read Campbell’s writing. I would 
EH�IUHH�WR�Á\�RYHU�WKH�DQDO\VLV�DQG�HQMR\�UHDGLQJ�WKH�DQFLHQW�VWRULHV³OLVWHQLQJ�WR�DQG�PHGLWDWLQJ�RQ�WKHLU� 
PDQ\�FXOWXUDO�YRLFHV��,I�,�ZDQWHG�VLPSOH�FODULÀFDWLRQ�RU�D�VXPPDU\�RI�D�P\WKRORJLFDO�ÀJXUH��,�ZRXOG�JR�WR� 
Barbara G. Walker’s The Woman’s Encyclopedia of Myths and Secrets (1983).

The link that bought this investigation of stories back to my body—and a further clarity to my evolving 
practice—came via a book that was suggested by composer and friend Richard Vella—Mikhail Bakhtin’s 
Rabelais and His World. 

52  The Essays of Montaigne, Chapter 38, accessed 17 September, 2006, <https://www.gutenberg.org/
ÀOHV�����������K������K�KWP�OLQN�+&+����!
53  In creating the memory rooms, to aid in triggering memory and keeping my body in a Jo Ha Kyu somatic state, I 
only drew from a book that had folded down pages and /or pencil underlying.  Indicating that the past had an embod-
ied history and a past desire to be remembered in the present.
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Laughter was sent to the earth by the devil but it appeared to men under the mask of joy, so they readily 
accepted it. Then laughter cast away its mask and looked at man and the world with the eyes of an angry 
satire. (Bakhtin 1984, p. 38)

Bakhtin’s ideas of the folk marketplace, the carnival mask, the grotesque, and his ideas of carnival laughter 
resonated strongly; they gave clarity to the quality of stories and their components with which I wanted to 
engage. In the folk marketplace, ‘the exalted, the lowly, the sacred and the profane are all leveled and drawn 
into the same dance’ (Bakhtin 1984, p. 62); the ‘essence of the grotesque image presents the contradictory 
and double-faced fullness of life’ (Bakhtin1984, p. 160). According to Bakhtin (1984, p. 39), the carnival 
mask ‘is related to transition, metamorphoses violation of natural boundaries and contains the playful el-
ement of life and it is characteristic of the most ancient rituals and spectacles’. For Bakhtin (1984, p. 94), 
laughter liberates one from not only external censorship, but from the great interior censor; ‘it liberates from 
the fear of the scared of all prohibitions, power’. These ideas certainly linked into a three-week Bouffon 
class that I attended in Philippe Gaulier’s 1988 Bouffon workshop (see Appendix: Chapter 4 Introductory Ha 
- Phillip Gaulier Bouffon Workshop1988 pp. 1-3)

There are some actors that seem to perform while hearing the voice of Calvin ordering them to leave the plea-
VXUH�RI�WKH�OLJKW�DQG�WDNH�UHIXJH�LQ�D�FHOODU��D�SODFH�RI�VKDGRZV��UHSHQWDQFH�DQG�PRUWLÀFDWLRQ�

Bakhtin’s (1984, p. 371) ideas of the lower body stratum highlighted the importance in those downward 

physical impulses into ‘the depths of the body, in which the treasures and the most wonderful things lie hid-
den’.

Morning Training Ritual 1989 

6R�PXFK�LV�H[FLWLQJ�PH�,�NQRZ�WKHVH�LGHDV�UHÁHFW�DWWLWXGHV�DQG�IHHOLQJV�,�KDYH�LQ�P\VHOI³WKH\�KDYH�QR�IRUP�
yet—especially the ideas. I’m scared if I rush I will only complicate/confuse the beauty that is coming slowly 
from simplicity. It is about understanding energy and its use: ‘a discovery of an inner physical sensibility 
[…] recognition of an inner and profound memory innate to the human body’.54 

1.2 The song of respected peers

,�XQGHUWRRN�D�VKRUW�EXW�YHU\�LQWHQVH�DQG�UHÁHFWLYH�VHULHV�RI�HDUO\�PRUQLQJ�PHHWLQJV�ZLWK�WKUHH�DUWLVWLF�
peers— Robert Meldrum, Mark Minchinton and Mary Sitarenos—where we shared practical exercises that 
we felt were central to training as a performer. These meetings became a morning ritual—a repetitive train-
ing—that would take place from 6-9 am. In them: 

54  Here I am writing thoughts and quoting Tadashi Suzuki from my Black Book Journal (see Appendix: Chapter 4 
Introductory Ha - Black Book Notes: Thoughts 1988 & 89). These were made just prior to attending the peer-sharing 
workshop with Rob Meldrum, Mary Sitarenos and Mark Minchinton. 
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� ��:H�SHUIRUPHG�*HVKL³D�SXULÀFDWLRQ�ULWXDO�LQ�D�FROOHFWLYH�ZDVKLQJ�RI�WKH�WUDLQLQJ�ÁRRU�XVLQJ�D
Japanese method;
• Minchinton led chanting, singing, meditation and Oki-do yoga exercises;
• Meldrum led breathing and voice exercises;
• Sitarenos led an exploration of physical gesture and action work;
• I led stretching exercises and contact improvisation.

)LJXUH�����([DPSOH�RI�%ODFN�%RRN�1RWHV������UHÁHFWLQJ�RQ�GXDOLW\�DQG�HQHUJ\��
6RXUFH��'UDIÀQ�

These training meetings prompted a series of thoughts and journal entries (Figure 10, opposite) on the 
tensions between bodily energy—between the center (pelvis) and the feet and head—and musings on the op-
positional tensions between: the mind and the physical body; the sky and the ground; the contemporary and 
antiquity; the conscious and unconscious; fashion and tradition; and logic and mystery.55 This was the begin-
QLQJ�RI�D�PRUH�IRFXVHG�LQYHVWLJDWLRQ�DQG�UHÁHFWLYH�GLVFRXUVH�RQ�WKH�WKUHVKROGV�LQ�WUDLQLQJ�DQG�SHUIRUPDQFH�
making. The contents of these performances would return—at crucial points—to dominate my evolutionary 
practice.

Although this meeting of practices only occurred over a one-month period—and the thoughts were naïve 
beginnings that attempted to clarify my practice—they acted as a prophetic song that was being sung to me: 

55  See also Appendix: Chapter 4 Introductory Ha - Black Book Notes 1989. Here I’m beginning to investigate 
dualities such as head-feet, sky-earth, tension-energy that will continue to be central and revisited in this evolutionary 
practice. 
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Bali Mask Lingering 

Re-occurring thoughts—the faces, images, colour etc. of nature—no reproducing/decorating, but letting 
those images, thoughts, faces speak to you. Ever changing. 56  

The Bali mask and its revelations playfully lingering. 

1.3 The convergence of songs—the Whistling in Theatre production of 1001 Nights

Her songs threw the chief of the Jinn into an ecstasy of pleasure: the monstrous Maimun began to dance 
ZLWK�D�ÀQJHU�XS�KLV�DQXV���0DUGXV�	�0DWKHUV������9ROXPH�,9��S������

In late 1989, I was asked by the theatre collective Whistling in the Theatre to direct a production that would 
be created from the stories of Arabian Nights. A friend of mine who worked at a bookstore—upon hearing 
that I had accepted the work—left four volumes of the stories on my front doorstep. This seemingly myste-
riously gift was an early indication that this production and its creative process would be a crystalisation of 
so many past songs and teachings. It would set many aspects of my practice in motion that I would attempt 
to develop and employ from then on; a serendipity born out of the seeding of somatic impulses and now—in 
the early Ha SHULRG³DQ�RSHQLQJ�XS�WR�LWV�SRVVLELOLWLHV��PXFK�OLNH�D�ÁRZHULQJ�

The original One Thousand and One Nights is a collection of stories from over many centuries by numerous 
authors, translators and scholars from West, Central and South Asia and North Africa. The stories had their 
roots in ancient Arabic, Mesopotamian, Indian, Jewish, and Egyptian folklore and literature. This huge range 
of stories and poems—which recount lust, love, revenge, power ambition, pride, jealously, farting and so 
much more—are held together by one story: the story of the Queen Shahrazad who, in order to stay alive, 
had to keep telling stories to her tormented king for one thousand and one nights.

Whistling in the Theatre had the funding for two short creative developments: a twelve-week rehearsal and a 
three-week production season of One Thousand and One Nights at Anthill Theatre in South Melbourne. The 
[Ma] moment generated during the making of the Bali mask was still alive in me. My only plan now was 
WR�QRW�LPSRVH�DQ\�LGHD�RQWR�WKH�ÀQDO�SURGXFWLRQ��EXW�WR�OHW�WKH�ERRNV�DQG�VWRULHV�LQIRUP�DQG�UHYHDO�ZKDW�WKLV�
piece of theatre would be—to let the carving take place with no working template or pre-planning. In the 
ÀUVW�FUHDWLYH�GHYHORSPHQW�ZH�KDG�D�VLPSOH�SURFHVV�

� ��0RUQLQJ��ZDVK�WKH�ÁRRU�DQG�SUHSDUH�SK\VLFDOO\�DQG�YRFDOO\��WKHQ�SUHVHQW�D�VWRU\��QR�GLVFXVVLRQ��
• Afternoon: play with what was presented in the morning;
• Take a volume home and come the next day with another story to present.

56  See Appendix: Chapter 4 Introductory Ha - Black Book Notes, 1989.
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This process was underpinned by three caveats: i) present only a story that captivates you; one whose telling 
brings pleasure and an ease of telling—for example, where the story is telling you how to tell it; ii) refrain 
from presenting or justifying why you have chosen that story; and iii) afternoon sessions that involved ex-
ploration of memorable aspects of that morning’s session—focusing on that which had brought pleasure to 
WKH�OLVWHQHU��$V�RQH�SDUWLFLSDQW�UHÁHFWHG�EDFN�WR�PH�

The process was incredibly liberating—it felt sunny—the weather in the room and outside the room—it 
was sunny—the workshop felt light and bright—atmosphere unblocked—incredibly free—also trusted 
each other—creative—just knew in the space it could grow or disappear—didn’t feel responsible. (See 
Appendix: Chapter 4 Introductory Ha - Black Book Notes Quote from Tom Gutteridge 1001 Nights 
1990)

The second workshop followed a similar process. In the morning we continued telling each other stories and 
in the afternoons we began discussing a possible structure to contain our experience of the books within. 
This discussion was not around what we should do, but rather what the book was doing to us; what expe-
rience had the stories given us and how that could translate into the same experience we wanted the future 
audience to also witness. This process informed the nature of the storytelling and the eventual structure of 
the script. The four books of One Thousand and One Nights were big and so we had to make a big work. 
7KHUH�ZH�VR�PDQ\�VWRULHV�VR�RXU�ÀQDO�SURGXFWLRQ�PXVW�KDYH�PDQ\�VWRULHV��:H�KDG�EHFRPH�GHOLJKWIXOO\�ORVW�
in the book and its stories, where they often contain stories within stories. The structure we devised was to 
not oversimplify this experience. The stories that had spoken to us seemed to be in three worlds: i) those 
within the city walls which seemed very human and profane—which we called Swine; ii) others that seemed 
outside the city walls and within the realm of mystery, fantasy and darkness—which we called Pearls; and 
iii) love stories and erotic poetry—which we called Angels. We then listed the stories we had played in with-
in those three worlds and created three writing groups in order to create three distinct scripts. These scripts
were entitled Nights One, Two and Three, respectively. We would meet in a couple of months time for three
weekend script meetings in off-site locations in Anglesea and Redhill, Victoria.

Because the company members had been so engrossed in the process and the books for over a year, it is 
possible that the weekend script meetings seemed more of a celebration of the writing and the scripts that 
had emerged. My memory of those weekends is not of lengthy discussions, but more of the meals that were 
cooked, the wine consumed and the supportive laughter of what had materialised. We had created three 
scripts and a six-hour piece of theatre, which we rehearsed over a twelve-week period. The performance also 
had its own momentum. Even the exhaustion of bringing this work onto to the stage in late 1990 seemed 
infectious and energy giving.  

Changing Directions 

0\�DIWHUQRRQ�GULYH�WR�$QWKLOO�WR�SUHSDUH�IRU�WKH�ÀUVW�SUHYLHZ�RI�WKH������1LJKWV�SURGXFWLRQ�FRLQFLGHG�ZLWK�WKH�
1990 AFL Grand Final opening ceremony—Essendon was playing Collingwood. The band played and helium 
balloons in team-colours were released. As I drove down Punt Road past the MCG grounds, I saw the Colling-
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wood white and black balloons rise majestically to the heavens above the stands. Then there was the Essendon 
balloons which did not rise, however, but swirled over the stands and fell towards the surrounding grounds 
RXWVLGH��(VVHQGRQ�ZHQW�RQ�WR�ORVH��,�EHJDQ�ODXJKLQJ��LW�ZDV�VXUHO\�D�VLJQ³WKH�ZLQG�KDG�FKDQJHG�GLUHFWLRQ��

2XU�ÀUVW�SUHYLHZ³LQ�ZKLFK�ZH�UDQ�WKH�ZKROH�WKUHH�QLJKWV�IRU�WKH�ÀUVW�WLPH³EHJDQ�DW��SP�DQG�GLG�QRW�
ÀQLVK�XQWLO��DP�WKH�QH[W�PRUQLQJ��$OO�H[FHSW�WKUHH�SHRSOH�RI�D�ODUJH�SUHYLHZ�DXGLHQFH��VWD\HG��(YHQ�ZKHQ�
ZH�KDG�ÀQLVKHG��WKH�DXGLHQFH�GLG�QRW�ZDQW�WR�JR�KRPH��1001 Nights played to unanimous critical success, as
covered by all the major newspapers. Jason Romney of the Herald Sun (October 15) was very complemen-
tary in his coverage, calling the play ‘an Australian classic that should not be missed’.57 The major achieve-
ment of 1001 Nights—to me—was that it created a blueprint for an emergent practice. But the wind was 
about to change. 

The Melbourne company Theatreworks—who had been a collective community theatre group—had just 
been reviewed by the Australia Council Theatre Board (ACTB) after one of its original members, Caz How-
ard, died and her partner Paul Davies and other key members of the group were leaving. The company had 
been advised—on recommendation from the Australian Council for the Arts —to create an artistic director 
position; I applied and was successful.

2. Ha (1991–93): Theatre Works and the Song—practice in the public domain

What is success?
The deathless daughter
Of your weariness.
It is to dive in deeper, deeper water,
And ever deeper layer on layer
Of cold green mystery,
For an ever rosier, ever whiter, ever greyer
Pearl of the sea. (Mardrus & Mathers 1947, Book II p. 250)

2.1 Implanting Practice (1991): Theatre Works58—storytelling, training and community

In my interview for the artistic position at Theatre Works (TW) I made it clear that if I was selected, I would 
change the direction of the company. TW had, in the past, been a community-oriented company that created 
a contemporary, local, and accessible style of theatre. Performing mostly in pubs, trams, boarding houses 
and in its home-base of a church hall on Ackland Street, St. Kilda, I would go on to change the company by 
concentrating on storytelling and creating a community of artists through classes and workshops.  

As the company was part of an Australia Council review panel, I expressed to the TW board—upon accept-
ing the job in December 1991—that we should put a hold on the program I had inherited, review the compa-

57  See Appendix: Chapter 4 Introductory Ha – Reviews 1001 Nights, Chris Boyd, Helen Thompson.
58  I use the current spelling of Theatre Works (TW), which used to be ‘Theatreworks’.
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ny, and then create a new program.59 This was understandably not a very popular suggestion with some of 
the artists who were part of the previous program application. The only exception would be the return pro-
duction Storming St. Kilda by Tram which was based on the 1988 company’s most famous show Storming 
Mont Albert by Tram. In late January I was interviewed in Ant News—a quarterly eight-page broadsheet for 
Anthill Theatre (see Appendix: Chapter 4 Introductory Ha—$QW�1HZV�,QWHUYLHZ������S��³ZKHUH�,�ÁDJJHG��
in a full-page article, the three-stream vision I held for TW. Discussed as part of that interview was that: 

The company last year was reviewed and felt it needed to go in a new direction, that somehow an era had 
come to an end. After 1001 Nights I felt more strongly aware than I’ve ever been before of what I really 
wanted to do […] 1001 Nights seemed to be a conclusion of a part of myself […] I felt I was ready to 
work and this was an opportunity to work in a more long term way not just rely on what I’m being of-
fered […] The program will have three streams […] Theatre pieces […] the Theatre Forum […] Commu-
nity Interface […] I don’t want it to be just a venue, Theatre Works has to be a studio space—a workshop 
space, it has to be a space that creates […] and a stream I call community networking. 

I was shifting TW’s program from responding to the surrounding community to building a community of 
artists that included: a forum for discourse on theatre and training; a focus on storytelling through story-
telling workshops; and the productions that resulted from those workshops. I felt it was time to relook at 
6WRU\WHOOLQJ�LQ�7KHDWUH��¶,�IHHO�WKDW�WKH�DUW�RI�VWRU\WHOOLQJ�LQ�WKHDWUH�KDV�VRPHKRZ�EHFRPH�VWDJQDQW·��'UDIÀQ�
- see Appendix: Chapter 4 Introductory Ha -  Ant News Interview February 1991 p. 7). Not long after this
article and at the launch of Storming St. Kilda by Tram, I was taken aside by Wendy Hamilton—the then
Drama Executive at Arts Victoria—to have a cigarette. There she said to me: ‘Draf, you have to learn to use
the royal “we”’. This was salient advice in light of a transition from the old guard to the new—a transition
that Hamilton was warning would not be easy (and it was not). My evolving artistic practice and desire to
keep the essence of the Bali mask experience alive were now sitting within a broader company context‚in
the public domain. Was it possible for these two spaces to coexist; was I to still hear the bird’s song or would
WKLV�EHFRPH�D�IUXLWOHVV�MRXUQH\�WR�ÀQG�the pearl of the sea?

Pearl Sea Song 

,�KDYH�VHQVHG�ZLWK�7KHDWUH�:RUNV�WKDW�,�UHDOO\�ZDQW�WR�RSHQ�WKH�ÁRZHU�XS�>«@�WR�VHH�ZKDW�EXGV�ZLOO�
come through. I feel we’re in a position where we have been judged for our funding, so I think instead of 
panicking and going in, I’m going to really open up and just see what comes out. You know, lets go for it! 
�'UDIÀQ������60

By July 1991, a sense of the formal we had been established and we had now set in motion: an all new 
board; chairperson; administrator; a new half-yearly two-page broadsheet In the Works the new employment

59  This program had been part of Theatre Works’ previous annual grant application with the State Government Arts 
Victoria (now called Creative Victoria) and Federal body, The Australia Council for the Arts.
60  See Appendix: Chapter 4 Introductory Ha – ‘In the Works’ interview of Mary Lou Jelbart. ‘In the Works’ was a 
quarterly broadsheet of TW’s activities.
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of a Dramaturg-in-Residence; a newly planned annual company Strategic and Business Planning Day; and a 
QHZ�ÀYH�VWUHDP�DUWLVWLF�SURJUDP��7KH�SURJUDP�QRZ�LQFOXGHG��

• A production stream, which involved the production of Pericles and the creative development of
Fyodor Dostoevsky’s�7KH�,GLRW���
• A script development stream, which involved the reading of unsolicited scripts and play readings
organised by the Dramaturg;
• A storytelling stream, which involved   an ongoing storytelling workshop;
• A theatre forum stream, which included a morning training ritual four mornings a week and training
classes in mask, voice and Shakespeare;
• Community networking in association with the Victoria State Opera lunchtime Opera Recital Series
for the elderly.

In The Age Journalist Mike Daley’s article From Footy and Phys Ed to Shakespeare (3rd July 1991) captured 
my body and the space I was in prior to the production of Pericles. In it Daley wrote: 

)LJXUH�����7KHDWUH�:RUNV�$UWLVWLF�'LUHFWRU�'UDIÀQ�RQ�WKH�5XQ�LQ�6W�.LOGD�
Source: The Age Photographer - Bruce Postle.

¶5REHUW�'UDIÀQ�KDV�D�EXVWOLQJ�HQHUJ\�\RX�DVVRFLDWH�PRUH�ZLWK�D�IRRW\�FRDFK�WKDQ�WKH�DUWLVWLF�GLUHFWRU�RI�
a drama group. You almost expect him to whistle to the actors at dawn and kick off rehearsals with a few 
VZLP�ODSV�DURXQG�WKH�ROG�$FODQG�6WUHHW�&KXUFK�+DOO��,Q�HLJKW�\HDUV�DV�D�IUHHODQFH�GLUHFWRU�0U��'UDIÀQ�KDV�
been regarded as one of Melbourne’s most ‘physical’ stage practitioners […] It is no surprise therefore to 
GLVFRYHU�WKDW�WZR�GHFDGHV�DJR�WKH�WHHQDJH�5REHUW�'UDIÀQ�ZDV�D�9)/�IRRWEDOO�SOD\HU�RU�D�VHOI�FRQIHVVHG�
QXJJHW\�EDFN�SOD\HU�ZLWK�D�JRRG�GURSNLFN�RQ�(VVHQGRQ�UHVHUYH�KDOI�EDFN�ÁDQN·�61

61  See Appendix: Chapter 4 Introductory Ha – The Age, “From Footy and Phys Ed to Shakespeare”, July 3rd .
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The photo of my running was an appropriate image of my artistic direction.  I was planning a big program. 
3UHVHQW�DQG�SDVW�ZRUOGV�ZHUH�FROOLGLQJ�DQG�D�WHPSODWH�RI�SURGXFWLRQV�DQG�WUDLQLQJ�ZDV�ÀUPO\�LPSODQWHG�LQ�
WKH�SXEOLF�GRPDLQ��7KLV�ZDV�UHÁHFWHG�LQ�WKH�0HOERXUQH�7LPHV��LQ�&KULV�%R\G·V���nd July 1991) comments on
our new beginnings:

7KH�WUDQVIRUPDWLRQ�RI�7KHDWUH�:RUNV�KDV�EHJXQ��,�DVVXPHG�ZURQJO\�WKDW�>'UDIÀQ·V@�YLVLRQ�RI�WKH�FRP-
pany would need to be imposed from the top down. The transformation is in fact happening from the 
JURXQG�XS��-XVW�D�IHZ�PRQWKV�DIWHU�'UDIÀQ·V�WDNLQJ�XS�WKH�GLUHFWRUVKLS�DW�7KHDWUH�:RUNV�KDV�EHFRPH�D�
focus for local writers and performers, Theatre Works has certainly not resigned its role as a community 
theatre. On the contrary it is moved to assist local artists by providing dramaturgical and work shopping 
UHVRXUFHV�RI�LQHVWLPDEOH�YDOXH��7KHDWUH�:RUNV�DSSHDUV�WR�UHGHÀQH�ZKDW�D�VRFLHW\�VKRXOG�H[SHFW�IURP�D�
theatre company.62

0\�$UWLVWLF�'LUHFWRUVKLS�DQG�QHZ�YLVLRQ�IRU�WKH�FRPSDQ\�VXUYLYHG�D�YRWH�RI�QR�FRQÀGHQFH��RUJDQLVHG�E\�
VRPH�ROGHU�PHPEHUV�DW�WKH������7:�$QQXDO�*HQHUDO�0HHWLQJ��7KH�VHHGV�RI�D�FRPSDQ\�SURJUDP�ZHUH�ÀUPO\�
LPSODQWHG��EXW�ZRXOG�WKH�VWUHDPV�WUDLQLQJ�DQG�SURGXFWLRQV�ÀQG�DQ�¶HYHU�GHHSHU��OD\HU�RQ�OD\HU·�FRQYHUVDWLRQ�
in evolving practice? Condense into that illusive pearl?

2.2 The Rupture (1992): Multiple streams diverge and a dog barks at the moon

The Storyteller and the Mask 

‘The story teller must meet the story, must be told by it, and assigned a place in it’.63 

What is my place, what was being told to me? 

The year started with high expectations. In January, Herald Sun (1992,) from the Melbourne Times penned 
the byline: Ambitious Plan for Theatreworks Group. I am not sure in this complex introductory Ha phase, 
however, that I was aware of just how much this story was telling me about the place I had been assigned. 

7KH�SURJUDP�VWUHDPV��6WRU\WHOOLQJ��7KHDWUH�)RUXP�	�&RPPXQLW\�1HWZRUNLQJ��KDG�EHHQ�UHÀQHG�DQG�WKH� 
DQQXDO�SURJUDP�ZDV�FRPSOHWHO\�ÀOOHG�ZLWK�SODQQHG�DFWLYLWLHV�DQG�SXEOLF�VKRZLQJV��7KHDWUH�:RUNV�DOVR�KDG�D� 
new logo designed by Julia Church: it showed a mythic dog barking at the moon.64  

62  See Appendix: Chapter 4 Introductory Ha – Chris Boyd, Melbourne Times.
63  A quote from an advertisement I wrote for the TW Story Telling Workshop, 1992.
64  The logo came after discussions about our storytelling production streams: Here and Now & Far Away stories, 
which included domestic Australian stories from now and traditional stories from other countries or from the past.
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)LJXUH�����'UDIÀQ�ZLWK�QHZ�ORJR��7KH�%DUNLQJ�'RJ�
Source: The Age Jan 23rd, 1992. 

The community interface of TW now included a project for the visually impaired as well as nine lunchtime 
music recitals. Five skill-based classes included writing with Jenny Kemp and the Suzuki Acting Method 
with David Pledger and two storytelling workshops with a public showing were planned to act as a foun-
dation for future productions. Due to the size of the program, the morning ritual was reduced to a series of 
EORFNV�WKURXJKRXW�WKH�\HDU��ZKLOH�ZH�DWWHPSWHG�WR�GHÀQH�D�FOHDUHU�VRPDWLF�DFWLQJ�SUDFWLFH�E\�IRFXVLQJ�RQ� 
three areas for acting to spring from: strength, opening, stillness.65 In March 1993, TW was successful in 
gaining a $190,000 Victorian State Government Capital Improvement Grant to renovate the theatre venue 
DQG�FUHDWH�DGGLWLRQDO�RIÀFH�VSDFH�

The storytelling stream productions were now divided into Here and Now stories—a double Barry Dickens 
Double directed by Lynne Ellis and Yoni Prior—and the Far Away stories—an adaptation of Dostoevsky’s 
The Idiot directed by myself and dramaturged by Humphrey Bower. The programing of the The Idiot 
prompted a rumour that I had spent all the company funding on one production, which circulated in the pub-
lic domain and made its way into print. Fiona Scott Norman of The Melbourne Times reported in her piece 
Making a Meal of ‘The Idiot’ that: 

7KHUH�LV�D�UXPRXU�Á\LQJ�DURXQG�ZKLFK�VWDWHV�WKDW�'UDIÀQ�VXQN�DOO�RI�7KHDWUH�:RUNV�DQQXDO�JUDQW�LQWR�¶7KH� 
Idiot’ and perhaps hocked the family silver as well.  Unfortunately (because we all appreciate good rumour), 
it’s not true. (See Appendix: Chapter 4 Introductory Ha - "Making a Meal of the Idiot", 1992)

The TW production of The Idiot was scheduled for July. The production involved regular and ongoing week-
ly workshops and a script development period, which was followed by a six-week rehearsal and a three-
week season.

65  See Appendix: Chapter 4 Introductory Ha- Short Discourse on Morning Ritual: Block One. The ideas for actor 
WUDLQLQJ�ZHUH�EHJLQQLQJ�WR�IRUP�LQWR�D�PRUH�GHÀQHG�VRPDWLF�SUDFWLFH��HYHQ�LI�WKHUH�ZDV�VWLOO�D�QD±YH�mis-under-
standing—and mis-spelling of ‘ying’—as in yin and yang.
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The Idiot 

¶$GDSWLQJ�)\RGRU�'RVWRHYVN\·V�¶7KH�,GLRW·�IRU�WKH�VWDJH�VXJJHVWV�5REHUW�'UDIÀQ�KDV�FRPH�IXOO�FLUFOH��'UDI-
ÀQ�ÀUVW�UHDG�'RVWR\HYVN\·V�¶7KH�,GLRW·�ZKHQ�KH�ZDV�ZRUNLQJ�DV�D�ZRRO�SUHVVHU�LQ�KLV�IDWKHU·V�VKHDULQJ�VKHG�
RXWVLGH�0HOERXUQH�>���@�´,�WKLQN�WKH�WLWOH�ZDV�IDLUO\�DSSURSULDWH�WR�P\�OLIH��,W�PD\�KDYH�EHHQ�DQ�DFW�RI�GHÀDQFH�
[…] in retrospect I can now see I was going through a lot at that time, and the book came to me.  I devoured 
it”’. (The Sunday Age,  John Larkin, July 1992, p. 7) 

The creative process for The Idiot�ZDV�D�GLIIHUHQW�DQG�PRUH�GLIÀFXOW�SURFHVV�WR�WKDW�RI�1001 Nights. If 1001
Nights was summer then The Idiot was winter. Due to the magnitude of the task of bringing Dostoevsky’s 
book into a script, Bower wrote more in isolation, bringing script material into the ongoing workshops. Due 
to actors pulling out during the workshop process, it was as much an ongoing audition as a testing ground 
for the script. These constant changes made the creation of a theatre-making ensemble—and the continui-
W\�RI�SURFHVV³GLIÀFXOW��,�PDQDJHG�WR�VHWWOH��KRZHYHU��RQ�D�YHU\�VWURQJ��WDOHQWHG�DQG�GLYHUVH�FDVW�IURP�WKH�
0HOERXUQH�WKHDWUH�FRPPXQLW\³PDQ\�RI�ZKRP�KDG�QHYHU�ZRUNHG�WRJHWKHU�EHIRUH��7KH�ÀUVW�UHDGLQJ�RI�WKH�
entire script—which was only a few weeks before full-time rehearsal—took ten hours; there was palpable 
nervousness before we began rehearsing. We knew the piece demanded a big play, but now Bower and I had 
to cut the script down to only four hours.  

To rehearse a four-hour play in six weeks—even with a group of very experienced actors, some of whom 
had different ideas around the process and acting styles—was a great challenge. The power of the story and 
its underlying delirium and rich landscape of characters, however, gave the rehearsal an inspired momentum. 
2XU�ÀUVW�UXQ�WZR�GD\V�EHIRUH�ZH�RSHQHG�ZDV�D�FRPELQHG�WHFKQLFDO�DQG�GUHVV�UHKHDUVDO��,W�UDQ�IRU�VL[�KRXUV��
Bower and I worked all night to cut an hour off the script and we cancelled the following night’s public 
preview. In that one day I rehearsed all the changes and was able to lose another hour off the show’s running 
time, by tightening up the play technically.  The only full run we did was the opening night where the winter 
theme continued with a brutally cold and rainy July night. 

The reviews were mixed (see Appendix: Chapter 4 Introductory Ha- Reviews The Idiot). In one review for 
The Australian, Helen Thompson (July 1992, p. 10) wrote: ‘Russian drama steps uneasily on the stage: The 
GLIÀFXOWLHV�DUH�FRQVLGHUDEOH�DQG�QRW�HQWLUHO\�RYHUFRPH�E\�WKLV�SURGXFWLRQ·��'HVSLWH�WKH�VKRZ·V�QHJDWLYH�UH-
YLHZV��ZH�H[FHHGHG�DOO�H[SHFWDWLRQV�DW�WKH�ER[�RIÀFH��$�SURIHVVLRQDO�DQG�VXSSRUWLYH�FDVW�PHDQW�WKDW�ZH�EXLOW�
very strong performances throughout the season. However, I was exhausted. My memory of the production 
LV�RI�ZRUNLQJ�HYHU\�HYHQLQJ�LQ�RXU�FUDPSHG�7:�RIÀFH��OLVWHQLQJ�WR�WKH�VKRZ�ZKLOH�,�WULHG�WR�FDWFK�XS�RQ�
the administrative tasks associated with being the Artistic Director. These tasks included: programing; grant 
ZULWLQJ��VHHNLQJ�VSRQVRUVKLS��DQG�ZRUNLQJ�ZLWK�WKH�ERDUG�IRU�WKH�DUWLVWLF�DQG�ÀQDQFLDO�VXUYLYDO�RI�WKH�FRP-
pany. At the conclusion of the season—exhausted as I was—I travelled with Mary Sitarenos to Indonesia to 
spend time in Java with Rendra, the Artistic Director of Bengkel Teater, and my Balinese teacher Ida Bagus 
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Sutajara.66�7KLV�WULS�FDPH�RXW�RI�DQ�REYLRXV�GHVLUH�WR�UHFRQQHFW�DQG�UH�ÀQG�WKDW�Asian Thread that seemed—
under the demands of an Artistic Director in the public eye—to be receding.67

On return from Indonesia—after being introduced by Rendra to a particular walking and sitting media-
tion—I changed the TW morning ritual to three morning meditations a week focused on sitting, standing 
DQG�ZDONLQJ�PHGLWDWLRQV��,�UDQ�D�ÀYH�ZHHN�VWRU\WHOOLQJ�ZRUNVKRS�ZLWK�D�SXEOLF�VKRZLQJ�WKDW�ZDV�DFFXUDWHO\�
summed up by one participant’s comments: 

)RU�WKRVH�LQYROYHG�LQ�WKH�ZRUNVKRS�WKH�SURFHVV�IHOW�GLIIHUHQW�DQG�GLIÀFXOW�>«@�PRVW�RI�WKH�WLPH�ZH�IDLOHG�
and were confused, but we were brave [...] Our mastery of what we have discovered in this research and 
of Robert’s vision of an acting style has many stages to go. (See Appendix: Chapter 4 Introductory Ha - 
In the Works 1992 Josephine Fisher, p. 6)

The major decision facing me at this time in 1993, however, was whether to program an adaptation of 
Shakespeare’s Titus Andronicus. The adaptation was proposed by actor and writer David Pledger, and was 
based on four languages; English, Italian, Vietnamese and an Aboriginal dialect of the Woiwurrung people. 
,I�KH�FRXOG�ÀQG�D�IXQGLQJ�SDUWQHU�IRU�WKLV�SURMHFW�LW�ZRXOG�EH�LQFOXGHG�LQ�WKH������0HOERXUQH�,QWHUQDWLRQDO�
Festival. 

I knew I was on the cusp of a change that would affect TW’s future and my artistic direction of it. As ev-
idenced by the In the Works (1992) summary of the company’s activities, much had been achieved. (See 
Appendix: Chapter 4 Introductory Ha - In the Works 1992 Summary of Activities) The program streams, 
KRZHYHU��ZHUH�QRW�FRQYHUJLQJ�LQWR�RQH�FRKHUHQW�RFHDQ��EXW�ZHUH�LQVWHDG�ÁRZLQJ�LQ�GLIIHUHQW�GLUHFWLRQV��0\�
present practice was summarised by a post-production conversation I had with Humphrey Bower about two 
projects we had been involved in: 

 
The Idiot II  
 
‘Unlike 1001 Nights which I felt transcended itself […] I felt in The Idiot we created something quite bi-
zarre that was a little bit like a freak, like giving birth to something that was a slightly deformed freak that 
doesn’t quite have place for itself […] a different kind of theatricality, the moving curtains, the 1930 jazz 
sound track to a nineteenth century setting, the strange costumes, its many acting styles […] It was like a 
mythical beast, a basilisk, like something with different bits stuck on it ’.68  

Something important—yet still unformed and confused—had been revealed within my practice. Amongst 
the complexity of the company’s activities and the pressure of TW’s success in the public domain, however, 

66  Willibrordus Surendra Broto Rendra 1935–2009—widely known as Rendra or W. S. Rendra—was an Indonesian 
dramatist, poet, activist, performer, actor and director. I stayed in his live-in theatre farm compound home at Depok, a 
village outside Jakarta.
67  See Appendix: Chapter 4 Introductory Ha – In the Works: Trip to Bali and Java.
68  See Appendix: Introductory Ha - Humphrey Bower Conversation. This conversation is from my Black Book 
Notes. As it turned out, this conversation acted as a kind of prophetic insight into what would be unleashed in a later 
production, Rigoletto: A Perversion (1994).
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it seemed as if my body could not now meet the story of my practice. My body was no longer able to be told 
E\�WKLV�VWRU\��DQG�,�ZDV�FHUWDLQO\�ORVLQJ�P\�SODFH�ZLWKLQ�LW�IRU�,�ZDV�WU\LQJ�WR�FRQWURO�LW�DQG�QRW�ÀQG�P\�SODFH�
in it. Encounters and integrations between my productions and my pedagogy were becoming further discon-
nected, and personal events were beginning to dominate.

6LJQLÀFDQWO\��LQ�WKLV�QRQ�DZDUH�VWDWH³ZKLFK�,�QRZ�LQWHUSUHW�DV�QRW�EHLQJ�LQ�D�SODFH�RI�[Ma]—the moon was
not able to reveal its light to me: I myself had become like a dog barking at the moon. This evolving and 
breaking stage of Ha�KDG�QRW�ÀQLVKHG�SOD\LQJ�ZLWK�PH�

2.3 The Public Face Whirlpool (1993): Sinking deeper ever deeper

A true story is a story truly told.69 

The 1993 Theatre Works program was still streamed, but it heralded changes in personnel and a shift and 
reduction in the company’s activities. Humphrey Bower—my close storytelling collaborator—had left the 
FRPSDQ\�WR�ZRUN�DV�DQ�DFWRU�ZLWK�DQRWKHU�FRPSDQ\�DQG�ZDV�QRZ�D�IDWKHU�WR�D�GDXJKWHU��1LQD��)RU�WKH�ÀUVW�
half of the year, our permanent venue on Ackland Street would be a construction site as we had received 
State and Federal government building grants. The ongoing storytelling workshop was reduced to a one-
week intensive class that now had a fee attached. We no longer accepted unsolicited scripts and had not 
scheduled any play readings. The In the Works broadsheet was reduced from eight pages to four, and no 
community interface was planned.  

The progression of the company’s activities—especially the productions—was artistically planned strategi-
cally towards funding more than they evolving any kinaesthetic training. None of the productions scheduled 
had developed out of any organic processes of the company or from any organic evolution of the storytelling 
stream. Only the morning ritual—although it had been heavily reduced in time—retained some evolutionary, 
pedagogical discourse relevant to my actor training and theatre making. Even this activity could not provide 
me with the [Ma] space to reveal the decent of this completing Ha.  

Blood Moon RI������ZDV�D�ÀQH�SOD\��LW�UHÁHFWHG³GXH�WR�P\�ORQJ�DVVRFLDWLRQ�ZLWK�LWV�ZULWHU�/\VVLRWLV³D�
return to something familiar and safe, both in its storytelling form and in my practice. It played to diverse 
FULWLFDO�UHVSRQVH�DQG�PHW�ER[�RIÀFH�H[SHFWDWLRQV���VHH�$SSHQGL[��&KDSWHU���,QWURGXFWRU\�+D�²�Reviews
Blood Moon).

Titus—the four-language adaptation of Shakespeare’s Titus Andronicus by David Pledger—did offer the 
opportunity of a new collaboration and—I was hopeful—it could provide a new song for me to hear; a new 
7:·V�GLUHFWLRQ�LQWR�PXOWLOLQJXDO�PXOWLFXOWXUDO�VWRU\WHOOLQJ�WKHDWUH��$W�WKH�VDPH�WLPH��WKLV�SURMHFW�ZDV�GHÀ-
QLWHO\�DOVR�D�PHDQV�RI�VHFXULQJ�7:·V�JUHDWHU�SXEOLF�SURÀOH�E\�EHLQJ�SDUW�RI�WKH�0HOERXUQH�,QWHUQDWLRQDO�
Festival. Titus��KRZHYHU��GLG�SRVH�D�ER[�RIÀFH�ULVN�IRU�WKH�IHVWLYDO��ZKLFK�KDG�DOVR�SURJUDPPHG�DQRWKHU�Titus
Andronicus from a theater company in Romania. 

69  See Appendix: Chapter 4 Introductory Ha - Storytelling Workshop Advert.
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In 1993 Pledger wrote his adaptation while I was directing Blood Moon, and it soon became clear through 
this collaboration that I had no dramaturgical or directorial role within his writing or the vision he held for 
WKH�ZRUN��6WLOO��,�ZDV�DWWUDFWHG�WR�EHLQJ�LQYROYHG�ZLWK�DQG�VHHLQJ�WKH�ÀQDO�UHVXOW�RI�3OHGJHU·V�LGHDV�DERXW�
ritual and language. In a preliminary interview Pledger (The Age, EG ‘Tribes Violence and Titus’, Steven 
Carroll, August 1993) expressed elements of his vision: ‘the production is set in the forms of ritual and the 
ritual evokes certain ceremonies, killing, comedy, war, seduction; all ceremonies which are universal’. He 
also expressed ideas about language and its use in multilingual productions when he said that: ‘I wanted to 
abstract languages so that it became not simply words that were spoken but part of a soundscape’ Pledger’s 
ideas seemed very similar to those of composer Richard Vella (2000) who saw all elements in theatre—
space, object, body and word—working together from the perspective of a textual score or sound landscape. 
Pledger’s (The Age, Arts Extra, ‘The Clash of the Tituses’, Michael Smith, July 10, 1993 p. 10) ideas about 
the use of words were also very intriguing: 

Rather than just telling a story I wanted to use the words as a point of departure. The use of language was the 
deepest thing from the aesthetic point of view, it affects the movement, sound, design and space.

This view of Pledger’s ideas resonated with my own investigations into embodied impulses in actors re-
VSRQGLQJ�WR�ZULWWHQ�WH[WV��,�ZDV�UHÁHFWLQJ�RQ�KLV�LGHDV�DQG³WKURXJK�P\�PXVLQJ³ZDV�WU\LQJ�WR�GHÀQH�WKH�
next phase of TW’s development and my own practice. These thoughts became the foundation of the writing 
for TW’s upcoming annual grant applications with the Australia Council for the Arts and Arts Victoria, in 
which I proposed a series multilingual storytelling theatre projects. This focus was a real departure and Titus 
would become the signal for this change. In retrospect, however, this change of direction was emerging from 
a strategic funding perspective; I had not been directly investigating the changes myself, from either a direct 
kinesthetic practical evolution, or from the seeds that I had sown at TW.

Figure 13: A photo of David Pledger and myself at Theatre Works space and two actors from Titus Andronicus from 
the Romanian production.
Source: The Age, 10 July 19 p3; photographer Ken Irwin.

One cannot help but be struck by the two photos chosen in the preliminary Age article, as shown in Figure 
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13. With the two productions photo suggesting a metaphor of two peas in a pod, this article certainly did not 
in any way express the real story of the two festival productions of Titus, nor did it encapsulate the artistic 
relationship between Pledger and myself. Maybe the title indicated something more prophetic. In the same 
article, Melbourne Festival Director Richard Wherret (cited in Smith article in Figure 13) said: ‘I like the 
idea of the two Tituses, I am convinced in my heart that they are going to be radically different’. How could 
they be considered so uniquely different and then at the same time not be compared artistically? The obvi-
ous critical risk of these two productions was obvious. As the two photos testify to, the TW photo was in a 
rehearsal room where the production was still being created, while the Romanian production photo already 
suggested a seasoned production. Returning to the photos metaphor above I was rarely a pea in a pod during 
the creative process of a production. In reality, Pledger was the director and I was an external assistant; he 
worked physically but his process started with very formed choreographic ideas and preliminary images. My 
UROH��DIWHU�WKH�EORFNLQJ�SURFHVV��ZDV�WR�KHOS�VRPH�DFWRUV�ÀQG�D�NLQHVWKHWLF�FRQQHFWLRQ�DQG�DXWKHQWLF�YRLFH� 
within the text.

Our artistic positions were clearly signaled in Pledger’s program notes Making Titus, which contained strong 
elements of a personal artistic mission statement:  

I can only suggest that whilst language is crucial to the identity of culture, I believe understanding 
spoken language is not crucial to the appreciation of theatre […] The emphasis on language in the play-
form, the most popular form of contemporary theatre, has led to the dominance of word as the medium 
to expedite story and therefore “understand” and the appreciate theatre [...] Movement, sound, and the 
elements of physical design are often presented as more accessories to word. For some time I’ve been 
interested in adopting them in a more complicit role in the making of theatre.70 (Pledger, as cited in Titus 
program, 1993 p. 3) 

By way of contrast, my Artistic Director’s Note on the production of Titus was certainly given from a 
third-person company perspective, as evidenced below:

Theatre Works recognises and celebrates the diverse cultural backgrounds of our society. This project 
has made the company more aware of the poetic and theoretical potential of the many languages spoken 
LQ�WKLV�FRXQWU\���'UDIÀQ��DV�FLWHG�LQ�Titus program year, 1993, p. 2 See Appendix: Chapter 4 Introducto-
U\�+D�²�3URJUDP�1RWHV�´7LWXVµ�'UDIÀQ�	�3OHGJHU�������SS������

We were certainly not two peas in a pod, but more so like two ships passing in the night; Pledger was artis-
tically and philosophically ascending, while I was artistically descending ever deeper into the dark waters 
of running a company. Unfortunately the production and the company was following a similar, descending 
path. 

The reviews of Titus�ZHUH�PL[HG�DQG�ZH�GLG�QRW�REWDLQ�DQ\ZKHUH�QHDU�RXU�ER[�RIÀFH�WDUJHW��$V�RQH�UHYLHZHU�
remarked: 

��� �,W�VKRXOG�EH�QRWHG�KHUH�WKDW�ZKHUH�3OHGJHU�XVHV�ÀUVW�SHUVRQ�¶,· eleven times and ‘we’ once, he does not once
refer to Theatre Works in this interview. 
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I had my doubts about the project for the start and I still have. They have to do with the place of language in 
WKHDWUH��$Q\�SURGXFWLRQ�WKDW�RSHUDWHV�FRQVFLRXVO\�LQ�IRXU�ODQJXDJHV�LV�E\�GHÀQLWLRQ�ERXQG�WR�H[FOXGH�PRVW�RI�
its audience for most of the time’. (The Age, Len Radic, 11 September 1993, p. 26)

This review prompted a series of questions around the production’s lack of success: was it due to the con-
fusion of its four languages (which were engaged without the use of subtitles); the actual production; or the 
audience making a comparative choice between the two Tituses? For example, why see a local show when 
\RX�FDQ�VHH�DQ�LQWHUQDWLRQDO�YHUVLRQ"�:KR�NQRZV"�5HJDUGOHVV��WKH�ER[�RIÀFH�IDLOXUH�RI�Titus—along with
the blow out costs of setting up an entire theatre in an old warehouse in South Melbourne—meant that we 
suffered a huge budget loss that wiped out most of TW’s entire operating budget for the rest of the year. 

Not long after the production, the Australia Council of the Arts cut our annual funding due to the lack of 
clarity and direction in our grant application. The confusion of our artistic direction—as exhibited in Ti-
tus³DQG�WKH�ÀQDQFLDO�ORVV�WKH�SURGXFWLRQ�LQFXUUHG��,�DP�VXUH��ZHUH�LPSRUWDQW�FRQWULEXWLQJ�IDFWRUV��7:·V�
administrator Vicky Bailey had left the company at this stage; when we were interviewing for her position, 
the successful applicant—Paul Monaghan—asked what the For Rent Sign at the front of Theatre Works was 
about. We had to inform him that our landlord—the Anglican diocese of Melbourne—was evicting us and 
that someone else had taken over the lease. We had a small grant from Arts Victoria to pay an administrator, 
but no annual funding from The Australian Council for the Arts, and were aware we may not have access to 
the space Theatreworks had occupied and created work in for the past ten years. Monaghan took on the role 
of administrator despite this caution.

The True Story 

7KHDWUH�:RUNV�ZDV�QR�ORQJHU�WKH�VWRU\WHOOHU�WR�WKH�SXEOLF��ZH�KDG�EHFRPH�WKH�VWRU\�71

3. Kyu (1994): The Unleashing—time to just sing loudly

Its show-time folks its in the bag this is the night of nights everything’s up for sale our souls our bodies 
our children our names you can have anything you want if you’re willing to pay so come on up whoever 
you are courtiers cripples killers kings your mother all sold themselves to their lackeys you bastards 
there’s nothing sacred any more nothing nothing nothing nothing.72

71  ‘Any pedagogy investigation had receded into the mist’, one of my last TW entries in 1993 in the Blackbook 
Journal (see Appendix: Chapter 4 Introductory Ha - Morning Ritual Thoughts). This entry in my Black Book Jour-
nal expressed my frustrations around the Morning Ritual experience, which had now become a class and not a ritual. 
Participants would leave after achieving a certain level of understanding, as if desiring something more or looking for 
VRPHWKLQJ�HOVH³VRPHWKLQJ�QHZ��,W�ZDV�GLIÀFXOW�WR�KROG�D�FRPPXQLW\�RI�DUWLVWV�ZKR�ZHUH�QRW�SUHSDUHG�WKURXJK�UHSHWL-
WLRQ��WR�ÀQG�D�JUHDWHU�GHSWK�RI�SK\VLFDO�DWWHQWLRQ�DQG�GHYHORSPHQW�
72  This passage is from Scene 16, Stand Up Routine #2 of Theatre Works’ production Rigoletto: a perversion 
(1994), see Appendix: Chapter 4 Introductory Ha - Rigoletto Script Scene 16.  The script was by Humphrey Bower. 
7KH�ODFN�RI�SXQFWXDWLRQ�LQ�WKLV�VFULSW�LV�DQ�LQWHQWLRQDO�VWUDWHJ\�WR�DOORZ�WKH�DFWRU�WR�ÀQG�WKHLU�RZQ�PDG�UK\WKP�ZLWK�WKH�
audience.
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This Ha phase involved an escalating and carnivalesque Kyu��2XU�ODZ\HUV�DW�7:�DGYLVHG�WKDW�ZH�ÀJKW��
go to court, pay the rent to the Church and as possession is nine-tenths of the law, to not move out. Paul 
Monaghan cleverly changed his role from administrator to manager.  Monaghan’s  advice: forget all the 
streams, annual grant applications, community interface and reduce all activities that were not focused on 
one action—survival. While Monaghan planned to manage this battle for survival, my role would be to 
make theatre; during this time I would direct three original pieces. Somehow Bakhtin’s carnival and gro-
tesque bodies, his storytelling, mythology, music, and song morphed into an unfolding program of wonder-
ful madness of productions and personal events. A battle with a church; produce or perish. My partner Mary 
would fall pregnant and our son Josh would be born. 

3RVVLEO\�DV�D�UHVXOW�RI�WKLV�QHZ�PRUH�VLPSOLÀHG�DUUDQJHPHQW�ZLWK�0RQDJKDQ��,�KDG�QR�DGPLQLVWUDWLYH�UROHV��
I can remember the process of each production and the creative energy that was unleashed. Aside from our 
ÀUVW�SURGXFWLRQ�Song of Songs �0D\��������,�KDYH�QR�VLJQLÀFDQW�PHPRU\�RI�KRZ�ZH�EXGJHWHG�RU�IRXQG�WKH�
money or resources for the three productions we created during this period. 

Song of Songs was an adaptation of the Biblical Old Testament’s Song of Solomon; it was awarded a one-off 
small creative development grant by the Australian Council for the Arts. We turned this grant into a produc-
WLRQ�EXGJHW��ZH�SDLG�DUWLVWV�IRU�UHKHDUVDOV�DQG�WRRN�D�ER[�RIÀFH�ULVN�RQ�D�WKUHH�ZHHN�VHDVRQ��Song of Songs
was performed by a very experienced cast, which consisted of Mary Sitarenos, Margaret Milnes, Paul En-
glish, Deidre Rubenstein and Kerry Armstrong. It comprised a ritualised, physical and textual sound piece
IRU�ÀYH�YRLFHV��RQH�EDVV�FODULQHW�SOD\HG�E\�&KULV�/HZLV�DQG�RULJLQDO�PXVLF�FRPSRVHG�E\�7\URQH�/DQGDX��:H
played to very small audiences, except in the last week when we began to attract an audience of yoga and

Figure 14: Mary Sitarenos holding live Chook in The Last Supper.
Source: The Age, 19th  July 1994.
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meditation groups who I think enjoyed using it as a means for meditating during the performance.73

Our second production during this time The Last Supper ( July 1994)—was a textural event of music with 
VWRULHV�DERXW�IRRG��HDWLQJ�DQG�VDFULÀFLDO�ULWHV��LW�ZDV�EDVHG�ORRVHO\�RQ�WKH�VWUXFWXUH�RI�&KULVWLDQ�OLWXUJ\��7KH� 
Gathering- The Word - The table and The Sending.  The Last Supper was a full production; it was written by 
Vella and Sitarenos, and dramaturged by myself. A seven-months pregnant Sitarenos ate, sang, danced with 
a live chook, magically produced eggs from her mouth, told stories, and cooked seven courses of the liturgy 
to Vella’s original music—which comprised a strange quartet of xylophone, clarinet, piano accordion and 
violin as well as three waiters singing music that ranged from spirituals to a tango for piano accordion. 
Monaghan arranged a celebratory evening where local St. Kilda traders donated food for a post-show feast 
of food, as their way of supporting TW’s stay in St. Kilda. The Last Supper received mixed reviews, but 
SOD\HG�WR�IXOO�DXGLHQFHV��WKH�ÀJKW�WR�VDYH�7:�ZDV�JDLQLQJ�PRPHQWXP�

6PDOO�WKHDWUH�WDFNOHV�ELJ�LVVXHV³VXFK�DV�VXUYLYDO��+HDYHQV�DERYH�\RX�FRXOG�KDUGO\�ÀQG�D�EHWWHU�SODFH�WR�
have your prayers answered. Melbourne Theatre Works is the [sic] seeking the Anglican church to let the 
show go on in the church hall. The Anglican diocese of Melbourne which has taken the matter out of the 
hands of the local vicar would not comment (Fiona Whitlock 1994; see Appendix: Chapter 4 Introductory 
Ha–Theatreworks survival paper articles, 1994 pp. 1-2).

Figure 15:  Mervyn Owen playing Rigoletto.
Source: Melbourne Times photo Lyn Pool September 28 1994. 

Rigoletto: a perversion was Humphrey Bower’s free wheeling adaptation of Giuseppe Verdi’s opera Rigolet-
to—also based on Victor Hugo’s Le roi s’amuse—which drew on the texts, libretto, music and major charac-
ters of both sources.74 The production came out of conversations with Bower in 1993 about the possibility of 
working on what he called a ‘mongrel opera’. 

73  Herald Sun, 2 May, 1994, Jason Romney Review: ‘Songs of Love give plenty of pleasure: A sensual mediation 
on aspects of love and passion […] richly mesmeric theatre’. See Appendix Chapter 4 Introductory Ha: Reviews - 
Song of Songs
74  Le roi s’amuse (The King Amuses Himself or The King Has Fun��LV�D�)UHQFK�SOD\�LQ�ÀYH�DFWV��ZULWWHQ�E\�9LFWRU�
Hugo. First performed on 22 November 1832, but banned by the French government after one evening, the play was 
used for Verdi’s 1851 opera, Rigoletto.
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My only preliminary input was to make the hunchback Rigoletto into a stand-up comedian, and after the 
ÀUVW�GUDIW�VFULSW��WR�PDNH�0DGGDOHQD�D�WRUFK�VRQJ�VLQJHU�DQG�WKHQ�ÀQG�KHU�VRQJV��7KHUH�ZDV�QR�FUHDWLYH� 
development and once Bower wrote the script, he never came to rehearsals. The production had an unleash-
ing energy about it that drove me as a director; it was as if the production had a life of its own.75 Bower had 
once said of Rigoletto that ‘it was its own beast, we threw all the ingredients together and it began to grow 
like a culture’.76 Of the characters in the production, Gilda was on swing cage and Rigoletto performed with 
my hunchback 'uncles’ walking stick 77 while the king—disguised as a waiter—gave free champagne to the 
audience. Maddalena sat at a table singing Torch Songs, unable to see anything for she was so drunk, and 
then there was Sparafucile—a sinister stock pianist and piano accordion player who accompanied all of 
Rigoletto’s arias. If a character could not sing an important aria we played a gramophone recording of a fa-
mous singer, or gave the song to someone who could sing it. Even our imaginative set and costume designer 
Lloyd James—one of Australia’s longest surviving person with AIDS—was suffering with meningitis and 
mid season was diagnosed with only days to live. We rolled him into one performance on a wheel chair from 
hospital, and he recovered a few weeks later. 

Even the reviewers entered the perverse madness of Rigoletto; it became a wonderful event and it obtained 
a full page spread in The Age (see Appendix: Chapter 4 Introductory Ha - The Age reviews of Rigoletto, 3rd 
October 1994). One of two reviews came from the opera reviewer Jim Davidson—whose synopsis was of 
D�¶ÁRXWLQJ�FRQYHQWLRQ�LQ�WKH�EHVW�WUDGLWLRQ·³ZLWK�WKH�RWKHU�IURP�WKH�WKHDWUH�UHYLHZHU�/HQ�5DGLF�ZKR�GLV-
agreed and described it as a ‘perverse pleasure not for purists’. Radic’s byline read—‘Rigoletto a perversion 
by Humphrey Bower […] An invitation to purists and opera lovers to agree with him. It is not for purists or 
traditionalists that’s for sure’—was completely contradicted by the opera lover and The Age opera critic Da-
vidson’s byline—‘Rather than destroying the Opera as a purist might imagine […] the treatment reveals the 
sinews of the plot but more importantly draws attention to its emotional structure’. The show was a sell out.  

Before the opening I received an anonymous note called ‘Draf Fisher Folk’. It read:  

You are one of the poorest groups in this town, on the edge of the river and you depend on your catch 
RI�ÀVK�IRU�\RXU�LQFRPH�>«@�\RX�DUH�RIWHQ�LQ�GHEW�DQG�WKH�ODZV�PDGH�E\�WKRVH�LQ�SRZHU�RQ�WKH�RWKHU�
side of the river. This is a chance to make a show of strength to the rich, especially the physicians who 
live opposite you. With your carnival you are trying to show the rich that this is what you think the 
real world should be. SO GO OUT AND TELL THEM WHO YOU ARE, WHAT YOU WANT AND 
GENERALLY INTIMIDATE THE SHIT OUT of them.

Rigoletto: a perversion was awarded The Age’s Best Collaboration Production of the Year; Hilary McPhee, 
Executive head of the Australian Council for the Art, sent a congratulatory letter (See Appendix: Chapter 4 
Introductory Ha- Hilary McPhee Letter, 1995).

1RW�ORQJ�DIWHU�WKH�SURGXFWLRQ�VHDVRQ�KDG�ÀQLVKHG��0RQDJKDQ�KDG�WR�UXVK�WR�WKH�6XSUHPH�&RXUW�RI�9LFWRULD�WR�
interrupt the lawyer’s proceedings and make the announcement that a deal had been made out of court—TW 

75  Interestingly, some years later, Rigoletto toured to Geelong and Castlemaine but it never achieved the same ener-
gy—so much of its initial success was attributed to the context, the cast, and the legal atmosphere that surrounded it.
76  See Appendix: Chapter 4 Introductory Ha – Humphrey Bower Conversation. 
77  My favorites uncle, the late Keith Lindsay, suffered a rare disease as a young man that turned him into a hunch-
back.  I still have his walking sticks.
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was being given a lease. "Clyde Holding Federal parliamentarian for Melbourne Ports" had held a 
meeting with the Melbourne Anglican diocese.  

Divine intervention? A victory?  TW’s new beginning? A different encounter? 

A new song was coming: my son Josh was born.  

Bridging [Ma]: The Japanese Ryoan-Ji—the Temple of the Dragon at Peace

This Introductory Ha phase—and the unfolding Jo Ha Kyu encounters of pedagogy and productions in the 
public domain—left me in a lingering [Ma]; it would reveal a different light for me and set another major 
shift in my evolutionary practice into motion.78 My body returned to Asia in 1995 for a three-week tour of 
Last Supper with Mary and our eleven-month old son Josh, summed up by three memories, somatic experi-
ences, in a liminal space.

Ryoan-Ji  – the Temple of the Dragon at Peace

  

Disembodied voice Body on my back
Delicate body held but missing Sound nigh but absent in looking
   Melodies returning Silent ringing  

Figures 16, 17 & 18: Photos of Japan Tour of The Last Supper September 1995.
Source: Sitarenos.

78  I dramaturged and directed two more productions with Theatreworks, Otello: a subversion (1996) and the 
Falstaff: the Fatman Tour (1998), but as a visiting artist not as the artistic director of TW. They were both successful 
in the public domain but were not an evolution, rather an attempt to recreate the Rigoletto experience.  

Fifteen minutes at Roan -ji and back on the bus
Fifteen minutes in its sublime Zen garden 
Fifteen minutes in one of worlds’ wonders 
Ten minutes to change a nappy 
Mary please hold the baby 
I may never come here again 
,�ZLOO�ÀOP�LW�
I’m a crazed dragon 
At least I can meditate on the video
Knowing I need to return 
Return to this space
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The simple song left lingering in that Japanese garden was simple and would manifest the next Jo. It re-
vealed a need for a more focused space to re-encounter the mask; leave the public domain and enter a temple 
of kinesthetic pedagogy. In late 1995, I applied to VCA for a position as acting lecturer.79 

79  See Appendix: Chapter 4 Introductory Ha – VCA Application letter 1995 p1-4. 
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Chapter Five

Development Ha: Entering the Cloister of Pedagogy (1996–2003)

This period was an opportunity to return deeply to the principles of my practice, especially its pedagogic 
underpinnings. It also offered the possibility of a personal life with a partner and a young child to be more 
ÀQDQFLDOO\�VHFXUH��ZLWKRXW�WKH�SUHVVXUHV�RI�SURGXFLQJ�PXOWLSOH�WKHDWUH�SURGXFWLRQV�LQ�D�SXEOLF�GRPDLQ��
Through intensive learning in a teaching studio that two Theatre Schools offered I was able to experience, 
investigate and test my work.  In this Development Ha phase I was reconnecting more clearly with the Asian 
7KUHDG�RI�P\�DUWLVWLF�DQG�SHGDJRJLF�SUDFWLFH�ERWK�LQ�$XVWUDOLD�DQG�6LQJDSRUH��DQG�WKH�GLIÀFXOWLHV�WKDW�WKLV�
intense period posed.   

1. Jo (1996- 2000) – Victorian College of The Arts – repetitive doing

1.1 A Return and Unfolding (1996-97)

1.2 Jo Ha Kyu: The convergence of actor training and theatre making (1997-99)

1.3 The Asian Thread Returns (2000)

2. Ha (2001- January 2002) – Theatre Training Research Program – repetitive thinking and doing

2.1  ᘡTs’ui  “The Gathering Together” (the massing) – to bring great offerings creates good fortune - 
prepare for the unforeseen

2.2  ܹᆁTa’Ch’u “Taming the Power of the Great” – the superior person acquaints themselves with 
antiquity

2.3  ྇Sung ¶7KH�&RQÁLFWµ�²�WKH�VXSHULRU�SHUVRQ�FDUHIXOO\�FRQVLGHUV�WKH�EHJLQQLQJ

3. Kyu (2002 January – Sept 2002) - ࢭKo “The Molting” – furthering through perseverance

3.1 La Balcon le Experimentation and the death of Kuo Pao Kun

[Ma] (2003) - Yi 乚 “To Nourish” (the lower hexagram), Zhen “To move, The thunder” (the upper hexagram); 
Gen “Keeping still, The mountain”. 

1. Jo (1996–2000): Victorian College of The Arts—repetitive doing

1.1 A return and Unfolding (1996–97) 

The Idiot: I’ve been away a long time—over four years.  

Rogozhin: Ran away from something, eh? Returning to the scene of the crime. 
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�+��%RZHU��3��&URRNH�	�5��'UDIÀQ�������6FHQH���

On December 22nd�������WKH�9LFWRULDQ�&ROOHJH�RI�WKH�$UWV��9&$��FRQÀUPHG�P\�VXFFHVV�LQ�EHLQJ�DSSRLQWHG� 

full-time Lecturer in Acting, in the School of Drama, starting February 1996.80 The Dean of the school at the 
WLPH�ZDV�/LQG\�'DYLHV��,W�IHOW�OLNH�D�UHWXUQ��$V�GLVFXVVHG�HDUOLHU�RQ��'DYLHV�ZDV�DQ�LPSRUWDQW�LQÁXHQFH�LQ� 
my becoming involved in theatre and this appointment felt like a returning to an important mentor.81 Despite 
never having worked with Davies, we had kept in contact over many years. From a distance I had admired 
and aligned with her approaches to the training of actors and the theatre productions she directed. In an inter-
view I read and kept from The Australian, Davies (cited in The Australian; Litson & Wyndham Interview of 
Lindy Davies, August 13 1993, p. 13) explained that for her: 

All acting is being open to your imaginative self and the imaginative self of language. I found systems get 
in the way of that […] when I imposed that rational stuff on my own work I got short-circuited.

My VCA application letter indicated my history of past work but also a lingering future intention:

I have developed work processes and a methodology for training and performing.  There are three tiers to 
this work: base training, skill development, and cultural processes […] It has an anthropological and ki-
QHWLF�EDVH�DQG�,�DP�QRW�KDSS\�XQWLO�LW�KDV�EHHQ�WHVWHG�RQ�WKH�UHKHDUVDO�ÁRRU��7KXV�WKH�H[SORUDWLRQ�RI�WKHDWUH�
has become for me an exploration into the performer: its preparation and its execution.82

Working at the VCA School of Drama would obviously call on work processes I had prior experience with, 
but it would create an amazing opportunity to test and develop—in a very supportive environment—my 
actor-training and theatre-making pedagogies.  

It was a very new staff. Of the seven full-time School of Drama staff body, all but two were starting work in 
1996.83  Davies intended to create a completely new course. Immediately she set up an offsite, two-day cur-
riculum meeting to plan and add to her draft three-year course that would become represented in an eighty-
seven-page document called The Autonomous Actor.84 Its opening vision stated:

The School of Drama is an international center of theatre research committed to the investigation of form, the 
development of virtuosity, the attainment and mastery of skills and the expansion of the boundaries of all the-
atre disciplines. It would be based on the principles of training Impulse and Kinaesthetic Learning (the ability 
to listen to her/his body and to trust her/his instincts). The course trains the intuitive-self rather than working 
through premeditation and decision-making. Kinesthetically responding to the circumstances rather 

80 �6HH�$SSHQGL[��&KDSWHU���'HYHORSPHQW�+D�²�9&$�&RQÀUPDWLRQ�/HWWHU�������SS����
81  ,�RQFH�DVNHG�/LQG\�'DYLHV�ZKR�ZDV�KHU�PRVW�LPSRUWDQW�LQÁXHQFH�DQG�VKH�VDLG�LW�ZDV�D�-DSDQHVH�6KLQWR�
Monk.
82  Appendix: Chapter 4 Introductory Ha – VCA Drama School Application, pp. 1-4.
83 �7KH�QHZ�VWDII�ERG\�FRQVLVWHG�RI�/LQG\�'DYLHV��'HDQ���%UXFH�6KDSLUR��+HDG�RI�$FWLQJ���5REHUW�'UDIÀQ��$FW-
ing), Lorna Marshal (Movement), Stephen Costan (Voice) and the two existing staff members from previous years, 
Robert Meldrum (Acting) and Richard Murphet (Postgraduate Studies).
84  This document was already predominately drafted by Davies and was based on her work and a curriculum she 
FUHDWHG�DW�WKH�9&$�LQ�������'DYLHV�FUHDWHG�WKH�ÀQDO�FXUULFXOXP�ZLWK�WKH�DVVLVWDQFH�RI�WKH�QHZ�VWDII�PHPEHU�
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than “thinking” about an appropriate response, the actor learns to be true to themselves whilst remaining open 
to the environment […] becoming aware of the three zones of awareness (external/internal/fantasy-imagina-
tion)’.85

This Jo moment was a dynamic beginning. Davies’ vision, mission and principles of training were an inspi-
ration to me, where they aligned with many of my own training and theatre-making ideas. This framework 
XQDVKDPHGO\�XQLWHG�WKH�DUWLVW�ZLWK�WKH�WHDFKHU��DQG�SUDFWLFH�ZLWK�UHVHDUFK��7KLV�JDYH�PH�D�ÀUP�SODWIRUP�WR� 
experience Davies’ particular acting approach to text; it cultivated and questioned my training methodolo-
gies and theatre making through intensive doing. This questioning would innevitably draw me back into the 
Asian Thread.

For three-and-a-half years at the VCA, I predominately offered the same teaching: 

1. First year foundation acting training—Organics (actor training);86

2. First year theatre storytelling project—The Greeks (improvised theatre making based on Organics);
3. First year Approach to Text;
4. Directing one Second or Third year production, once a year, of a scripted play;
5. Third year Meditation Unit.

In viewing those subject journals now, my notes were predominately what I was doing and very few 
WKRXJKWV�RU�UHÁHFWLRQ�RQ�why or how. The activities and contents of the acting classes were nothing new
from what I had done at Theatre Works—Geshi 87, African Dancing, Contact work, Japanese rowing exercis-
es, walking exercises, story-telling exercises, underpinned by physical awareness and spatial exercises—yet 
I noticed some metaphoric instructions that were seeds to my present training approach:  

See and not see / Look and know not think / discover the moment not guess or construct it / There is no 
future for the improviser only the present and the past / My work is my training, my training is my work, my 
work feeds my training.�� 

One class observed by Lorna Marshal "acting and movement teacher" fed my training; it germinated an 
aspect of my work at the VCA and became a central, ongoing area of investigation—a platform for the 
creation of my future artistic work. 

1.2 Jo Ha Kyu (1997–99): The convergence of actor training and theatre making

Lorna Marshall was observing my class in Organics (see Appendix: Chapter 5 Development Ha - Organics

85  See Appendix: Chapter 5 Development Ha – VCA Drama School Mission (Autonomous Actor ), pp. 1-10 .
86  See Appendix: Chapter 5 Development Ha – Organics Subject Outline, 1996.
87 �*HVKL�LV�D�-DSDQHVH�FOHDQVLQJ�ULWXDO�RI�ZDVKLQJ�WKH�ÁRRU��,�LQWURGXFHG�WKLV�PHWKRG�LQ������DQG�LW�LV�VWLOO�FXU-
rently used at the VCA. 
88   See Appendix Chapter 5 Development Ha – Organics Class Working Notes, 1996 pp. 1-2.
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Subject Outline 1996) in semester one of 1997. While admiring what the students were doing—in what I
called my organics work³0DUVKDOO�WXUQHG�WR�PH�DQG�VDLG��¶WKH�VWXGHQWV�DUH�IDVKLRQLQJ�HQGV�DQG�QRW�ÀQGLQJ�
organic changes; they need to understand the psychophysical rhythm of Jo Ha Kyu’. I had never heard of the 
term or practice of Jo Ha Kyu and I immediately asked her if she would take the class. She asked that stu
dents follow an action until it changed naturally; that they understand when the rhythm and action had trans-
formed into another action. She made the students aware of the Jo (the beginning), Ha (the break) and Kyu 
(the completion). Especially during the looming Kyu phase she would yell out: ‘keep going, don’t stop yet it 
KDVQ·W�ÀQLVKHG·��,�ZDV�DPD]HG�DW�KRZ�WKLV�XQOHDVKHG�DQ�DXWKHQWLFLW\�DQG�D�GHHSHU�GLPHQVLRQ�LQ�WKH�VWXGHQW·V�
physical and vocal actions, and in their creative work.  She said I should read the book The Invisible Actor 
VKH�KDG�MXVW�ÀQLVKHG�ZULWLQJ�ZLWK�WKH�-DSDQHVH�DUWLVW�<RVKL�2LGD��,Q�LW�WKH\�ZULWHV�WKDW��

,Q�DOO�DVSHFWV�RI�SHUIRUPDQFH�\RX�QHHG�WKLV�SURFHVV�GHYHORSPHQW�LQ�WLPH��<RX�VWDUW�ZLWK�VRPHWKLQJ�DQG�WKHQ�
\RX�QHHG�WR�ÀQG�ZD\V�RI�OHWWLQJ�LW�JURZ�IURP�PRPHQW�WR�PRPHQW���7KH�SURFHVV�GHYHORSPHQW�PLJKW�WDNH�WKH�
form of enlargement, reduction or transformation but it’s always development. It is not a ‘change’. When you 
impose a ‘change’ on a scene , this acting from the head, it doesn’t come from your organic sense of time and 
space […] Jo Ha Kyu is a rhythm the body knows and likes (Oida & Marshall 1992, pp. 34–35).89

I was hooked. Jo Ha Kyu was now added to the curriculum of my organics class, as part of the spatial and 
kinaesthetic awareness and contact work. I understood Oida’s (1992, pp. 34–35) position in that ‘it is a body 
GHFLVLRQ·�>ZKHUHLQ@�\RX�PXVW�ÀQG�WKH�ERG\·V�UHVSRQVH�DQG�KLV�YLHZ�WKDW�¶\RX�PXVW�OHDUQ�WR�OLVWHQ�WR�WKH� 
ERG\·��7KHVH�ÀQGLQJV�EHJDQ�D�FRQFHQWUDWHG�MRXUQH\�WR�IXUWKHU�XQGHUVWDQG�WKH�VSHFLÀF�IRXQGDWLRQDO�WUDLQLQJ� 
required for an actor to be able to listen to their bodily actions, in the creative process of making perfor
PDQFH��0DUVKDOO�KDG�QRW�PHQWLRQHG�WKLV�VSHFLÀFDOO\��QRU�ZDV�LW�LQ�The Invisible Actor. In retrospect, my 
investigation into Jo Ha Kyu began my journey towards [Ma]. 

A [Ma] Seed 

‘for Jo Ha Kyu the actor needs to sustain a particular dramatic energy on stage and means the actor has to 
VWD\�LQ�D�SDUWLFXODU�SODFH��ÀQG�D�VWLOOQHVV�ZLWKLQ�WKHPVHOYHV�WKDW�LV�WKHQ�VKDWWHUHG·���6HH�$SSHQGL[��&KDSWHU���
'HYHORSPHQW�+D���&KULV�.RKQ�6WXGHQW�,QWHUYLHZ�RI�'UDIÀQ�������S����

I recognised that there existed a place, but at this stage I did not know how to train it or name it. Jo Ha Kyu, 
however, became an important training investigation process in the convergence of my pedagogic practices 
between the actor training of my organics project, and the theatre making productions I directed. Both 
aspects of my practice involved practical exercises and creative processes involving preparation rituals such 
as: Geshi; organics; kinaesthetic awareness; spatial awareness (I, we, us, and them); contact work; and many 
directing principles I still hold today.  

89  In retrospect—and following my folded paper and pencil underlining process in my memory room—I realise 
KRZ�IHZ�ERRNV�,�UHDG�LQ�WKLV�SHULRG�LPSDFWHG�RQ�P\�ZRUN��,W�FDPH�GRZQ�WR�/RUQD�0DUVKDOO�	�<RVKL�2LGD��The Invisi-
ble Actor, and a single chapter, ‘Dramatic Action and Play Structure’, in Robert Benedetti’s The Actor at Work (1970).

64.



This convergence culminated in a 1998 third-year VCA production of a reworking of the TW’s script of The 
Idiot. It gained widespread acclaim and one reviewer—who panned the TW’s 1992 production of The Idiot 
—was very supportive: ‘A sophisticated piece of theatre with some outstanding individual performances, 
solid ensemble work and imaginative staging’ (see Appendix: Chapter 5 Development Ha- Reviews VCA 
The Idiot Helen Thompson).90  

My decision to revisit The Idiot at VCA was prompted by the realisation that I would be working with a 
group of nine student actors who were very familiar with my processes and concepts of acting and theatre 
making. I also became clear about the importance of the VCA production in building on the 1992 production 
at Theatre Works. The decision was consciously evolutionary, yet it still had connections to the past. I was 
aware of this and when interviewed again by The Age, I deliberately created a similar photo image (see Fig-
ures 19 and 20 below). I also invited the original cast of the 1992 TW production to witness and celebrate its 
development and meet the new student cast. 

)LJXUH������OHIW��'UDIÀQ��LQ�The Age��������DQG�)LJXUH������ULJKW��'UDIÀQ�LQ�The Age 1998.
Source: photographers Rodger Cummins (1992) and Eddie Jim (1998).

Over these three years, the creative processes, which had been informed by my introduction to Jo Ha Kyu 
had deepened in my work. The repetition of my work at the VCA had now plateaued and I was looking for a 
new source of inspiration. 

During this period I established a one-evening weekly workshop outside of the VCA to reconnect with 
Robert Meldrum, Mary Sitarenos and alumni actors from the VCA’s 1998 production of The Idiot, which 
included: Paul Robertson, Marc Cara, Lucy Taylor, Tony Johnson and Chris Kohn. At the end of 1999, I sent 
a letter to each of these people; I titled it Some Thoughts I Have Had. It highlighted my work with them 
RYHU�WKH�SUHYLRXV�VL[�PRQWKV��LW�IHOW�OLNH�D�UHÀQHG�VXPPDU\�RI�WKH�HYROXWLRQ�RI�P\�HQWLUH�SUDFWLFH�WR�WKDW�
point, with ‘some feelings I have about the next step’. I was obviously realising that the next evolution of 
my work possibly lay outside the VCA, but could never have realised the direction that would evolve 
through external events. The poem at the end of this page (see Figure 22: Some Thoughts I Have Had), how

90  The interest in this VCA production remained in people’s mind, ‘A Strategy with Teeth’, The Age, 17 Decem-
ber 1998. Written by Hilary McPhee, former chairwoman Australian Council of the Arts: ‘A VCA student production 
of The Idiot - great performances, no set, brilliant lighting - knocked the socks off most of the mainstream offerings of 
that year’. This was the reason it was taken to Adelaide Fringe in 2000.
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ever, indicated what was central to the creative process was  ‘allowing one to stay in the work longer and 
ZLWK�JUHDWHU�HDVH�>«@�DOORZV�WKH�ZRUN�WR�JURZ�DQG�GHYHORS��DQG�QRW�LQGXFHG�WR�ÀQG�SUHPDWXUH�FORVXUH·��VHH�
Appendix: Chapter 5 Development Ha – Some Thoughts I Have Had, 1999.) 

Figure 21: Section of a letter sent to a group of actors 1999 summerising my practice. 
6RXUFH��'UDIÀQ�

1.3 The Asian Thread Returns (2000) 

Every second year, the entire VCA School of Drama would go the Adelaide Festival for two weeks.91 In 
������WKH�HQWLUH�6FKRRO�RFFXSLHG�WZR�ÁRRUV�RI�WKH�IDPRXV³EXW�DW�WKDW�WLPH�HPSW\³0LOOHU�$QGHUVRQ�%XLOG-
ing on Hindley Street.92�2Q�WKH�VHFRQG�ÁRRU�RI�WKH�EXLOGLQJ��,�UHVWDJHG�WKH������SURGXFWLRQ�RI�The Idiot with 
nearly all the original 1998 student cast. While rehearsing in Melbourne, I received a phone call from Car-
rillo Gantner asking if I would meet Singaporean writer and director Kuo Pao Kun who was looking for an 
acting teacher for a theatre school he was setting up in Singapore.93 I informed Carrillo that I unfortunately 
could not meet Pao Kun as I was very busy rehearsing, but invited him to come and watch a rehearsal. He 
arrived saying he could only watch for one hour, but ended up staying all afternoon. Then in Adelaide, Pao 
Kun contacted me again saying he had booked to see The Idiot (see Figure 22: Advertising The Idiot) and 

91  During my time teaching at VCA we took three trips to the Adelaide Festival, in 1996, 1998 and 2000. Unfor-
tunately this inspiring practice is no longer a part of the VCA School of Drama curriculum.
92  A Scottish immigrant established this historic building on Hindley Street in Adelaide’s CBD in 1839. It orig-
inally housed a linen drapery business under the name J. Miller Anderson & Co. Over the years it was developed into 
RQH�RI�$GHODLGH·V�ÀQHVW�GHSDUWPHQW�VWRUHV�DQG�LQ������LW�ZDV�YDFDWHG�ZKLOH�DZDLWLQJ�GHYHORSPHQW�LQWR�OX[XU\�DSDUW-
ments.
93  Carrillo Gantner (AO) is a Victorian cultural leader, philanthropist and founder of Melbourne’s Playbox
Theatre (1976.) In the late 1980’s Gantner was the driving force for the building of the Playbox theatre (now the 
Malthouse Theatre), which opened in 1990. He has been Artistic Directors of Playbox Theatre, President of the Myer 
Foundation and Chairman of the Sidney Myer Fund, the Myer family’s two philanthropic arms.
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asked if I would meet him after the show. The show did not come down until midnight and so, on a very hot 
Adelaide night, I met Pao Kun on a very deserted seat in Hindley Street Adelaide. There Pao Kun asked if I 
would come to Singapore and run an acting intensive and give a lecture in May.

Figure 22: Poster for Adelaide production of The Idiot.  

6RXUFH��'UDIÀQ�

In an email that I wrote prior to traveling to Singapore, I summarised my work identical to the 1999 letter I 
had sent to the VCA alumni actors. A short section in the body of this email, however, indicated the thresh-
old state of change – or [Ma] - I was in:

 
I am about to change my work I can feel it, I actually do not know what the next project will be. Although 
the principles are continuing to develop I know the actual content / direction of my theatre making is about 
to change […] to work with contradiction and to break some of the rules I have made for myself.94   

The week in Singapore was intense and very much an unspoken audition. In the evening I would run a class 
or give a lecture; the following day I would have follow-up meetings with Pao Kun and an acting teacher, 
Ma Hui Tan from Beijing, who would question my process. The workshop I ran—Making the Text Live/ 
Giving the Body a Voice—was very much based on my 1999 letter and a summary of my work at the VCA 
(see Appendix: Chapter 5 Developing Ha – Singapore Acting Workshop, May 2000). At the conclusion of 
this workshop stay in Singapore I was asked if I would be part of a week-long conference in September, to 

94  See Appendix: Chapter 5 Development Ha – Email to Kuo Pao Kun, Singapore, 10th May 2000 p. 3, and Sin-
gapore Acting Workshop Intensive , May 2000.
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create a curriculum for a new acting school. Less than a month later my partner Mary Sitarenos was invited 
to Singapore. After ten days of meetings with Pao Kun and researching schools for our son Josh, we decided 
to accept an offer for me to join the newly forming Theatre Training Research Program (TTRP). During the 
conference in Singapore (8–17th September, 2000), TTRP was described in the following way: as ‘a novel 
and experimental theatre teaching program that [sought] new connections between classical Asian theatre 

training systems and contemporary theatre practice’.95 

3DR�.XQ�VWDUWHG�WKH�FRQIHUHQFH�ZLWK�DQ�LQVSLUHG�RSHQLQJ�VSHHFK��)URP�P\�QRWHV�WDNHQ�RQ�WKDW�ÀUVW�GD\��,�
QRWHG�KH�IHOW�WKH�WUDGLWLRQDO�$VLDQ�DUWV�KHOG�D�NQRZOHGJH�DQG�VSLULW��ZKLFK�KDG�EHHQ�YHU\�LQÁXHQWLDO�LQ�WKH�
work and practices Antonin Artaud, Bertolt Brecht and Tadashi Suzuki—and could still be, transferable to 
contemporary theatre practice. Pao Kun saw the aims of the program as nurturing a classical consciousness 
to reexamine the Asian Arts, in order to make sense of body culture through the following teaching modes:

• Montage not Linear—not following past-to-present but rather learning in a montage of crossing
boundaries and crossing worlds;
• Performance Creation—practice will dominate the entire TTRP program;
• Treading on the spine of the Stanislavski-Grotowski heritage;
• Excavation of and Integration with Indigenous Asian Resources—articulations of traditional classi

� FDO�SUDFWLFHV�RI�7DL·ML�DQG�<RJD�
• Individual and initiative learning—imitative of learning that rests with students;
• Integration and Synthesis—when one is faced with something concentrated, one learns through
osmosis—however it needs a membrane that is open and available.96

I have two strong memories of Pao Kun’s talk: it was posed as both a challenge and a story. Pao Kun saw the 

program as an experiment; his feelings were  ‘better have a monumental failure than a mediocre success’.97 
He also told the story of observing actors at the WorkCentre of Jerzy Grotowski and Thomas Richards in 
Italy; he felt they had a lightness whereby they seemed completely connected to the ground, but at the same 
WLPH�DSSHDUHG�WR�EH�Á\LQJ��+H�GHVFULEHG�WKHVH�DFWRUV�DV�XQGHUVWDQGLQJ�LQWHUQDO�HQHUJLHV�SURYLGLQJ�SK\VLFDO��
artistic, cultural, spiritual centeredness and rootedness. In my notes from this speech, I wrote: ‘I am like a 
child, this vision is like a gift’. Opening a key to an infection that felt like a return to and a memory of the 
Bali mask. 

95  See Appendix: Chapter 5 Developing Ha - TTRP Teachers Conference Brief, Sept 2000 pp. 1-2.
96 See Appendix: Chapter 5 Developing Ha – Modes of Teaching TTRP pp. 1-2.
97   Drawn from my notes of Pao Kun’s speech, 8th September, 2000. See Appendix: Developing Ha - Notes 
From Pao Kun Opening Speech.
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The Idiot: I’ve been away a long time—over four years.    

Rogozhin: Ran away from something, eh? Returning to the scene of the crime? 
The Idiot: I was sent abroad for reasons of health.   
Rogozhin: Cured?  

�+��%RZHU��3��&URRNH�	�5��'UDIÀQ�������6FHQH���

While I had just been awarded an Outstanding Teacher Award from the University of Melbourne—and much 
ZDV�DFKLHYHG�LQ�P\�ÀYH�\HDUV�DW�9&$³,�VHQVHG�WKDW�D�UHWXUQ�WR�ZKDW�XQGHUSLQQHG�WKLV�Asian Thread was
impending; it was time to return to Asia.

2. Ha (2001–January 2002): The Theatre Training Research Program (TTRP)—repetitive
thinking and doing

%HIRUH�,�JR�DQ\�IXUWKHU�OHW�PH�VD\�,�ZHOFRPH�\RXU�PHVVDJHV�YHU\�YHU\�PXFK��<RX�KDYH�D�JRRG�KDELW�
RI�QRWLQJ�GRZQ�WKLQJV�LQ�GHWDLO��WKHVH�H[FKDQJHV�ZRXOG�GHÀQLWHO\�OHDYH�D�WUDLO��VRPH�RI�WKH�VDOLHQW�RQHV�
might even sink in and become tracks.98

If the VCA was a period of doing (teaching and productions) then my time in Singapore at TTRP was a peri-
od of intense thinking, observing, curriculum designing, journaling, teaching and written exchanges in light 
RI�WKH�XQIROGLQJ�SURJUDP��7KH�FRPSOH[LW\�LQ�WKLV�PL[�RI�UHÁHFWLRQV�ZDV�XQGHUSLQQHG�E\�PDQ\�PLFUR�[Ma]
moments. This development Ha phase was an intense pedagogic period, which was ultimately dominated by 
personal events.  

Early on during my time at TTRP, I wrote an article for the quarterly publication VCA News, about my initial 
experiences of working at TTRP. The article was based on four I Ching hexagrams: ᘡTs’ui (The Gather-
LQJ�; ܹᆁ7D·&K·X��7DPLQJ�WKH�3RZHU�RI�WKH�*UHDW���྇6XQJ��7KH�&RQÁLFW���and ࢭ.R��7KH�0ROWLQJ��99 It
is quite prophetic to note how these same I Ching hexagrams became salient tracks in the unfolding Jo Ha 
Kyu trail of my experiences at TTRP, and their propulsion towards the creation of a new company: Liminal 
Theatre and Performance.  

2.1 ᘡTs’ui  The Gathering Together (the massing) 

To bring great offerings creates good fortune—prepare for the unforeseen.

98   See Appendix: Chapter 5 Developing Ha - Email Pao Kun 26th February, 2001 par 1. 
99  My partner Mary and I have often thrown the I Ching as a means of discussing personal threshold moments 
and to assist us in making key decisions.
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The Theatre Training Research Program (TTRP) came from the vision of Pao Kun—an inspiring bilingual 
WKHDWUH�ZULWHU��GLUHFWRU�DQG�WHDFKHU��+LV�ZRUN�KDG�DOZD\V�EHHQ�FORVHO\�DVVRFLDWHG�ZLWK�ÀQGLQJ�GLDORJXH�EH-
tween contemporary and traditional arts practice. The early TTRP curriculum was established based on the 
6HSWHPEHU�&XUULFXOXP�6HPLQDU�LQ�������ZLWK�WKH�ÀUVW�FRKRUW�RI�DFWRUV�SURYLGLQJ�DQ�LQVSLULQJ�PL[�RI�JUHDW�
offerings for both students and teachers. I summarise the TTRP Prospectus below, as it displays the range 
and the innovative quality of this program.100 The prospectus outlined that: 

• The program would be a three-year practical Acting course;
• The curriculum would be made up of two major components: Traditional Theatre Training comprising Chi
nese Opera, Bharatanatyam, Wayang Wong, Noh Theatre; and two Contemporary Actor Training Approaches
using Voice, Acting and Movement, and Humanities;
• Each semester there would be a series of six public Lectures on arts and culture, focusing on China, India,
Japan and Indonesia;
• The primary course objective was to train an actor;
• The Teacher/Artists should come from all over Asia;
• Students should audition from all over Asia;
• The program was housed in a Computer Factory owned by Creative Technology Ltd in an Industrial Park; 

• Most students would obtain a scholarship;
• A Singapore Government subsidy and a major sponsorship from the Chairman of a Computer Company
would support the program;
• Students would do Tai’ji three mornings a week;
• The school had not received nor was it seeking University accreditation. 

Figure 23: Overview of TTRP in English and Chinese. 
Source: TTRP prospectus for 2002/3 (published 2001).

TTRP: an experiment 

‘This has never been done before’ so, you have to create your own theory’.���

100  See Appendix: Chapter 5 Development Ha - TTRP  Prospectus for 02, 02 pp. 1-5.
101 �$�TXRWH�E\�3URIHVVRU�5LFKDUG�6FKHFKQHU�1HZ�<RUN�8QLYHUVLW\��DQG�7753�&RQVXOWDQW��6HH�$SSHQGL[��&KDSWHU�
5 Development Ha - TTRP Prospectus for 02-03, p. 2. 
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In introducing the public lectures, Dr. Kwok Kian Woon referred to this new course as ‘The TTRP Experi-
ment’.102 Through regular curriculum seminars, the staff of TTRP was to develop the details of the program, 
to include its theoretical underpinnings and its ability to integrate its many elements. It was obvious that this 
was a research program and Pao Kun suggested we observe each other’s classes. Through the TTRP cur-
riculum I would engage my own theorising. In a brown jotter book, I decided to journal and document my 
own observations which included experiences with: other classes; staff meetings and seminars; visiting and 
public lectures; subject showings; thoughts on major issues and works; preparations and observations within 
my own class; and student assessments (See Appendix: Chapter 5 Development Ha - Photo Roll - The Jotter 
Book). I also emailed written documents to Pao Kun and the TTRP Co-Director and Humanities Teacher T. 
6DVLWKDUDQ�UHJXODUO\��RXWOLQLQJ�VRPH�RI�WKH�WKRXJKWV�DQG�GLIÀFXOWLHV�,�ZDV�KDYLQJ�

The TTRP Prospectus made clear that the program was: 

TTRP is a performance-centered, practice-orientated program. It aspires to nurture highly skilled, technically 
adept, critically aware, socially engaged and artistically autonomous actors, capable of contributing imagina-
tively to the theatre making process’. (TTRP Prospectus for 02, 03   p. 3)

Exposing students to so many theatre traditions and languages—as well as equipping them ‘to work across 
cultural and aesthetics boundaries’—sustained the ethos that this was a contemporary actor training program.
(TTRP Prospectus for 02, 03 p. 3).

Even it its early stages, I needed to understand what the process of integration and synthesis of the tradition-
al training classes with the contemporary acting program was about. The fact that this school was housed 
within a computer factory—and not tied to educational accreditation—offered TTRP the opportunity to be a 
truly unique theatre school—similar to the Mikhail Shchepkin Higher Theatre School and associated State 
Academic Maly Theatre in Moscow. Based on this, it was possible that TTRP could be similarly modeled in 
the form of a theatre company. Despite the creative and pedagogic freedom in our subject planning, I found 
P\VHOI�ÀJKWLQJ�WKH�VHPDQWLFV�DQG�ZRUGV�RI�HGXFDWLRQDO�LQVWLWXWLRQV��,Q�P\�)HEUXDU\������GRFXPHQW³7KH�
TTRP Experiment: A Personal Perspective—I challenged TTRP’s use of terms—such as faculty, campus, 
student, tutorial and timetable.103 I offered instead a suite of alternative terms—such as company, studio, 
rehearsal, schedule and young artist—powerful and clarifying concepts embedded in ‘the bold, distinctive 
image of who and what is the TTRP experiment’ (The TTRP Experiment: A Personal Perspective p. 3). This 
document fell into the black hole of silence that would follow from the many documents I created for TTRP.

7KLV�GRFXPHQW�DOVR�GHWDLOHG�P\�IUXVWUDWLRQ�DURXQG�ZKDW�ZDV�QHHGHG�LQ�RUGHU�WR�ÀQG�D�JUHDWHU�LQWHJUDWLRQ�DQG�
understanding of the underpinnings of a common curriculum and how, as teachers, we talked together: 

102  Dr. Kwok Kian Woon, PhD in Sociology from the University of California, and in 2001 was the Managing
Director of the Crucible Group Pty Ltd whose mission was to advance the synergy between technology and the arts.
103 Appendix: Chapter 5 Developing Ha – The TTRP Experiment: A Personal Perspective, p. 2.

71.



TTRP is made up of many bits. It feels a bit like we are all in our own little boats going down this river. At 
least we are on one river […] what would it mean to be in one boat?  �6HH�$SSHQGL[��&KDSWHU���'HYHORS-
LQJ�+D��7KH�7753�([SHULPHQW��$�3HUVRQDO�3HUVSHFWLYH��S����

In addition, I was confused by a lack of synthesis in the contemporary acting program more generally—the 
class/program which I co-taught with a brilliant older teacher Ma Hui Tian. Mr. Ma’s program was based 
on one of Stanislavski’s programs—which was adopted by the Beijing Central Institute of Drama—together 
with a program I ran at VCA based on my Impulse and Organics work as well as my early understanding of 
Jo Ha Kyu. Together Mr. Ma and I were frustrated by the amount of time we had to deliver the program. I 
then created a document The Empty Cup, I wrote: ‘are we just delivering shortened and condensed versions 
of our individual work and hoping it is having some impact on the young actors’ (See Appendix: Chapter 5 
Developing Ha - The Empty Cup p. 4). I met with Mr. Ma and offered a proposal for how we could work 
WRJHWKHU��EXW�HYHQ�ZLWK�WKH�KHOS�RI�D�WUDQVODWRU�,�FRXOG�QRW�PDNH�KLP�XQGHUVWDQG��,�UHÁHFWHG�RQ�WKLV�IXUWKHU�LQ�
P\�QRWHV��ZKHQ�,�ZURWH�WKDW��¶,�DP�IRU�WKH�ÀUVW�WLPH�IHHOLQJ�,�VKRXOG�MXVW�VKXW�XS�>«@�DP�,�MXVW�KHUH�WR�WHDFK�
what I do in a shorter period’.104 I decided to leave it for a while and let integration take place, through Pao 
Kun’s idea of osmosis: that if the membrane is open and the work is strong, it will naturally integrate and 
synthesise.

An email from Pao Kun arrived shortly thereafter: 

Many of the issues you have raised need a due process to come to some clarity and resolution, if they are 
resolvable soon, or at all […] I have only raised some, intervened on some others, and kept quiet on most, 
and leave us (me included) to struggle, to reach different points of realisation, and then take action to really 
discuss and to make amends through actual changes […] to be frank I am experiencing the same things 
[sic] you. If there is a difference I am not as upset as you are perhaps because I have been swimming in 
such chaotic waters most of my years working in and around theatre.105

‘Something is happening. I know it. I might not know what, but I know something is happening’. 
�6HH�$SSHQGL[��&KDSWHU���'HYHORSLQJ�+D�²�-RWWHU�%RRN�����0DUFK������S�������

I was struggling. In April 2001, I made a note in my Jotter book (#3 March 2001, p2): ‘my teaching has 
never been so explanational and lacking in repetition—I have been teaching more conceptually and less 
experientially’. Additionally I found the two streams (traditional and contemporary) program, which seemed 
separated posing the following questions. Am I here to serve the traditional experience? Am I here for the 
traditional to serve my work? Are we all here to do what we can in less time and let the students make the 
links? 

104  Appendix: Chapter 5 Developing Ha – The Empty Cup, 26th February, 2001, p. 4.
105  Appendix: Chapter 5 Developing Ha – Email Pao Kun, 26th February 2001. 
106 To see Photo of Jotters Books, see Appendix: Development Ha – Photo Roll – Jotter Book.
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April I Ching: The following provocation, ‘What do I need to be considering to help understand my 
present position?’. The three hexagrams appeared, ઠ&KLQJ��-LQJ�WKH�ZHOO����DOO�WKLQJV�UHPDLQ�WKH�VDPH�
, ⶅKùn # ����2SSUHVVLRQ��([KDXVWLRQ���UHÁHFW�RQ�RQHVHOI�DQG�ᤃ�-LɵQ�������2EVWUXFWLRQ���NHHSLQJ�VWLOO�
MRLQ�IULHQGV�RI�OLNH�PLQGV���6HH�$SSHQGL[��'HYHORSPHQW�+D���-RWWHU�%RRN�����$SULO�0D\�

7ZR�LPSRUWDQW�RIIHULQJV�RI�VWLOOQHVV�DQG�UHÁHFWLRQ³VHHPLQJO\�ORVW�DQG�XQIRUHVHHQ�LQ�WKLV�VWUXJJOLQJ³ZHUH�
DERXW�WR�UH�DSSHDU��7KH\�ZHUH�DLGHG�E\�VRPH�VLJQLÀFDQW�HYHQWV�WKDW�ZRXOG�VKDSH�P\�VXEVHTXHQW�ZRUN�

2.2  ܹᆁTa’Ch’u Taming the Power of the Great: The superior person acquaints themselves 
with antiquity

,�UHÁHFWHG�EDFN�RQ�RQH�RI�WKH�)HEUXDU\�7753�&KLQHVH�OHFWXUH�VHULHV��ZKLFK�UDQ�DORQJ�VLGH�WKH�DFWRUV�WUDLQLQJ�
program) conducted by the famous calligraphy artist and designer Tan Swei Hian. In his talk he examined—
philosophically and practically—his process of artistic creation. 107 A deeply spiritual man who followed 
the traditional Chinese Buddhist divinity of Guanyin, Tan Swie based a creative transformative moment on 
a tension that exists in the gap between the brush and the paper in his artistic calligraphy.108 He expressed 
this as a readiness ‘to catch the exact moment when the ripe fruit falls from the tree’ (see Appendix: Chap-
ter 5 Development Ha - Jotter Book #2, February 17th������S�����RQH�KDG�WR�ÀQG�D�WUDQTXLOLW\�RI�WKH�KHDUW�
and mind that would connect the hand to the heart—thus to the paper—in that critical creative moment. To 
achieve this, Tan Swie would meditate and fast for days in order to land in this moment; the painting would 
WKHQ�EH�GRQH�ZLWKLQ�PLQXWHV��7KLV�UHÁHFWLRQ�VWUXFN�D�FKRUG�ZLWK�PH��LW�VR�VXFFLQFWO\�TXHVWLRQHG�P\�OLPLWHG�
knowledge of meditation within my own creative process, and it now increased my desire to understand 
further the following:

• The training of the hands, mind and heart as one;
� ��+RZ�WR�ÀQG�VWLOOQHVV�LQ�WKDW�FUHDWLYH�DFW³QR�PDWWHU�KRZ�SK\VLFDOO\�H[SUHVVLYH�WKH�RXWFRPH�

• The process of preparation required to achieve this readiness;
• The need and understanding of repetition underpinning training.

Coinciding with this San Ko Fa�PRPHQW��UHÁHFWLQJ�RQ�VRPHWKLQJ�SDVW��ZDV�P\�RQJRLQJ�SDUWLFLSDWLRQ�LQ�WKH�
morning Tai’ji109 class that was conducted for the students. Initially I took the morning class—held three 
mornings a week from 7–8am—following Pao Kun’s desire for us to watch others teach their classes. One 

107  See Appendix:  Chapter 5 Developing Ha - Jotter Book # 2,February / March 2001, pp 1-3 (Tan Swei Lec-
ture) 
108 �*XDQ\LQ��RU�*XDQ�<LQ� is an East Asian bodhisattva known for compassion, venerated by Mahayana Bud-
dhists and followers of Chinese folk religions. The Chinese name Guanyin—short for Guanshiyin—means approxi-
mately ‘ The One Who Perceives the Sounds of the World’. 
109 �7DL·ML�LV�DQ�DQFLHQW�&KLQHVH�IRUP�RI�H[HUFLVH��RULJLQDOO\�FUHDWHG�DV�D�ÀJKWLQJ�DUW��,WV�FUHDWRU�LV�FUHGLWHG�DV�WKH�
Taoist Monk, Zhang San Feng. Its origins date back over 700 years and some say even up to 1500 years. Tai’ji is a 
type of Qigong (the study of energy).
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teacher taught us the 108 Yang Chuan-style movements in a couple of months.110 As with the TTRP tradi-
tional Chinese Opera class, I also began to question why the students and I were doing this—for example, 
how could Tai’ji connect to actor training?  However now the Tai’ji class took on a deeper meaning for me, 
as expressed by the writer and Tai’ji practitioner Al Huang (1973 pp. 11-13):

My main purpose is to help you to recreate what happened many hundred of years ago when the Taoists 
ÀUVW�FUHDWHG�7DL·ML��7KDW�ZDV�WKH�FUHDWLYH�SURFHVV�WKDW�PDGH�LW�VXFK�D�VSRQWDQHRXV�IRUP�>«@�D�ZD\�RI�OHWWLQJ�
your body teach you and be with you.111

Chung Liang Al Huang is a Chinese Tai’ji master who was born in Shanghai during the Japanese occupation 
of the 1930’s. He escaped with his family to Hong Kong where he received a Western education in Taiwan. 
He now lives in California, USA. Al Huang’s book Embrace Tiger, Return to Mountain: The Essence of Tai 
Ji is about a group of USA students encountering not only the Tai’ji form, but the historical and traditional
principles that underpin it: the philosophies of Buddhism and the Tao (Laozi),112 its connection to the I 
Ching, energy and martial arts mentions in his book that ‘Tai’ji can be a way of letting your body teach you 
and be with you—Tai’ji is an individual movement not a choreographed group form’ (1973 p. 13).

Al Huang’s book inspired me to start an individual daily practice and investigation through Tai’ji and my 
body, which has continued to this day. A relationship with this book also overlapped with my second Tai’ji 
teacher, Goh Lay Kuan, who taught me the Tai’ji practice very slowly. Whereas previously I had learnt 108 
PRYHPHQWV�LQ�WZR�PRQWKV��LQ�WKH�ÀUVW�PRQWK�ZLWK�*RK�/D\�.XDQ�,�SUDFWLFHG�RQH�PRYHPHQW��VKH�WDXJKW�
using kinaesthetic awareness and the traditional Qigong perspective of breath and meditation.113 This became 
a key lens for my way of understanding traditional training, but more importantly the East-West, Asian-An-
glo-European and traditional-contemporary interfaces I was experiencing at TTRP. This teaching began to 
resonate with my interest in body’s spatial awareness as well as contractions and expansions of time and 
KRZ�WKHVH�LQÁXHQFH�DQ�XQGHUVWDQGLQJ�RI�WKH�UK\WKPLF�SDWWHUQ�RI�Jo Ha Kyu.

In May 2001 I was asked to travel to Solo, Indonesia to meet the artist Sardono Waluyo Kusumo114 and 
arrange for him to teach Wayang Wong—a type of traditional Javanese theatrical dance performance—in 
the following semester in Singapore. Solo was a cultural shock from Singapore. From the airport we wound 
RXU�ZD\�WKURXJK�KHFWLF�PDG�WUDIÀF�DQG�URDGVLGH�VWUHHW�VHOOHUV��RQH�H[SHULHQFHG�D�OHYHO�RI�SRYHUW\�QRW�VHHQ�LQ�
Singapore. The energy of people living and working in Solo was palpable, real and on show.  

110  Yang style ༩ is the most popular and widely practiced style of Tai’ji in the world today in terms of seniority
DPRQJ�WKH�ÀYH�SULPDU\�IDPLO\�VW\OHV�RI�7DL·ML��
111  The copy of Al Huang’s book, Embrace Tiger, Return to Mountain: The Essence of Tai Ji, that I was reading
at this time was marked in front page with Mary Sitarenos. I have no idea how this book appeared in Singapore. She 
cannot remember also. Did Mary or I bring it? For what purpose? Somehow it was there. Maybe this was what my 
Balinese teacher referred to as Jadu (magic)—important meaningful objects manifesting mysteriously at the right time, 
if you are open to them.  
112  Laozi is known as the reputed author of the Tao Te Ching (the Way), the founder of philosophical Taoism, and 
a deity in religious Taoism and traditional Chinese religions. Other spelling is Lao Tzu.
113  Goh Lay Kuan is an Indonesian-born Singaporean contemporary dance and ballet teacher, performer and 
expert exponent of Tai’ji and Vipassana meditation.
114  Sardono Waluyo Kusumo is an Indonesian choreographer and director. From a young child, Kusumo trained
in Traditional Javanese classical dance and as a young man contemporary dance with Merce Cunningham and Martha 
Graham. His work combines visual aesthetics and a strong movement base across ethnic boundaries.
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Solo Body Memory 

Tai’ji in Solo: I attempted my daily practice of Tai’ji but the external environment, the sounds of evening 
prayers, the smell of cooking, the setting sun in a Javanese haze and cacophony of motor bikes and birds in 
the trees overwhelmed my body. I just stood still, my body did not have to move, but it was moving without 
moving as if internal and external sensations were one. I was in motion but still. I was experiencing Tai’ji 
and culture as a bodily experience.  

In retrospect, this was the moment when the overlapping elements of body, experience and external input 
were becoming clearer within my meditative practices.

The evening that I arrived in Sardono’s studio—a converted traditional Javanese house—he arranged an 
improvised mask performance in his Pendopo115 to the sound of a gamelan. In an adjacent room was a full 
gamelan, which was open to anyone in the community who wanted to play it. That evening many local be-
cak (rickshaw) drivers were playing. To Sardono there is no separation between community and art making, 
and contemporary and traditional practice. The Pendopo is quite small and I suggested it was limited in what 
one could do with their body spatially. Sardono here reminded me about traditional performance in Java: it 
is not about one watching the body aesthetically in space, but rather about experiencing and connecting to a 
given space within the body. This was another poignant paradigm shift in my understanding of—and rela-
tionship to—space and the body. Sardono agreed to teach a traditional practice at TTRP but felt that stu-
GHQWV³EHIRUH�XQGHUWDNLQJ�KLV�FODVV�LQ�6LQJDSRUH³PXVW�ÀUVW�OLYH�LQ�KLV�VWXGLR�IRU�D�VKRUW�WLPH��6DUGRQR�ZDV�
a living exponent of cultural integration, but also of the integration of the body in space. I returned to Singa-
pore exhilarated by this artistic and cultural interface and its possible impact on the future TTRP curriculum. 
I quickly re-entered a pit of frustration, however, with the end of semester.

Figure 24: This picture gives the actual size of Sardono’s Traditional Pendopo.
Source: https://en.wikipedia.org/wiki/Pendhapa#/media/File:Building in_Keraton_Kasepuhan.jpg. 

115  Pendopo are common ritual spaces primarily intended for ceremony, as shown in Figure 24.
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I have taught my work for many years […] at one point I felt that I could not teach, I did not know what I 
ZDV�GRLQJ�>«@�,�ZDV�WU\LQJ�WR�DFFRPPRGDWH�VR�PDQ\�DVSHFWV�RI�7753�>«@�,�ZDV�SOHDVHG�ZLWK�P\�ÀQDO�FODVV�
presentation. But what are presentations for?  Who are they for? What do I take form them? […] Mr. Ma has 
JLYHQ�QR�IHHGEDFN��3XD\�7LQ�ZKR�,�KDG�VKDUHG�P\�IUXVWUDWLRQV�DQG�GLIÀFXOWLHV�ZLWK�QHYHU�VSRNH�WR�PH��0U��
Chou (the Chinese Opera teacher) did not even come.116  

In late May 2001 I asked to meet Pao Kun, WR�VHH�ZKDW�KH�ZDV�ZDQWLQJ�DQG�WR�ÀQG�RXW��DJDLQ��ZK\�,�ZDV�
here. I had a very exciting one-to-one meeting with him, in a very small coffee shop next to his dentist at 
Bukit Timah. After I expressed my personal frustrations, we talked about the key to a link between contem-
porary and traditional practices at TTRP. He was very excited by my proposition that if a Body Culture cur-
riculum was to emerge as a major platform of TTRP’s pedagogy, the practice principles of Tai’ji were to be 
a linking research key—not only for the integration of traditional Asian, Western and contemporary Western 
practices, but to all the traditional and contemporary performance practices the students would encounter.117 
I am unsure how, but in retrospect I left energised to begin shaping a curriculum based on investigating the 
ideas of Body Culture. 

‘I am quite open now in myself. I am not sure anymore that I can always explain it to others […] I will 
work in my way as best I can in this context’.118  

In late May (2001) I decided to go to Bali to write a proposal document for a staff seminar on the integration 
of traditional and contemporary practices at TTRP. This gave me a chance also to reconnect with my Bali-
nese teacher, Ida Bagus, and talk with the Italian actor and researcher Cristina Wistari Formaggia.119 From 
their different perspectives, both Ida Bagus120 and Formaggia were investigating art making from tradi-
tional and contemporary perspectives. In Ubud Bali, Mary, Josh and I stayed with family and friends in an 
old remaining small Losman in the Cek Cek Inn complex, which had by now been converted into the very 
expensive Ibah Hotel, containing very large and expensive Balinese houses. I have humorous memories of 
struggling to write the document on an old computer in our non air-conditioned room with no Internet; as a

116  See Appendix: Chapter 5 Developing Ha – Jotter Book #11, May 2001 pp. 1-4 commenting on semester
SUHVHQWDWLRQV��,Q�WKH�QRWHV�WKDW�,�IHOW�0U��0D�DQG�,�ZHUH�LQ�RSSRVLWLRQ��,�ZDV�GHÀQLWHO\�IUXVWUDWHG�E\�KLP�EXW�,�KDYH�WKH�
utmost respect especially for him as an acting teacher. Recently every time I have gone to Beijing we have spent some 
time together.
117  The term and origin of Body Culture introduced at TTRP conference September 2000 may well come from 
the work of Japanese Director actor trainer Tashida Suzuki, who often uses the term.  
118  See Appendix: Chapter 5 Development Ha - Jotter Book #11, May 2001 p. 3.
119  Cristina Wistari Formaggia (August 27, 1945 – July 19, 2008) was a Milan-born Italian actress, performer 
and artist who came to be a key participant in the preservation and dissemination of the Balinese dance traditions
Topeng and Gambuh. She was a student of the Indian Kathakali School of Sacred Performance Art and was heavily 
involved in contemporary trans-cultural theatre, as an active participant in the International School of Theatre Anthro-
pology (ISTA) in collaboration with Eugenio Barba.
120 �,GD�%DJXV·V�PDVNV�KDYH�D�GLVWLQFWO\�0H[LFDQ�LQÁXHQFH��+H�DGYLVHG�KLV�VRQV�WR�WUDYHO�WR�VWXG\�LQ�:HVWHUQ�
cultures, which is testament to the trans-cultural perspective he engaged in his work.
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result I had to fax it from a Balinese shop. In 2001, the contemporary digital world was still catching up in 
the traditional hut we stayed in.

We arrived back in Singapore to the news that Pao Kun had been diagnosed with kidney and pancreatic can-
cer; he would be missing for some months due to his treatment.

2.3 ྇Sung��7KH�&RQÁLFW³7KH�VXSHULRU�SHUVRQ�FDUHIXOO\�FRQVLGHUV�WKH�EHJLQQLQJ

Order and Rebellion is the fundamental motif in re-constructed mythical model of  alienation and an-
ti-alienation. For ten years exhausting all his energies he has been creating variations on the same theme. 
(Pao Kun 2000, p. 46)

I came back to Singapore with a plan that was inspired by the Bukit Timah meeting and my experiences and 
written document in Solo, Indonesia; I was even more determined to understand the vision of Pao Kun—a 
vision that had prompted me to move my entire family to another country, and the possibility of staying at 
TTRP for many years.121 I now understood Pao Kun’s idea of integration and synthesis through osmosis at 
7753��%\�DFFHSWLQJ�WKH�WHQVLRQV�WKDW�OLH�ZLWKLQ�WKH�FRPSOH[LW\�RI�DQ\�VLWXDWLRQ��ÀQG�WKH�HQHUJ\�DQG�VWUHQJWK� 
in your own work; it will—if the membrane is open—affect change. So I planned big and in one acting class 
I decided to teach three aspects of performance: a scene study using Sophocles’ Antigone; have students cre-
ate a solo performance; and start a group theatre-making project based on Tales From Ovid, adapted by Ted 
+XJKHV��,�ZRXOG�DOVR�SODQ�IRU�WKH�ÀQDO�FRKRUW�LQ�������D�WKLUG�\HDU�SURGXFWLRQ�RI�D�FRQWHPSRUDU\�DGDSWLRQ� 
of 1001 Nights, to be presented within the traditional forms taught at TTRP and performed in the new Singa-
pore Performing Arts Centre.122 The music was to be composed by Richard Vella and designed by Ysabel de 
Maisonneuve. 123 Alongside the production of 1001 Nights I created a weekly workshop in Singapore with 
twelve actors; the object of these workshops was an adaptation of Anton Chekhov’s Three Sisters.

All these above plans were set in motion and unfolding alongside my journal, in which I focused less on 
problems and more on thoughts about observing how Tai’ji mediation and traditional practices interfaced 
ZLWK�DFWRU�WUDLQLQJ��0RUH�VSHFLÀFDOO\�,�ZDV�LQWHUHVWHG�LQ�KRZ�7DL·ML�ODLG�D�SRVVLEOH�IRXQGDWLRQ�WR�XQGHUVWDQG-
ing the body in space, the contraction and expansion of time and the rhythmical unfolding of Jo Ha Kyu in 
my impulse work.  

:KHUH�GRHV�PHGLWDWLRQ�OLH�LQ�DFWRU�WUDLQLQJ��D�SK\VLFDO�EDVH�WR�ZRUN�IURP��D�VWDWH�WR�ZRUN�IURP��D�SUHSD-
UDWLRQ�IRU�DOO�WKH�ZRUN�WKDW�IROORZV"�>«@�7R�ÀQG�PHDQLQJ�RI�H[SHULHQFH�LW�PD\�KDYH�WR�ÀQG�LWV�UHODWLRQ-
ship outside oneself.124 

121  7KLV�%DOL�UHÁHFWLYH�GRFXPHQW�ZDV�QHYHU�EURXJKW�XS�LQ�IROORZLQJ�7753�PHHWLQJV�DQG�LV�DOVR�ORVW�WR�PH�
122  The TTRP adaptation of 1001 Nights was to be performed at The Esplanade Performing Arts Centre, known 
WR�ORFDOV�DV�WKH�'XULDQ�GXH�WR�LWV�VSHFLÀF�GHVLJQ�DQG�UHVHPEODQFH�WR�WKH�IUXLW�
123  French-based Ysabel de Maisonneuve is both a set designer and a textile artist at the same time. Her collab-
orations have included with Ariane Mnouchkine, the Théâtre du Frêne, Peter Brook, Yoshi Oida and Russell Dumas 
Dance.
124  See Appendix: Chapter 5 Developing Ha - Jotter Book Journal # 15, 2001.
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We are training a contemporary actor now, so everything is contemporary, even traditional training. The 
traditional training systems should: challenge physical and vocal patterns, take the contemporary actor 
LQWR�D�VSHFLÀF�ZRUOGV�RI�SUDFWLFH�DQG�SKLORVRSK\��FRQÀUP�WKH�SRZHU�RI�UHSHWLWLRQ��FUHDWH�DZH�RI�EHLQJ�
exposed so something that has existed over a long time. We are not just creating actors for our contempo-
rary industry but artists that will impact on their own artistic communities.125

I was very much caught between many exciting aspects of TTRP that were speaking to my investigations. 
The ethos and experiences of TTRP were beginning to shape my embodied thinking and were introducing 
me to the concepts of inner movement:

The complexity of the Javanese Alusan pattern is a combination of the slowness and the details of the 
LQWHULRU�ERG\�PRYHPHQW���7KDW�PHDQV�PRYHPHQW�KDSSHQV�LQ�WKH�ERG\��ÁRZLQJ�IURP�RQH�SDUW\�WR�DQRWKHU�

part of the joints nerves and muscles. This has to be done with some control and the attachment on the 
emotional drive.126 

The traditional Indonesian training unit was taken by Sardono with Besur—an actor from his company in 
6ROR��%HVXU�ZDV�WHDFKLQJ�D�VSHFLÀF�WUDGLWLRQDO�PRYHPHQW�SDWWHUQ�IURP�:D\DQJ�:RQJ�DORQJVLGH�D�9LSDVVDQD�
breathing and meditation exercise over a twelve-hour overnight period (9pm-9am), engaging slowly—phys-
ically and choreographically—within and around the computer factory complex. This exercise was com-
SOHWHG�WKUHH�WLPHV�ZLWK�D�ÀQDO�SXEOLF�VKRZLQJ��ZKLFK�DOVR�WRRN�WZHOYH�KRXUV��,W�ZDV�DQ�LQWHQVH�LQWHJUDWLRQ�RI�
contemporary and traditional practices at TTRP.

By bringing the body into various kinds of relationships—physically to the architectural and natural en-
vironment—the students developed an open consciousness to the environment and in fact, this can be the 
basic training, it is not necessarily for Wayang Wong alone.127 

The movement and meditative qualities of Sardono’s class and presentation bridged Tai’ji and traditional 
training both conceptually and practically; it had a very powerful impact on the creative impulses of the 
students and their understanding of my contemporary training unit also. Through his class, the students were 
able to sustain being in the moment and thus deepen their creative impulses. This was one of the most infor-
mative and inspiring presentations I saw at TTRP; it clearly demonstrated the objective of integration and 
synthesis of traditional and contemporary practices.128�7KH�ODFN�RI�UHVXOWLQJ�UHÁHFWLRQ�DQG�UHÁH[LYLW\�RI�WKLV�
H[SHULHQFH�DW�D�VWDII�OHYHO��KRZHYHU��KLJKOLJKWHG�WKH�IDLOXUH�RI�7753·V�VHPLQDUV�WR�ÀQG�D�OHYHO�RI�GLVFRXUVH�WR�
build upon.129

125  See Appendix: Chapter 5 Developing Ha -Jotter Book Journal # 16, 2001.
126  See Appendix: Chapter 5 Developing Ha - Sardono Program, Semester 2 (July-) 2001, p. 1. 
127  See Appendix: Chapter 5 Developing Ha- Sardono Program Semester 2 (July-May) 2001, p. 2. These notes 
and Sardono’s work reminded me of the importance of relational encounters within space.
128  This presentation became the primary reason I would go on to invite Sardono to Australia.
129  Most of the staff left after a couple of hours into the presentation of Sardono’s overnight. It was as if it was a 
performance, not what Sardono was sharing; a ritualistic training event.
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It was September 2001 and the VCA were seeking a decision by mid-October about my return to teaching. 
,Q�WKH�EDFNJURXQG��D�7753�QHJRWLDWLRQ�IRU�D�ÀYH�\HDU�FRQWUDFW�ZDV�ORRPLQJ��7753·V�SRWHQWLDO�ZDV�ULFK�DQG�
VWURQJ�EXW�,�ZDV�EHJLQQLQJ�WR�UHÁHFW�WKDW�LWV�VWUXFWXUDO��RVPRWLF�PHPEUDQH�ZDV�QRW�RSHUDWLQJ���,W�IHOW�VWXFN�
and not progressing.

I feel something has gone out of TTRP […] the wildness of the idea—the vision to give energy. The tra-
ditional form is always the key to me! It is the reason I am here! It is the reason most of the students are 
here. It is the one area of the staff seminar we never get to.  It is the heart of TTRP and yet why are we 
struggling to understand the circumference […] I feel the seminars are not working. We are struggling as 
a group to go beyond the most basic planning. I ask myself when have I been excited by a staff seminar—
not since Pao Kun’s involvement.130  

I needed to see Pao Kun, to clarify to more clearly understand the position and relationship of this work to 
WKH�GHYHORSLQJ�DLPV�RI�7753�EXW�LW�ZDV�YHU\�GLIÀFXOW�XQGHU�WKH�FLUFXPVWDQFHV���6DVLWKDUDQ��KRZHYHU��ZDV�
not engaging in the decision I was to make. On 21st October, Sasitharan stated in an email that:

I had assumed you were staying for three years not because I was unaware of the one-year review clause 
in your contract but because we had already gotten so far in our discussions of the curriculum planning of 
Year Two and Three, not to mention the Chekov project and 1001 Nights. These indicated to me that you had 
decided to stay at least three years […] I was obviously mistaken’. (See Appendix: Chapter 5 Developing Ha - 
Sasitharan Email, Oct 2001) 

,Q�UHWURVSHFW��,�IHHO�LW�ZDV�D�YHU\�GLIÀFXOW�WLPH�IRU�6DVLWKDUDQ�DV�WKH�WKHQ�GLUHFWRU�RI�7753��+H�KDG�QHYHU�
been an actor trainer or professional theatre director; rather he was an academic, humanities teacher and 
WKHDWUH�PDQDJHU�ZKR�KDG�ZRUNHG�DORQJVLGH�3DR�.XQ��+LV�LPPHGLDWH�DLP�LQ�WKHVH�GLIÀFXOW�FLUFXPVWDQFHV�
was—I am sure—to maintain a complex and new program during Pao Kun’s illness.  But Sasitharan had 
never actually asked me or engaged directly in my situation; he had assumed that I had decided to commit 
WR�WKH�7753��8OWLPDWHO\�,�KDG�WR�EULQJ�XS�WKH�VXEMHFW�RI�WKH�FRQWUDFW�DQG�P\�LPSHQGLQJ�WLPHOLQH��,�ÀQDOO\�
met with Pao Kun and Sasitharan separately and expressed weaknesses in the course and with some staff; I 
suggested that I might consider taking up the position of head of acting, were there to be a major overview 
RI�7753��:RXOG�WKH\�ZLOOLQJO\�FRQVLGHU�WKH�LPPHGLDWH�FKDQJHV�LQ�VWDIÀQJ�DQG�GHYHORSPHQWV�WKDW�,�KDG�LQ�
mind? As it turned out, neither Pao Kun nor Sasitharan would consider this until after the third year of the 
SURJUDP��%XW�DV�WKH�GHFLVLRQ�GDWH�DUULYHG��KRZHYHU��LW�ZDV�HYLGHQWO\�QRW�MXVW�D�PDWWHU�RI�FRQÁLFW�EHWZHHQ�WKH�
offerings of VCA or TTRP. In this threshold moment, my present personal life and a collection of San Ko Fa 
moments (looking back to see what you may have forgotten) were revealed—all of which impacted on my 
decision. I wrote the following letter to Pao Kun:

$W�2XU�%XNLW�7LPDK�PHHWLQJ�,�ZDV�IHHOLQJ�YHU\�GLVVDWLVÀHG�ZLWK�P\�WHDFKLQJ��<RX�UH�LQVSLUHG�PH�ZLWK�WKH�
TTRP vision and asked me to be more pro-active in my work and planning. You also made me think of the 
bigger picture and made me feel very honoured that you had this faith in me […] I went away with new 

130  See Appendix: Chapter 5 Developing Ha - Jotter Book  #17 2001.
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energy and direction […] I came back to TTRP in July with a three-year teaching plan and a very clear idea 
RI�KRZ�,�ZRXOG�WHDFK�DFWLQJ�DW�7753��,�ZDV�LQ�IXOO�ÁLJKW�>«@�+RZHYHU�,�ZDV�EHJLQQLQJ�WR�H[SHULHQFH�ZKDW�
I can only call a gap. Like there was a hole in me. It is a question of my life more than my work […] about 
family and friends and quite intangible things.  Sunlight, sound of waves on sand, the feel of hot wind, the 
sound of a magpie, the roar of a football crowd, a train full of late night adolescents going home, a grave site 
WKDW�,�SXW�ÁRZHUV�RQ�WR�P\�IDWKHU��XQFOH�DQG�JUDQGIDWKHU�DQG�JUDQG�PRWKHU�131

The things that feed me are changing now. They are not ideas but memories, feeling and sensations.132

3. Kyu (2002 January – Sept 2002): ࢭKo ‘The Molting’—furthering through perseverance

I begin to question if you knew what you are doing. I have to believe that you thought about this very 
thoroughly, the sudden full stop with TTRP, the path that is before you when you return to Australia. We 
have become part of your life.133

I knew the decision was correct to return to Australia. My young son Josh, in the early stages of primary 
education, had struggled adjusting to school and life in Singapore. I also was concerned as my mother was 
DSSURDFKLQJ�HLJKW\�DQG�,�KDG�WXUQHG�ÀIW\��0DU\�DFFHSWHG�P\�GHFLVLRQ��KRZHYHU��EXW�YHU\�ZLVHO\�QRWHG�WKDW�
RXU�WLPH�DQG�OHDUQLQJ�IURP�$VLD�KDG�SUREDEO\�QRW�ÀQLVKHG��&HUWDLQO\��/HQJ�/HQJ·V�OHWWHU�WR�PH�KLW�D�VLPLODU�
spot and in a TTRP staff meeting I proposed that I would inquire if Lindy Davies was interested in setting up 
a teaching exchange between VCA and TTRP. That way I could teach in both Singapore and Melbourne, or, 
if I was unable to we could arrange another VCA teacher to enter the TTRP experiment. TTRP were keen to 
pursue the idea and from a phone call to Davies it was evident that she was willing to consider the idea.

I returned to the VCA in February 2002 to teach and take up a head of acting role. Mary and Josh stayed in 
Singapore and prepared to return to Australia at the end of March. Sasitharan followed me to Melbourne, 
and it soon became clear that the TTRP proposal of a simple exchange teacher program was being replaced 
by the VCA wanting to sell its curriculum to TTRP. Sasitharan was shocked and felt our plan would not 
happen, but I still held hope. 

While in Melbourne, I set up an evening workshop consisting of alumni actors, in order to explore aspects 
of my work I had developed in Singapore. We worked on a one-page text from a Yukio Mishima Noh play 
entitled Sotoba Komachi.134 I used this text for no other reason other than TTRP researcher Lee Chee Keng 
gave it to me before I left. Sasitharan watched the Melbourne work and suggested I should read the work 
of Zeami. Both these external offerings were new to me but the work exploring Zeami and Mishima would 
very soon impact on my practice. I was back at the VCA—with so much that was familiar and what I had 

131  See Appendix: Chapter 5 Developing Ha – Resignation Letter, 17th October, 2001 pp. 1-7. 
132  ibid Resignation Letter, p. 3.
133  See Appendix: Chapter 5 Developing Ha – Letter from Leng Leng, p. 1-2. Written by my personal assistant 
Koh Leng Leng, expressing a need for me to reconsider my decision.
134  The Japanese contemporary writer Yukio Mishima adapted Zeami’s Noh play Sotoba Komachi to a contem-
porary play and script with the same name.
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NQRZQ�EHIRUH³EXW�WKH�$VLDQ�7KUHDG�ZDV�QRZ�ÀUPO\�LPSODQWHG�DQG�LW�ZDV�DVNLQJ�PH�KRZ�LW�FRXOG�XQIROG
and develop at the VCA. It was 2002 and I was hopeful that the VCA School of Drama would recognise the 
importance of being less Euro-centric, and embrace the potential of building artistic and pedagogic interfac-
HV�LQ�$VLD��7KLV�KRSH�ZDV�UHÁHFWHG�LQ�WZR�H[SHFWDWLRQV�,�KDG�RI�EHLQJ�EDFN�DW�WKH�9&$�

� ��7R�ÀQG�D�FROODERUDWLRQ�EHWZHHQ�WKH�9&$·V�'UDPD�6FKRRO�DQG�7753��LQ�RUGHU�WR�ÀQG�JUHDWHU�XQGHU�
standing of new areas of my training learnt from TTRP (Tai’ji and meditation);

� ��7R�PDNH�WKH�FXUULFXOXP�PRUH�LQWHUQDWLRQDO�LQ�LWV�SURÀOH��

My email to Sasitharan—who had returned to Singapore 12th March—expressed my reality:

From Lindys [Davies] letter it is clear that she will not yet commit to next term and beyond that it is not 
clear. This is not a good position from which to plan. She is being very supportive but not committing. It is 
certainly not the position I had hoped at this stage, but I am ever an optimist. I will try one more 
conYHUVDWLRQ�WR�FKDQJH�KHU�FXUUHQW�SRVLWLRQ�>«@�,�KDYH�D�UHDO�GHVLUH�WR�ÀQLVK�ZKDW�,�VWDUWHG�DQG�LI�WKDW�FDQ�E
H� done with my family still living in Australia I am very interested to discuss how we do that. (See 
Appendix: Chapter 5 Developing Ha – Email Notes, for meeting with Sasi, 12th March 2002, p.1)  

During the weekend of 24th March and prior to Easter, the VCA held a two-day staff curriculum confer-
ence with one of the major issues being to address the University of Melbourne VCA amalgamation. This 
GLVFRXUVH�ZDV�GRPLQDWHG�E\�WKH�LVVXH�RI�DGGUHVVLQJ�¶FKDQJH·�DQG�RQ�WKH�ÀUVW�GD\�WKH�GLVFXVVLRQ�IRFXVHG�RQ�
administrative changes, rather than pedagogic directions.  

7KH�ÀQDO�VHVVLRQ�RQ�WKDW�ÀUVW�GD\�RI�GLVFXVVLRQV�ZDV�EDVHG�RQ�WKH�PRWLYDWLRQDO�EXVLQHVV�IDEOH��Who Moved
my Cheese, written by Spenser Johnson. Its aim was to address how to positively cope with change. Who 
Moved my Cheese is based on two male humans—Hem and Haw—and two androgynous mice—Sniff and 

Scurry—who live in a maze hunting the illusive cheese.135 Lindy Davies (Dean of Drama School) was asked 
to read the story and Jenny Kinder (the Dean of Music) was to act and dance it. Even beyond the satirical 
and hysterical performances of Davies and Kinder, one could not help being struck by the irony of the story 
being read and performed by—and to—artists at the VCA. Not only within their artistic practices, but also 
over the many years of VCA’s history, artist teachers have always been in a constant state of responding to 
change. Artists are masters of change. Beyond the looming doubt and warning that this story signaled for 
me—about the university amalgamation and its potential changes to artistic, pedagogy and training—the 
FKHHVH�VWRU\�KHOG�VRPH�SHUVRQDO�PHDQLQJ�DOVR��,W�VWUXFN�PH�DV�D�VLJQLÀFDQW�PHWDSKRU�IRU�P\�SODFH�DW�WKH�
VCA: in this moment of change, what cheese would reveal itself to me and could the VCA offer it? It was 
becoming clear that it was not cheese—but more likely the Indonesian spicy noodles Mie Goreng—that I 
smelled and would follow.

That evening I took Davies to dinner and asked if there was any possibility that my VCA-TTRP proposal 
might be realised. I reiterated that this offered a chance for VCA Theatre staff and students—through

135  The story has been turned into an animated cartoon accessible here. 

81.

https://www.youtube.com/results?search_query=JL0Xg6YTlk


exposure to traditional Asian practices—to develop their pedagogy at the VCA, as well as for TTRP staff 
and students to be exposed to the VCA’s contemporary art training practices; an extraordinary potential 
UHVHDUFK�DQG�GHYHORSPHQW�H[FKDQJH�SURJUDP�IRU�ERWK�VWDII�DQG�VWXGHQWV��$OWKRXJK�'DYLHV·�ZRUN�LV�LQÁX-
enced by Asian practices, she felt that the staff and students of the VCA were not ready or interested in this 
RIÀFLDO�PHHWLQJ�RI�D�VFKRRO�WKDW�IRFXVHG�RQ�WUDGLWLRQDO�$VLDQ�SUDFWLFHV��,W�ZDV�REYLRXV³DQG�DOVR�XQGHUVWDQG-
able—that the school’s main priority was the Changing Cheese of the Looming Amalgamation on its existing 
SURJUDP��DQG�QRW�UHVHDUFKLQJ�DQG�GHYHORSLQJ�LWV�SHGDJRJ\�WKURXJK�DQ�LQWHUIDFH�ZLWK�VSHFLÀF�$VLDQ�WUDLQLQJ�
processes. What revealed itself to me, however, was that the Asian Thread was still paramount and driving 
my practice, my teaching, my productions and the events of my life; this cheese would not be at the VCA. 
After a main course discussion, I informed Davies that I would resign. During dessert, she asked if I would 
remain for the year. I agreed on the clause that I would be given space to work at TTRP as well as at the 
VCA—she agreed. This liminal position of working in and between these two schools unleashed an energy 
WKDW�IHOW�OLNH�WKH�ULSHQLQJ�RI�VR�PXFK�,�KDG�EHHQ�MRXUQDOLQJ�DQG�UHÁHFWLQJ�RQ�IRU�WKH�SDVW�\HDU�DQG�KDOI���

Present [Ma] Moment 

,�ZDV�EHKROGHQ�WR�ERWK�VFKRROV�EXW�DW�WKH�VDPH�WLPH�EHKROGHQ�WR�QRQH��,W�IHOW�OLNH�D�GDUH�WR�MXVW�¶GR�LW·��WR�
work from what presented itself, and recognise the experience.  It was not so much of what was different, 
for it would be based on processes I had done before, but how I did it and what it revealed to me.  

This resulted in a very satisfying VCA-directed theatre-making production, and a very enlightening but dif-
ÀFXOW�7753�WHDFKLQJ�H[SHULHQFH��D�VHULRXV�HYDOXDWLRQ�RI�ZRUNLQJ�LQ�DUWV�LQVWLWXWLRQV�WKDW�VXGGHQO\�FROOLGHG� 
with the death of Pao Kun. 

In April I was asked to direct a third year acting production with students I had trained in their foundation 
training in 1999.  I decided to direct Jean Genet’s The Balcony and I dared myself—and the students—to 
work intuitively from what presented itself within the actor training and making process I had been de-
veloping over many years.136 The dare to me was trusting to unleash this unfolding process without any 
preplanning or preconceptions. I was given an all-male cast (this was not my decision) as the other director 
requested an all-female cast. I did not cast the play until the actors had individually researched the world of 
SOD\��RQ�PDOH�VH[XDOLW\��LQ�WKH�ÀUVW�ZHHN��DQG�WKHLU�UHVSRQVHV�ZRXOG�LQGLFDWH�WKH�FDVWLQJ��:H�GLG�QRW�UHDG�WKH� 
play until after this poetic research, at which point we immediately felt we should cut the script.  To avoid 
copyright issues, we decided to do an adaptation called La Balcon le Experimentation. 

I projected the entire script onto a wall as a part of our impulse investigations; the actors were to use only 
the text or words that they were drawn to. This process resulted in cutting about a third of the play out. We 
found the performance style—but not the characters—changed in each act, and so we saw each act as a dif-
ferent play and treated the style of its performance in each act accordingly. We experimented with different 
internal and external performance spaces and settled on the large, ORZHU�ÀIWK�ÁRRU�RI�WKH�8QLYHUVLW\�FDU�SDUN�

136  I never read the play and did not read it before starting rehearsals. It was suggested to me in 2001 by Lee 
Chee Keng in Singapore as a play I should direct one day
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LQ�WKH�8QLYHUVLW\�RI�0HOERXUQH�(DVWHUQ�3UHFLQFW�RQ�&DUGLJDQ�6WUHHW��7KH�VSDFH�KDG�RQO\�ÀYH�ZRUNDEOH�SRZ-
er points and due to its size—and its lack of electricity—it demanded we put all the props, lights and many 
of the actors on wheels—which included bikes, skateboards, roller skates and roller blades.137  

These limitations required that we pack up after every rehearsal and then re-set for the following rehearsal. 
Because of this, it became clear how the play would start. The audience arrived into the bowels of the earth, 
ÀYH�ÁLJKWV�GRZQ��E\�OLIW�WR�DQ�HPSW\�FDU�SDUNLQJ�VSDFH��WKH�FDVW�DQG�FUHZ�ZLWK�DOO�WKH�HTXLSPHQW�DQG�VHDW-
ing arrived later in a series of cars. I really enjoyed the tension the audience experienced when they arrived, 
thinking they would have to stand up and the mad rush they made to the seating after the incoming cast and 
crew set it up.138 Even this sense of the unexpected added to the event when one evening the police arrived, 
REYLRXVO\�UHVSRQGLQJ�WR�VRPHRQH·V�FRPSODLQW�IURP�WKH�XSSHU�ÁRRUV�RI�WKH�RSHUDWLQJ�FDU�SDUN� La Balcon: Le
Experimentation had a very similar feeling to the earlier production of Rigoletto: A Perversion, and also to 
the wood of the Balinese mask; the livingness of the production informed what to do (see Appendix: Video 
Links: 2. La Balcon - Le Experimentation).

The creative process of making can be done from what is presented to you and how little one needs exten-
sive pre-planning for a very successful and satisfying piece of theatre. As if eternal inputs have their own 
life, like a disease affecting one’s body and thus imagination. 

,PPHGLDWHO\�DIWHU�WKLV�SURGXFWLRQ��,�WUDYHOOHG�WR�6LQJDSRUH�WR�WDNH�WKH�QHZ�FRKRUW�DW�7753�WKURXJK�LWV�ÀUVW�
\HDU�DFWLQJ�LPSXOVH�XQLW��,�FRXOG�QRZ�VHH�WKH�SHGDJRJLF�GLIÀFXOWLHV�DW�7753�TXLWH�FOHDUO\��,�KDG�WR deliver the
subject in ten-weeks as opposed to the twenty-week period of the previous year. I discussed this in a docu-
ment I called The Hungry Teacher Syndrome; too much teaching and too many subjects were relying on the-
ory and not enough time was allocated to repetitive practice. I also wrote the document The Hungry Teacher/ 
The Bloated Student, about how the amount of work that the student’s were expected to digest was proving 
YHU\�GLIÀFXOW��WKH�FXUULFXOXP�WKDW�ZDV�RIIHUHG�KDG�WRR�PXFK�GHWDLO�DQG�QRW�HQRXJK�WLPH�RU�HQHUJ\�GHGLFDWHG�
WR�DFWXDOO\�SUDFWLFH�LW���$OWKRXJK�,�ÀQLVKHG�P\�$XJXVW�UHSRUW�ZLWK�WKH�IROORZLQJ�VWDWHPHQW—‘I am obviously
FRPPLWWHG�WR�ÀQLVKLQJ�WKLV�VWUHDP�RI�ZRUN�ZLWK�WKH�ÀUVW�FRKRUW�DQG�ZRXOG�OLNH�WR�GLVFXVV�P\�FRPPLWPHQW�WR�
the second cohort’—I was beginning to question if the TTRP’s curriculum direction and prime objective was 
more generally theatre training and not research into contemporary actor training.   

In September 2002—after the intense period of teaching two cohorts—I travelled with Mary and Josh to 
Penang, Malaysia for a break. After two days we received a phone a call that Pao Kun had died. We immedi-
ately returned to Singapore and joined the seven-day vigil of his body next to his Housing and Development 
%RDUG�ÁDW��1HDU�WR�KLV�ERG\�ZDV�D�EDQQHU�LQ�YHU\�ODUJH�FDOOLJUDSK\�FKDUDFWHUV�IURP�DUWLVWV��3DR�.XQ·V�ROG�

137 �%\�KDYLQJ�WKH�OLJKWV�RQ�ORQJ�OHDGV�DQG�ZKHHOV³ZLWK�WKH�WZHQW\�OLJKWV�RQ�ÀYH�VPDOO�OLJKWLQJ�SDFNV��RQ�ÀYH�
SRZHU�SRLQWV³ZH�ZHUH�DEOH��ZLWK�FRORXU�FKDQJHV�DQG�FKDQJHV�RI�SRVLWLRQ��WR�FUHDWH�����VSHFLÀF�OLJKW�VWDWHV�DQG�FXHV�
138  La Balcon le Experimentation was a very successful production, with the most disappointing aspect being
that so much of the production’s documentation has been lost by the VCA. I have very limited documentation to show 
for such a pivotal production in my work. Usually I would have kept records but thought that the VCA would keep 
them. 
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friend Tan Swie Hein read: ¶IURP�WKH�PRXQWDLQ�FDYH�FRPHV�D�WKXQGHURXV�FORXG·��7KLV�UHÁHFWHG�WKH�Sower
DQG�RQJRLQJ�LQÁXHQFH�WKLV�ZRQGHUIXO�PDQ�ZRXOG�KDYH�IRU�VR�PDQ\�DUWLVWV��2Q�RQH�HYHQLQJ��,�GLG�WKH�DOO�
QLJKW�YLJLO�RI�KLV�ERG\�DQG�UHÁHFWHG�RQ�WKH�YLVLRQ�RI�3DR�.XQ��,�ZURWH�D�WZHQW\�SDJH�GRFXPHQW�HQWLWOHG�A
UHÁHFWLRQ�RI�P\�ÀUVW�XQGHUVWDQGLQJ�RI�3DR�.XQ·V�9LVLRQ�IRU�7753. In it I wrote:

,�IRXQG�P\VHOI�UHÁHFWLQJ�EDFN�RQ�WKH�PHHWLQJ�ZH�DOO�KDG�WZR�\HDUV�DJR�LQ�6HSWHPEHU�������+H�ZDV�YHU\�
clear that this program was an experiment and he stated, ‘I would rather it was a monumental failure than a 
PHGLRFUH�VXFFHVV·��+H�VSHQW�VRPH�WLPH�WU\LQJ�WR�GHÀQH�D�WKHDWUH�DQG�D�W\SH�RI�DFWRU�KH�KRSHG�WKH�SURJUDP�
would create [...] At the time I felt like an excited student again and felt like we were all embarking on 
something very bold and beyond what I directly knew about. His eyes a couple of weeks ago took me back 
WR�KLV�YLVLRQ�DQG�LW�LV�LQ�WKLV�YHLQ�,�ZDQW�WR�UHÁHFW�P\�WKRXJKWV�DQG�VRPH�GHWDLOV�DERXW�WKH�SURJUDP�139

It was a detailed response to all those aspects of the TTRP that had the key to the program; its research into 
somatic experience, and its link between traditional and contemporary practice—through Tai’ji. Like so 
many of my documents, it fell into another dark hole. I am not even sure who read it and whether it was ever 
discussed. I returned to Australia, and in December, I emailed Sasitharan:

My paper actually addressed some of the issues I wished to express to you, especially my response to the 
vision of TTRP and Pao Kun. It was an outpouring of thoughts I had in my mind for some time and it was 
DOVR�SURPSWHG�E\�UHÁHFWLRQV�,�H[SHULHQFHG�DW�3DR�.XQ·V�ZDNH��,�KDYH�KDG�QR�UHVSRQVH�IURP�\RX��'LG�\RX�
actually get it? [...] related to that is the question of the Acting Curriculum I asked you on 26thAugust what 
was your thinking […] as I have not heard from you I am nervous and a little confused by the silence.140

I knew the time of change was ripe, but there was also a clarity in my practice that was developing. 

[Ma] (2003): Yi   ‘To Nourish’
Lower hexagram Zhen—To move; Upper hexagram Gen—Keeping still

Kuo Pao Kun was able to live with the contractions, ambiguities and multiple connections of the east and 
the west and sit comfortably in both traditional and contemporary artistic practice. He did not identify 
with, or make academic comparisons but absorbed and fused them, continually standing on the threshold 
of something unknown and inspiring.141 

,Q������,�FRQWLQXHG�WR�GR�VRPH�VHVVLRQDO�WHDFKLQJ�DW�WKH�9&$�DQG�IXOÀOO�P\�REOLJDWLRQ�ZLWK�7753�E\�
GLUHFWLQJ�WKHLU�ÀQDO�JUDGXDWLRQ�SURGXFWLRQ�RI�0ROLHUH·V�Tartuffe. My experiences at TTRP—especially the
vision of Pao Kun—however, had left a trail; it was a salient one that had sunk in and revealed more than a 
thread—a clear but unknown destination.  

139 �6HH�$SSHQGL[��'HYHORSPHQW�+D�²�9LJLO�7753�5HÁHFWLRQ�RQ�3DR�.XQ·V�9LVLRQ��6HSW�������S�����$�ZHHN�EH-
fore I had visited Pao Kun in hospital, he could not speak but his eyes blazed.
140  See Appendix: Developing Ha – November TTRP Report, 2002.
141  See Appendix: Chapter 5 Developing Ha - Obituary: Kuo Pao Kun (Real Time Arts Magazine - Issue 52,
2002, written by me, at request of the magazine) <http://www.realtimearts.net/article/issue 52/6953> accessed 04 Au-
gust 2018. 
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The Idiot: I had been away in the cloisters of pedagogy for a long time 
Rogozhin: Ran away from something, eh? 
The Idiot: Exploring how traditional Asian practices that had a moving stillness, could impact on 

the training to underpin the creative process of Jo Ha Kyu.
Rogozhin: Cured?  
The Idiot: No.  

The bridging [Ma] moment in all of this was clear. To nourish my contemporary practice now would be to 
leave training institutions and form a research theatre company in Australia to interface with Asia and Asian 
artists. The potential threshold nature of this enterprise—its intercultural interfaces—and the thresholds in-
volved in the work itself—the kinaesthetic and corporeal investigations into time and space in Jo Ha Kyu—
meant I was still in this ‘Asian Thread’. 
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Chapter Six 

Completing Ha: Descending into the Heart of the Matter (2003-2012)

Alas, memories of the past! 
So long forgotten, they rise up again 
Before me as I talk to you.142��6RWDED�.RPDFKL�VFULSW��'UDIÀQ������S���)

So far, I have found this memory room�UHFROOHFWLRQ�WKH�PRVW�GLIÀFXOW�WR�SOD\�DQG�GDQFH�LQ��,�KDYH�VWRUHG�VR� 
much documentary material from this period and some of it is painful to re-encounter. It is a period of great 
contradictions with so many revelations and disappointments; I formed a theatre company with Mary Si-
tarenos and over that period so many people and relationships arrived and departed. There were also many 
successful and unsuccessful grants and productions, important teachings and learnings mixed with the 
HYHU�SUHVHQW�UHDOLW\�WKDW�ZLWKRXW�RQJRLQJ�ÀQDQFLDO�VXSSRUW�,�ZRXOG�KDYH�WR�ÀQG�RWKHU�ZRUN�WR�VXUYLYH��<HW� 
it was also a period in which I witnessed a development in my understanding of my pedagogy and produc-
tions, alongside dominating personal events. It very much represents a completing phase of Ha��WKH�ÀQDO� 
GLIÀFXOW�XQIROGLQJ�RI�WKH�ÁRZHULQJ, represented by complex transformations of the Asian Thread across 
pedagogy, professional productions and personal events.

Contrary to my original aim of inviting Asian artists to work in Australia, over this nine-year period I had 
twenty-nine research visa entries recorded, into four different Asian countries.143 These comings and goings 
UHÁHFW�WKH�FRQFHQWUDWHG�WUDMHFWRU\�RI�WKLV�$VLDQ�7KUHDG�SKDVH��QRZ�FDSWXUHG�LQ�D�ZRUOG�ZLWK�GLJLWDO�WHFKQRO-
ogy. Ninety hours of video and hundreds of photographic documentation of interviews with Asian artists, 
workshops and productions are stored in gigabyte memory—including posters, reviews, grants, letters-tran-
VFULSWV�DQG�MRXUQDO�QRWDWLRQV��ZKLFK�,�ZLOO�QRZ�UHIHU�WR�DV�WKH�'UDJRQ�%RRN�. This was also a phase lead by 
UHVHDUFK�DQG�UHÁHFWLYH�H[SHULHQFH�WKURXJK�GRLQJ�DQG�DEVRUELQJ��

Thus being locked to a screen in phase—in order to reveal a sense memory of production pedagogy and per-
VRQDO�HYHQWV�ZLWKLQ�WKLV�ODQGVFDSH³LQYROYHG�JRLQJ�IRU�UHÁHFWLYH�ZDONV��DQG��D�PHGDWLWLYH�SHUVRQDO�SUDFWLFH� 
with a particular place and time in mind. What emerged was two unfolding and often competing Jo Ha Kyu 
progressions: 

• Independent and personal research into actor training and theatre making in Australia and Asia;
• Attempted application of this research in a theatre company setting in Australia.

0\�SUHVHQW�GD\�UHÁHFWLRQV�UHLQIRUFHG�7DGHXV]�.DQWRU·V��FLWHG�LQ�0LNODV]HZVNL�������S�������ZRUGV�

2XU�SDVW�EHFRPHV�D�EXULHG�WUHDVXUH�ZH�IRUJHW�ZLWK�WLPH��ZKHUH�IHHOLQJV��IUR]HQ�IUDPHV��OLNHQHVV-es that 
were so close to us, clothes, faces, and chance events are all scattered. Their deadness is a 
VKDPH��\RX�MXVW�KDYH�WR�VHW�WKHP�LQ�PRWLRQ�DQG�WKH\�VWDUW�WR�OLYH�LQ�PHPRU\�DQG�LQWHUDFW�ZLWK�WKH�present.

142 �6HH�$SSHQGL[��&KDSWHU���&RPSOHWLQJ�+D�²�6RWRED�.RPDFKL��������S����
143  See Appendix: Video Links – 3. Passport Journey Asian Entries 2000-2010.
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Through retrospective exercises—and the memories that were set in motion—a hidden contradiction was 
exposed. During this Completing Ha—in which my practical insights of my somatic work in theatre making 
and training were rhythmically ascending—while the physical descent of my body was being denied. 
2YHU�WKLV�QLQH�\HDU�SHULRG�,�H[SHULHQFHG�WKUHH�PDMRU�KHDUW�HSLVRGHV��,�KDG�H[WHQVLYH�SHULRGV�RI�$WULDO�)LEULO-
lation, numerous Direct Current Cardio (DCR) procedures144 and had twelve stents placed in the decreased 
JDSV�LQ�P\�FDUGLDF�DUWHULHV��7KLV�VSDFH�SRLQWHG�WR�D�ÀQDO�WKUHVKROG�SHULRG�RI�[Ma], which is now my present. 
The pursuit for the heart of the matter of my practice quite literally became a matter of the heart during this 
phase; ;LQ��ZKHUH�WKH�KHDUW�DQG�PLQG�EHFRPHV�RQH�ERG\³LQ�P\�FDVH�WKH�KHDUW�RI�P\�DFWXDO�ERG\�ZDV�ÀQDO-
ly beginning to have a mind of its own. 

The completion of the Asian Thread in the completing Ha:

1. Jo (2003-06) Liminal Theatre and Performance (LTP)– researching thresholds

1.1 Liminal Training Beginnings – 0LVKLPD and Sardono (2004)

� ����7KUHVKROG�5HDOLWLHV���WKH�RSHQLQJ�DQG�FORVLQJ�RI�¶JDSV·����������

1.3 The GAP, the Gap, the gap - 'DPDVN�'UXP (2006)

2. Ha ����������7KH�7UXH�)HOORZVKLS�²�VHDUFKLQJ�WKH�KHDUW�RI�WKH�PDWWHU

� ����7KH�&ROOHFWRU�²�3XUVXLQJ�WKH�*DSV�������

� ����7KH�0LVVLQJ�7HHWK�²�)DOOLQJ�LQWR�WKH�*DS�������

2.3 The Unleashing in the Gap – .LVDK�6HULEX�6DWX�0DODP�������

3. Kyu (2010-11) The Occlusion - the matter of the heart

� ����)O\LQJ�LQ�DQG�DURXQG�WKH�*DS�������

3.2 Widening the gap (2011)

3.3 Closing the gap (2012)

%ULGJLQJ�>0D@ .DL�;LQ – The Open Heart

144  DCR is a Direct Current Cardio version, a procedure during which a synchronised electrical current (shock) is 
delivered to the heart through the chest wall.
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1. Jo (2003–06): Liminal Theatre and Performance (LTP)—researching thresholds

The threshold is the limit, the boundary, the frontier, which distinguishes and opposes two worlds and at the 
same time the paradoxical place where these worlds communicate. �(OLDGH�������S�����

)LJXUH�����/LPLQDO�7KHDWUH�/RJR�GHVLJQHG�E\�$ODQ�.QRHSÁHU�
6RXUFH��'UDIÀQ�

Liminal Theatre and Performance (LTP) was registered as an incorporated association in 2003; it came out 
RI�PDQ\�GLVFXVVLRQV�ZLWK�6LWDUHQRV�DQG�ODWHU�$ODQ�.QRHSÁHU�LQ�ODWH�����³DV�PHQWLRQHG�LQ�WKH�SUHYLRXV�
%ULGJLQJ [Ma].��� The theatre company was established to create a home (a place to train vocally and physi-
cally); a studio (for theatre-making that was generated from training); and a factory (to include teaching and 
public workshops, business partnerships, research and development).146  

/LPLQDO�0HPRU\��,Q�GLVFXVVLQJ�P\�7753�H[SHULHQFHV�WR�D�9&$�FROOHDJXH³%DUU\�%LJQHOO��0XVLF�6FKRRO�³
KH�VXJJHVWHG�,�VKRXOG�UHDG�9LFWRU�7XUQHU·V�LGHDV�RQ�OLPLQDOLW\��,�LPPHGLDWHO\�SKRWRFRSLHG�WKH�ERRN�EXW�
DFWXDOO\�QHYHU�UHDG�PRUH�WKDQ�D�IHZ�SDJHV��DV�LW�ZDV�WRR�GHQVH�DQG�DFDGHPLF���7KH�ZRUG�OLPLQDO�KDG�FRPH�
IURP�WKH�/DWLQ�URRW��OLPHQ��PHDQLQJ�WKUHVKROG��7KLV�KHOG�PHDQLQJ�IRU�P\�FRQWLQXLQJ�GHVLUH�WR�XQGHUVWDQG�WKH�
XQIROGLQJ�FUHDWLYH�LPSXOVH³ZKLFK�,�IHOW�ZDV�WKH�NH\�WR�-R�+D�.\X��LW�UHPLQHG�PH�RI�WKH�DUWLVW�7LDQ�6ZLH·V�
PHWDSKRULF�DELOLW\�WR�FDWFK�WKH�PRPHQW�WKH�ULSH�IUXLW�IDOOV����VHH�$SSHQGL[��&KDSWHU���'HYHORSPHQW�+D���-RW�
WHU�%RRN����)HEUXDU\��0DUFK�

As OLPHQ�ZDV�WKH�NH\�DOVR�WR�RXU�FRPSDQ\·V�LQYHVWLJDWLRQ��.QRHSÁHU�VXJJHVWHG�ZH�FDOO�RXUVHOYHV�/LPLQDO�
Theatre and Performance. The inverted ‘L·�RI�.QRHSÁHU·V�ORJR�GHVLJQ�VKRZQ�LQ�)LJXUH�����LQGLFDWHG�D�VSDFH�
EHWZL[W³D�WKUHVKROG³ZLWK�WKH�EUXVK�VWURNH�VZHHS�DFWLQJ�DV�D�UHÁHFWLYH�UK\WKP�RI�Jo Ha Kyu, with the rise
DQG�IDOO�LQ�7DL·ML����

145 �0DU\�6LWDUHQRV�DQG�WKH�DFWRU�$ODQ�.QRHSÁHU�ZHUH�ERWK�RULJLQDOO\�WUDLQHG�E\�/LQG\�'DYLHV�DW�WKH�9&$�'UDPD�
6FKRRO�FRPSDQ\�LQ��������
146  I had led teaching insitutions and I was certainly returning to theatre-making, but did not want to fall into the
same position or trap that I had experienced at Theatre Works. In retrospect, I can see I was creating the same Theatre 
Works model and likely the same set of problems in establishing LTP. 
147 �,Q�KLV�ORJR�GHVLJQ��.QRHSÁHU�KDG�LQWXLWHG�ZKDW�,�ODWHU�IHOW�WR�EH�WKH�UK\WKP�RI�Jo Ha Kyu—what I call the
KHOL[�UK\WKP³DQG�ODWHU��P\�XQGHUVWDQGLQJ�RI�7DL·ML·V�UK\WKP�RI�WKH�ULVH�DQG�WKH�IDOO�
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I was returning to Australia to build from what I had experienced through the intercultural interface of 
TTRP; I returned with a deeper understanding of the same practices I had gone to Singapore equipped with 
two years earlier. These practices could be best described as working; from impulse (working from a kin-
aesthetic base); organically (working from a spatial logic that connects exterior to interior and vice versa); 
with Jo Ha Kyu (exploring a Japanese dramatic rhythmic structure); and from a meditative base (developing 
LQQHU�RXWHU�DZDUHQHVV�DQG�D�FRQWUDFWLRQ�DQG�H[SDQVLRQ�RI�WLPH���1RZ�ÀUPO\�HPEHGGHG�LQ�WKLV�LQYHVWLJDWLRQ��
however, was an aim to do this through interfaces with visiting Asian artists in Australia, with a particular 
IRFXV�RQ�WKH�$VLDQ�SUDFWLFH�RI�7DL·ML��,Q�'HFHPEHU������/73��ZDV�VXFFHVVIXO�LQ�JDLQLQJ�D�JUDQW�IURP�$VLDOLQN�
ZDV�XVHG�WR�EULQJ�6DUGRQR�WR�$XVWUDOLD��6DUGRQR�ZRXOG�EH�D�NH\�ÀJXUH�LQ�LQLWLDWLQJ�RXU�ÀUVW�SURMHFW�0LVKLPD�
LQ�WKH�&LW\��'XHWV�RI�'HVLUH. Although we had already been unsuccessful in gaining Australia Council for the
$UWV�IXQGLQJ�IRU�D�FUHDWLYH�GHYHORSPHQW�IRU�WKLV�SURMHFW��ZH�XVHG�6DUGRQR·V�IRXU�ZHHN�YLVLWLQJ�UHVLGHQF\�LQ�
RUGHU�WR�HPEDUN�RQ�WKH�SURMHFW���

1.1 Liminal Training Beginnings—0LVKLPD and Sardono (2004)

)LJXUH�����6DUGRQR�DW�:DONHUYLOOH�ZRUNVKRS�LQWHQVLYH�
6RXUFH��'UDIÀQ�

,Q�-DQXDU\�������/73�ZHUH�VXFFHVVIXO�LQ�JDLQLQJ�SDUW�WLPH�XVH�RI�D�VSDFH�RQ�)OLQGHUV�6WUHHW��WKURXJK�WKH�
&HQWUH�IRU�$GXOW�(GXFDWLRQ·V�LQFXEDWRU�SURJUDP��7R�SUHSDUH�IRU�6DUGRQR�,�EHJDQ�D�WUDLQLQJ�SURJUDP�RI�LP-
SXOVH�ZRUN�DQG�WHDFKLQJ�7DL·ML�ZLWK�D�JURXS�RI�DUWLVWV�WKDW�,�KDG�VHOHFWHG����

The Sardono residency involved all company members in a three-week unpaid development workshop 
lead by Sardono and myself. We also invited two actors from Singapore—Lee Keng Cheng and Koh Leng 
/HQJ³DQG�DFWRU�&KLNDUD�:DQWDQDEH�IURP�-DSDQ��7KH�ZRUNVKRS�WRRN�SODFH�GXULQJ�D�ÀYH�GD\�UHVLGHQF\�DW�D�
FRDVWDO�KROLGD\�KRPH�DW�:DONHUYLOOH�DV�ZHOO�DV�WZR�ZHHNV�LQ�RXU�)OLQGHUV�6WUHHW�VWXGLR���� This time involved
7DL·ML�WUDLQLQJ�DQG�EHLQJ�LQWHQVLYHO\�H[SRVHG�WR�6DUGRQR·V�EUHDWKLQJ��SK\VLFDO�DQG�PHGLWDWLYH�SUDFWLFHV��
in them, one remains in a very slow meditative state, with very slow movements, but in a very aware in-
ner-state in relation to the outside world. 

148 �7KLV�JURXS�FDPH�IURP�DFWRUV�,�KDG�WUDLQHG�DW�WKH�9&$��,�ZRUNHG�ZLWK�DERXW�WKLUW\�DFWRUV��DQG�IRXQG�ÀIWHHQ�
ZKR�,�IHOW�ZHUH�LQWHUHVWHG�DQG�FRPPLWWHG�WR�ZKDW�,�ZDV�SURSRVLQJ�WKURXJK�D�7DL·ML�OHQV�
149 �7KLV�UHVLGHQF\�LQYROYHG�FRRNLQJ�ÀYH�GD\�SUH�SUHSDUHG�PHDOV��7KLV�SDUWLFXODU�SUHSDUDWLRQ�RI�IRRG�EHFDPH�D�
feature of all LTP events that we were often referred to as the eating and food company. See Appendix: Video Links - 
���/LPLQDO�/LYLQJ��������.
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In one memorable moment Sardono—while sitting in a forest area for a twenty-minute slow moving medi-
WDWLRQ�SHUIRUPDQFH�IRU�WKH�FRPSDQ\��DW�WKH�FRQFOXVLRQ³RSHQHG�KLV�FOHQFKHG�KDQG�DQG�D�Á\�ÁHZ�RXW��+H�KDG�
FDXJKW�WKH�Á\�GXULQJ�WKH�PHGLWDWLRQ�SHUIRUPDQFH�EXW�QRQH�RI�XV�KDG�VHHQ�LW³DV�LI�KH�KDG�EHHQ�LQ�D�GLIIHUHQW�
WLPH�DQG�VSDFH�]RQH�WR�XV��7KH�LQWHQVLYH�DOVR�LQYROYHG�LQGLYLGXDO�SRHWLF�UHVHDUFK³SHUIRUPDQFHV�DQG�GLVFXV-
VLRQV�RI�HDFK�LQGLYLGXDOV·�UHVHDUFK�RQ�0LVKLPD�DQG�KLV�SOD\V³DV�ZHOO�DV�HYHQLQJ�UHDGLQJV�DQG�H[SORUDWLRQV�
RI�0LVKLPD·V�HLJKW�1RK�SOD\V�DQG�WKH�WUDQVODWLRQ�RI�WKH�RULJLQDO�1RK�SOD\V�WKDW�WKHVH�DUH�EDVHG�RQ����

7KLV�ZRUNVKRS�EHFDPH�D�IRXQGDWLRQ�WR�RXU�WUDLQLQJ��LW�LQYHVWLJDWHG�VSHFLÀFDOO\�WKH�VORZQHVV�RI�PRYHPHQW�
LQIRUPLQJ�ZKDW�6DUGRQR�FDOOHG�¶WKH�LQWHULRU�ERG\�PRYHPHQW·��,W�DOVR�IRUPHG�WKH�EDVLV�IRU�D�SURMHFW�SLWFK�WR�
WKH�6LQJDSRUH�)HVWLYDO�DQG�WKH�,QWHUQDWLRQDO�6RFLHW\�IRU�WKH�3HUIRUPLQJ�$UWV��,63$��&RQJUHVV�KHOG�LQ�0D\�
2003 in the newly opened Esplanade Singapore Arts Centre.

� :K\�0LVKLPD�<XNLR"�

� ¶/LNH�%HQ�-RQVRQ��-HDQ�*HQHW�DQG�)\RGRU�'RVWRHYVN\�EHORQJ�WR�D�VSHFLDO�WULEH�RI�DUWLVWV�ZKR�OLYH��EUHDWK���
� ZRUN�DQG�SURGXFH�LQ�D�OLPLQDO�VSDFH��0LVKLPD·V�ZRUNV�DUH�RIWHQ�VR�WUDQVSDUHQW�WKDW�WKH\�DUH�REVFXUHG��VR���
� VWUDLJKWIRUZDUG�WKDW�WKH\�DUH�DEVXUG�DQG�VR�KRQHVW�WKDW�WKH\�DUH�VXVSLFLRXV��7KLV�LV�WKH�DLU�LQ�WKH�OLPLQDO�VSDFH��
� WKDW�RXU�ZRUN�ZLOO�JHQHUDWH��WKH�WKUHVKROGV�LQ�ZKLFK�RQH�LV�FRQIURQWHG�E\�WKH�FRQWUDFWLRQV³FRPSOH[LWLHV�RI��
� RSSRVLWHV�FROOLGLQJ�DQG�IRU�D�PRPHQW�FRH[LVWLQJ·�151

Our total vision for the 0LVKLPD�LQ�WKH�&LW\�SURMHFW��6HH�$SSHQGL[��&KDSWHU����&RPSOHWLQJ�+D�²�3LWFK�1RWHV�
0LVKLPD�3URMHFW�9LVLRQ��SS�������ZDV�WR�XOWLPDWHO\�SURGXFH��ZLWKLQ�D�IHVWLYDO�FRQWH[W�

� ��$Q�DGDSWLDWLRQ�RI�DOO�HLJKW�RI�0LVKLPD·V�1RK�SOD\V��LQFOXGLQJ�WUDQVODWLRQV�IURP�WKH�RULJLQDO�1RK��
plays; 

� ��$�VSDFH�LQ�ZKLFK�WR�DOORZ�HDFK�SOD\�WR�ÀQG�LWV�RZQ�PDWUL[�ZLWKLQ�WKH�FRQWH[W�RI�D�FRQWHPSRUDU\��
city;

� ��7KH�DELOLW\�IRU�HDFK�SOD\�WR�ÀQG�LWV�RZQ�IRUP�DQG�LWV�RZQ�SHUIRUPDQFH�VSDFH�LQ�WKH�FLW\��
• The scope for all plays to be performed from dusk until dawn.���

:H�ZHUH�QRW�VXUSULVHG�E\�RXU�XQVXFFHVVIXO�DPELWLRXV�SLWFK��EXW�LW�KDG�FODULÀHG�RXU�GLUHFWLRQ�DQG�ZH�SXW�LQ�
another Australia Council for the Arts grant for two Mishima Noh plays—.DQWDQ and 6RWRED�.RPDFKL. In
the last half of the year, we continued training when personnel were available. During this period—in order 
WR�VXUYLYH�ÀQDQFLDOO\³,�GLUHFWHG�D�JUDGXDWLRQ�VKRZ�LQ�6LQJDSRUH�ZLWK�WKH�ÀUVW�FRKRUW�RI�7753��,�GHVLJQHG�

150 See Appendix: Video Links - 4. Liminal Beginnings 2004.  
151 �1RWHV�ZULWWHQ�E\�/HH�&KHH�.HQJ�IRU�RXU�6LQJDSRUH�SLWFK��EDVHG�RQ�D�FRQYHUVDWLRQ�ZH�KDG�GXULQJ�6DUGRQR·V�
workshop in Australia. 
152 The other two pitches we were competing with included a theatre production, 7KH�.HU�DQG�WKH�*DUGHQ by
Theatre Talipot, and by Change Performing Arts /D�*DOLJR�D�SURMHFW�E\�5REHUW�:LOVRQ��,W�ZDV�QR�VXUSULVH�WR�XV�ZKLFK�
SURMHFW�ZDV�JUDQWHG�WKH�6LQJDSRUH�)HVWLYDO�SLWFK�DQG�/D�*DOLJR went on to tour in many Asian and Australian festivals
for many years to come. 
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DQG�LPSOHPHQWHG�WZR�FRUSRUDWH�ZRUNVKRSV�ZLWK�0RXQW�(OL]D�%XVLQHVV�6FKRRO��DQG�,�UDQ�WZR�SXEOLF�DFWLQJ�
intensives.

In December (2004), we scheduled a company mentor conference, which we called a WDON�IHDVW. We invited
Peter Sheldrake (RMIT Economic Department and Head of Entrepreneurship); Sue Clark (Director 7RUTXH�
$UWV; a public art advisor) and Virginia Simpson (of Bionic Ear Marketing and an expert in philanthropy) to
help us create a three-year plan. The Jo Ha Kyu of this period ended on the last day of the conference with 
the announcement that we had been successful in gaining an Australian Council for the Arts grant, for two 
Mishima Noh Plays. The following [Ma] moment was a spontaneous celebratory Christmas party. 

1.2 Threshold Realities—the opening and closing of JDSV����������

This was a very Ha phase with numerous openings and closings of gaps in my understanding of my practice 
and my life.

$W�WKH�EHJLQQLQJ�RI�������ORVLQJ�WKH�LQFXEDWRU�VSDFH�FUHDWHG�D�JDS�ZKHUH�ZH�ZRXOG�WUDLQ�RU�ZRUNVKRS�IRU�
our up-coming productions.  It began a nomadic state, we workshopped in any space kindly made possible 
at the VCA; in the subway at Clifton Hill Railway Station; in a huge space at Docklands (which was seen 
DV�D�SRVVLEOH�SHUIRUPDQFH�VSDFH���DQG�LQ�UHQWHG�VSDFHV�LQ�WKH�&LW\�RI�<DUUD�SUHFLQFW���6FKHGXOLQJ�EHFDPH�D�
MXJJOLQJ�DFW�RI�VSDFH�DYDLODELOLW\�DQG�RU�SHUVRQDO�DYDLODELOLW\��

)LJXUH�����$FWRU�/XNH�0XOOLQV�UHKHDUVLQJ�LQ�&OLIWRQ�+LOO�UDLOZD\�XQGHUSDVV�������
6RXUFH��'UDIÀQ�

(DUO\�LQ�WKDW�\HDU��ZH�ZHUH�LQ�DQRWKHU�JDS�ZKHUH�ZH�FRXOG�QRW�ÀQG�KRZ�7DL·ML³IURP�LWV�YHU\�VWURQJ�SK\VL-
FDO�IRUP³FRXOG�EULGJH�LQWR�WKH�H[SORUDWLRQ�RI�ZULWWHQ�WH[W��:H�FRQWLQXHG�7DL·ML�DV�D�PHDQV�RI�ERG\�WUDLQLQJ�
and meditative conditioning, but focussed our investigations on exploring thresholds and transformations 
WKURXJK�DGDSWLQJ�6DUGRQR·V�FRQFHSW�RI�LQQHU�PRYHPHQW� We sought this inner movement through our al-
ready established techniques of impulse work and organics, as adapted through a Jo Ha Kyu lens. Due to our 
choice of productions, our focus naturally involved researching Noh Theatre. A book on the principles of 
1RK�7KHDWUH³WKDW�/HH�&KHH�.HQJ�KDG�JLYHQ�WR�PH�LQ������DQG�ZKLFK�,�KDG�QRW�UHDG³GLG�ÀOO�D�JDS in our
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practice and understanding. Three Noh principles—6KLQ�*\R�6R��Noh masks and WKH�EULGJH³MXPSHG�RXW�DW�
XV�DQG�SURYLGHG�D�SURYRFDWLRQ�WR�H[SORUH�6DUGRQR·V�LQQHU�PRYHPHQW��WRJHWKHU�ZLWK�RXU�LPSXOVH�ZRUN�DQG�Jo

Ha Kyu��7KH�ZRUGV�RI�=HDPL�¶QHYHU�IRUJHW�WKH�PLQG�RI�WKH�EHJLQQHU·��.RPSXUD�������)RUHZRUG�³UHVRQDW-
ed as we stepped into the unknown; we found that the three practical exercises here revealed themselves to 
us.

� 6KLQ�*\R�6R�7UDLQLQJ�UHYHODWLRQV�

� ¶,I�KHDYHQ�DQG�HDUWK�LV�WKH�VKLQ�VWDJH�RI�FRPSRVLWLRQ��WKHQ�WKH�SURFHVV�RI�DEEUHYLDWLQJ�WKH�HOHPHQWV��DOWHU� �
� LQJ�WKH�VKDSH��RU�FKDQJLQJ�WKH�QDWXUH�RI�WKH�FUHDWLRQ�SDVVHV�WKURXJK�WKH�*\R�VWDJH�DQG�ÀQGV�LW�FXOPLQDWLRQ�LQ��
� WKH�6R�6WDJH��,Q�RWKHU�ZRUGV��6KLQ�*\R�6R�LV�D�SULQFLSOH�RI�WUDQVIRUPDWLRQ·�153��.RPSDUX�������S�����

This progression resonated with our investigations and we applied it to a Jo Ha Kyu exercise: (Jo)—take one 
moment in the body (a meditative state of the body—an inner movement) then simplify it to one impulse or 
action; (Ha)—deepen it through repetition; and (Kyu)—see where it completes itself before it changes the 
inner movement or becomes a different impulse. Sitarenos experimented with this Noh principle, applying it 
to text and breath in work she termed WKH�LQKDELWHG�YRLFH. ��� She also applied this to what we called EULGJH�
ZRUN (see below), whereby this Jo Ha Kyu transformative progression was given a spatial limitation; that is,
it had to take place within two points along the length of a narrow bridge. The unfolding progression also 
had to take place within a particular length of space.

I took the Jo Ha Kyu progression and applied it to a Noh mask principle, employing the mirror work I did in 
Bali where I made my original mask. 

0DVN�7UDLQLQJ�([HULVH�

¶7KH�SHUIRUPHU�ZKR�LV�WUDQVIRUPHG�LQWR�WKH�FKDUDFWHU�E\�GRQQLQJ�WKH�PDVN�ÀUVW�GHQLHV�WKH�H[LVWHQFH�RI�SK\VLFDO�
ÀQDQFLDO�H[SUHVVLRQV�DQG�WKHQ�JRHV�RQ�WR�GHQ\�ZLWK�LQ�KLV�FRQVFLRXVQHVV�WKH�H[LVWHQFH�RI�WKH�PDVN�>«@�WKDW�LV�
JRLQJ�EH\RQG�WKH�REMHFWLYH�WUXWK�WR�ÀQG�DQRWKHU�VXEMHFWLYH�WUXWK·�� �.RPSDUX�������S�����

I applied this within a Jo Ha Kyu exercise: (-R�VKHQ)—the actor meditates on a section of text as they create
a facial mask while looking into a mirror; (+D�J\R)—they deny the appearance of the mask and focus only
RQ�WKH�LQQHU�PRYHPHQW�FUHDWHG�E\�WKH�UHÁHFWLRQ��DQG��.\X�VR)—they hold on and deepen this inner move-
ment while moving, not allowing another inner movement to emerge. I did this in what I called WKH�IDFLDO�

153 The heaven and earth mentioned here is called 7HQ�&KL�-LQ� sometimes called 6KLQ�6RH�7DL (or 7LDQ�'L�5HQ
in Chinese). It means heaven-earth-man or a non-axial arrangement of something high, something low, and something 
in-between. It would become the foundation of my research into the Chinese concept of *RQJ in the next section. At
this stage, however, we saw it as a very centered and balanced body. 6KLQ�*\R�6R to Zeami also represents the Jo Ha

Kyu�RI�DQ�DUWLVW·V�FDUHHU³VHHGLQJ��ÁRZHULQJ�DQG�PDWXULQJ³ZKLFK�,�ZRXOG�H[SORUH�DQG�GHHSHQ�LQ�P\�XQGHUVWDQGLQJ�
later on.
154  See Appendix -9LGHR�/LQNV������,QKDELWHG�9RLFH�����.
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PDVN�FRUULGRU����³WKH�DFWRU�FUHDWHG�WKH�PDVN�DQG�DQ�LQQHU�PRYHPHQW�ZDV�KHOG�ZLWKLQ�D�FRQÀQHG�VSDWLDO�
corridor. I also had Lloyd James, a very talented makeup artist, respond to a piece of text from the 6RWRED�
.RPDFKL�play and create facial masks for each actor. The actors would then do the mirror exercise; ignoring
WKH�PDVN�WKH\�ZRXOG�KROG�RQWR�DQ�LQQHU�PRYHPHQW�FUHDWHG�E\�WKH�UHÁHFWLRQ³ZLWKLQ�D�VLPSOH�PRYHPHQW�RI�
the body—for a one-hour improvisation within the Clifton Hill railway station subway.���

)LJXUH�����3HUIRUPDQFH�VSDFH�.DQWDQ with Bridge based on Noh Theatre design 2004.
Source: Photo Ivanka Sokol.

2XU�GHVLJQHU�'DU\O�&RUGHOO�ZDV�HQJDJHG�WR�EXLOG�D�EULGJH�MRLQHG�WR�D�YHU\�KHDY\�ÁRDWLQJ�VWDJH��LW�ZRXOG�
QRW�PRYH�EXW�FRXOG�VWLOO�UHVRQDWH�VRXQG��7KH�EULGJH�ZDV�EDVHG�RQ�VLPLODU�GLPHQVLRQV�WR�6DUGRQR·V�-DYDQHVH�
3HQGRSR��DV�UHIHUUHG�WR�LQ�&KDSWHU����5HSOLFDWLQJ�WKH�EULGJH�RI�WKH�1RK�GHVLJQ�DOORZHG�IRU�D�UHSUHVHQWDWLRQ�
and creation of a 6KLQ�*\R�6R and Jo Ha Kyu�RI�DQ�DFWRU·V�HQWUDQFH³IURP�RII�VWDJH��RXU�PLUURU�URRP��WR�
the performance space. These explorations were an important threshold in our practice; they opened up an 
unknown beginning—a gap in total understanding—but an essential development and preparation of char-
acter, script and style in our up-coming production. An aesthetic sense of the production was captured in the 
program notes:

/LPLQDO�7KHDWUH·V�>VLF@ adaption of 6RWRED�.RPDFKL and .DQWDQ�focussed on a series of threshold concepts:
GHDWK�DQG�GHVLUH��PHPRU\�DQG�ORVV��WKH�VXSHUQDWXUDO�DQG�WKH�UHDO��DOO�UHÁHFWLQJ�WKH�XQGHUEHOO\�RI�D�PRGHUQ�
city.���

This LTP production dealt with many practical thresholds and gaps. We planned to perform in one of the 
cavernous exposed Dockland sheds, but due to our small budget, personal availability and the approaching 
ZLQWHU��ZH�VKLIWHG�LW�WR�RXU�RQO\�DYDLODEOH�RSWLRQ��WKH�DEDQGRQHG�6W�*HRUJH·V�7KHDWUH�LQ�<DUUDYLOOH��ZKRVH�

155 I would now call this %HKLQG�WKH�0DVN��&RUULGRU�:RUN, where the facial mask lives due to the inner move-
PHQW�ZLWKLQ�WKH�ERG\��7KH�FRUULGRU�ZDV�IRU�VHWWLQJ�XS�XQIROGLQJ�SURJUHVVLRQV�LQ�DQ�DFWXDO�FRQÀQHG�VSDWLDO�FRUULGRU�RU�
straight line to add a spatial tension.
156 See Appendix: 9LGHR�/LQNV������)DFLDO�0DVN�&RUULGRU�	�6RWRED�.RPDFKL�VXEZD\�FRUULGRUV�UHKHDUVDO�����.
7KURXJK�WKLV�H[HUFLVH��WKLV�RQH�KRXU�LPSURYLVDWLRQ�LQ�D�VXEZD\�FUHDWHG�WKH�FKDUDFWHUV�IRU�WKH�ÀQDO�SURGXFWLRQ�DQG�HQG-
ed up solving the dramaturgical structure of the piece. What unfolded in the subway became the spine for the text and 
WKH�UK\WKP�RI�WKH�ÀQDO�SURGXFWLRQ�RI�6RWRED�.RPDFKL�
157 �6HH�$SSHQGL[��&KDSWHU���&RPSOHWLQJ�+D�²�6RWRED�.RPDFKL�DQG�.DQWDQ�0DUNHWLQJ�&DUGV�������
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RZQHU�ZDV�DW�WKDW�WLPH�LQ�ÀQDQFLDO�GHEW�DQG�EDWWOLQJ�WR�QRW�VHOO�LW�WR�D�GHYHORSHU����

)LJXUH�����6W�*HRUJHV�7KHDWUH������
Source: KWWS���FLQHPDWUHDVXUHV�RUJ�WKHDWHUV�������SKRWRV.

7KH�VFKHGXOH�RI�SHUIRUPDQFHV�DW�6W�*HRUJH·V�7KHDWUH�FRLQFLGHG�ZLWK�RQH�RI�0HOERXUQH·V�FROGHVW�ZLQWHUV�RQ�
record; this extraordinary old building had no heating, no three-phase power, no black out, a tin roof that 
ORYHG�WKH�VRXQG�RI�KHDY\�UDLQ��ZDV�QH[W�WR�D�YHU\�EXV\�UDLOZD\�OLQH�DQG�ZDV�D�WKHDWUH�VSDFH�LQ�<DUUDYLOOH�WKDW�
ZDV�QRW�D�NQRZQ�ORFDWLRQ�WR�0HOERXUQH�WKHDWUH�DXGLHQFHV��0RVW�RI�WKHVH�JDSV�ZHUH�ÀOOHG�ZLWK�KRW�ZDWHU�
bottles, silver foil on all windows, blankets from the Salvation army, lights and sound running offmultiple 
power-points, and creating a café bar selling hot mulled wine and soup. The productions played to average 
audiences of mainly friends and we did not attract reviewers and is probably best remembered for the cold-
ness and the kindness of the hot water bottles.����<HW�,�DP�VWLOO�H[WUHPHO\�DZDUH�WKDW�LW�ZDV�DQ�LPSRUWDQW�SLHFH�
of theatre in my own progression as an artist.160 

158  6W�*HRUJH·V�+DOO�RSHQHG�RQ�-XQH����������,Q�������LW�UDQ�PRYLQJ�SLFWXUH�VKRZV��EXW�IDFHG�D�IHZ�SUREOHPV�
IROORZLQJ�FRPSODLQWV��,Q�������LW�EHJDQ�XVH�DV�D�IXOO�WLPH�FLQHPD��XQWLO�LWV�FORVXUH�LQ�������)URP������XQWLO�PLG²�����
it was used for Universal Dance Classes. 
159  My fondest memory of this time is of the very long freight train that would pass very slowly at some point
every night. The sound had a wonderful haunting effect on the performance, regardless of when it passed and what 
part of the performance it converged with.
160  See Appendix: 9LGHR�/LQNV�²����.DQWDQ�DQG�6RWRED�.RPDFKL�3HUIRUPDQFH�����.
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)LJXUH�����$GYHUWLVLQJ�3RVWHU�&DUG�'HVLJQHG�E\�$ODQ�.QRHSÁHU������
6RXUFH�'UDIÀQ�

� /LPLQDO�5HYHODWLRQ��/LPLQDO�7KHDWUH�DQG�3HUIRUPDQFH�ZDV�QRW�LQYHVWLJDWLQJ�D�SDUWLFXODU�W\SH�RI�WKHDWUH�EXW�D��
� SDUWLFXODU�SURFHVV��WKDW�ZDV�VWLOO�GHYHORSLQJ��WKDW�ZRXOG�FUHDWH�WKHDWUH��2QO\�WKRVH�ZKR�KDG�DQ�LQGLYLGXDO���
� LQWHUHVW�LQ�WKDW�VWLOO�XQNQRZQ�EXW�FHUWDLQO\�QRZ�FOHDUHU�SURFHVV�DQG�SULQFLSOHV�KDG�DQ\�LQGXFHPHQW�WR�FRQWLQ�
� XH��$V�D�JURXS�LW�KHOG�D�FRQWUDGLFWLRQ��,W�ZDV�D�JURXS�RI�LQGLYLGXDOV�ZKR�ZKHQ�SRVVLEOH�ZRXOG�EH�GUDZQ�� �
� WRJHWKHU�LQ�D�FROODERUDWLYH�SURFHVV�RI�UHVHDUFK�DQG�FUHDWLYH�GHYHORSPHQW�ZLWK�QR�JXDUDQWHH�RI�DQ�HQG�SURGXF�
� WLRQ��$V�ORQJ�DV�WKLV�SULQFLSOH�KHOG�ÀUP��LQGLYLGXDOV�ZRXOG�UHPDLQ��,W�ZRXOG�FRQWLQXH�WR�HYROYH�E\�H[SORULQJ��
� DQG�OLYLQJ�RQ�WKLV�WKUHVKROG��161

0DQ\�IRXQG�WKLV�SURGXFWLRQ�GLIÀFXOW��WKH�ZRUN�ZDV�H[KDXVWLQJ�DQG�WKH�LQYHVWLJDWLRQ�DQG�OHDUQLQJ�SURYHG�QRW�
ZRUWK�WKH�VPDOO�UHPXQHUDWLRQ�WKDW�LW�SURYLGHG��XQGHUVWDQGDEO\��2I�WKH�ÀIWHHQ�SHRSOH�ZKR�XQGHUWRRN�WKH�SURM-
HFW��RQO\�ÀYH�ZLVKHG�WR�FRQWLQXH�LQ�D�UHVHDUFK�WUDLQLQJ�FDSDFLW\�DQG�WZR�GHVLJQHUV�ZHUH�KDSS\�WR�LQWHUIDFH�
ZLWK�D�IXWXUH�SURMHFW���

In the pursuit of collaborative research, the remaining group applied for further production funding for an-
other potential Mishima Production 'DPDVN�'UXP. As an individual I knew the development of my practice
QHHGHG�PRUH�H[SRVXUH�WR�WUDGLWLRQDO�$VLDQ�DUWLVWLF�SUDFWLFHV��GXH�WR�XQÀQLVKHG�UHVHDUFK�LQWR�KRZ�7DL·ML�FRXOG�
interface with the training of actors and the making of theatre. I decided to apply for an Australia Council for 
WKH�$UWV�)HOORZVKLS�WR�WUDYHO�DQG�ZRUN�ZLWK�$VLDQ�DUWLVWV�DQG�ZRUNVKRS�WKH�ÀQGLQJV�ZLWK�/73�RQ�P\�UHWXUQ�

1RW�ORQJ�DIWHU�WKH�SURGXFWLRQ�RI�6RWRED�.RPDFK�DQG�.DQWDQ��WKH�GHYHORSHU�ÀQDOO\�ERXJKW�DQG�EXLOW�RQ�SDUW�
RI�WKH�ODQG�WKH�6W�*HRUJH�7KHDWUH�RFFXSLHG��7KH�WKHDWUH�EXLOGLQJ�ZDV�OHIW�DEDQGRQHG³PXFK�OLNH�0LVKLPD·V�
poetic words—where the ghost of the past and hopes and dreams of the future would collide.  

161  &RPSOHWLQJ�+D - Memory room.present day 0LFUR�>0D@ revelation
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)LJXUH�����6W�*HRUJHV�7KHDWUH������
Source: KWWSV���ZZZ�ÁLFNU�FRP�SKRWRV���������#1��������������DVVHVVHG�DXJXVW������

2XU�IXWXUH�ZDV�VWLOO�LQ�WKH�UHDOP�RI�KRSHV�DQG�GUHDPV��EXW�E\�WKH�EHJLQQLQJ�RI������ZH�ZHUH�LQIRUPHG�WKDW�
both grants were unsuccessful. Martin Hughes—one of the many artists who set up Cecil Street Studios off 
WKH�EXV\�%UXQVZLFN�VWUHHW�LQ�)LW]UR\³RIIHUHG�XV�LQ�HDUO\�)HEUXDU\�D�FRQWLQXDO�IRXU�KRXU�ERRNLQJ�DW�YHU\�
reduced rates for the entire year.162 Unless we had paid work on that day we would meet every Monday to 
continue our training investigation. It gave us a home��,Q�������ZH�LQVWLWXWHG�ZKDW�ZH�FDOOHG�/LPLQDO�0RQ-
days.  

The remaining members from 6RWRED�.RPDFKL³3DXO�5REHUWVRQ��,YDQND�6RNRO��6LWDUHQRV��.QRHSÁHU�DQG�
P\VHOI³ZHUH�MRLQHG�ZLWK�WZR�QHZ�PHPEHUV��,QGLUD�6KDQDKDQ��FRVWXPH�DQG�VHW�GHVLJQHU��5DIDHOD�5XIR��D�
PhD student from Italy. Rufo had completed an acting workshop with Sitarenos and, although a student do-
ing his research within an economics department, he was interested to research processes of transformation 
and change from within an arts organisation.163 With no pressure attached, we had two aims for the year. One 
ZDV�WR�GHHSHQ�DQG�FODULI\�RXU�SUDFWLFH�WKURXJK�ZRUNLQJ�ZLWK�WH[W�IURP�0LVKLPD·V�DGDSWDWLRQ�RI�WKH�'DPDVN�
Drum and its original Noh play written by Zeami. The other was to allow ourselves more time to play and 
UHÁHFW�DQG�WKHQ��DW�WKH�HQG�RI�WKDW�\HDU��WR�UHDSSO\�IRU�IXQGLQJ�IRU�RXU�'DPDVN�'UXP�SURMHFW��,�ZRXOG�DOVR��
GXULQJ�WKLV�WLPH��UHDSSO\�IRU�D�IHOORZVKLS��$W�WKLV�MXQFWXUH�ZH�ZHUH�QRW�WKLQNLQJ�DERXW�DQ�RQJRLQJ�FRPSDQ\��
but rather about researching practice that would create a production. 

7KLV�ZDV�D�YHU\�UHÁHFWLYH�SHULRG��LQ�WUXH�/73�VW\OH³DIWHU�RXU�/LPLQDO�0RQGD\�ZRUN³ZH�ZRXOG�FRQWLQXH�
RXU�GLVFXVVLRQV�ZKLOH�HDWLQJ�DW�0DULR·V��D�ORFDO�,WDOLDQ�UHVWDXUDQW��,Q�UHWURVSHFW��WKLV�ZDV�D�ZHHNO\��F\FOLFDO�
DFWLRQ�RI�UHVHDUFK�ZKHUHLQ�ZH�ZRXOG�H[SORUH��GLVFXVV��HDW�DQG�UHÁHFW��DQG�WKH�IROORZLQJ�ZHHN�EXLOG�RQ�ZKDW�
had transpired the week before. 

162  We did not go looking for a space and I did not even know Cecil Street Studios existed; it presented itself to
us. I met its founder Martin Hughes riding down Brunswick Street and after relating our story he made the offer for us 
to use the space.
163 �7KLV�ZDV�TXLWH�D�MRE�IRU�5XIR��ZKR�QHYHU�ÀQLVKHG�WKDW�3K'��KLV�Jo Ha Kyu story is for him to tell, but he is
now back in Australia doing his PhD about Tango through the lens of somatic practice. He actually brought a research 
culture to us as a group, and through him we began embracing our research underpinnings through greater document-
tion.
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There were a series of important revelations that came out of our investigations that deepened our practice; 
WKLV�ZDV�D�VLJQLÀFDQW�GHYHORSPHQW�WKDW�FKDQJHG�P\�SHUVSHFWLYH�RI�WKH�XQIROGLQJ�FUHDWLYH�LPSXOVHV�LQ�WKH�Jo

Ha Kyu progression and its relationship to engaging the imagination.

,Q�KLV�WUHDWLVHV��=HDPL�FRQWLQXDOO\�XVHG�PHWDSKRUV�LQYROYLQJ�ÁRZHUV��IRU�H[DPSOH��WKH�DUW�RI�WKH�ÁRZHU�DQG�
SURIXQGLW\��WKH�DUW�RI�WKH�ÁRZHU�RI�WUDQTXLOOLW\��DQG�WKH�PLGGOH�VWDJHV�RI�DQ�DUWLVW·V�GHYHORSPHQW��ZKLFK�KH�
called simply WKH�ÁRZHULQJ��,�VWLOO�PXVH�RYHU�KLV�PDQ\�SRHWLF�UHIHUHQFHV�WR�ÁRZHUV��7KH�FRQQHFWLQJ�RI�D�
ÁRZHU�WR�DQ�DUW�DQG�DQ�DFWLRQ�RI�SURJUHVVLRQ��KRZHYHU��ZDV�D�[Ma] moment revealing a Ha—a different way
of sensing and approaching Jo Ha Kyu.  

� -R�+D�.\X�UHYHODWLRQ��,W�LV�WKH�XQIROGLQJ�RI�D�FUHDWLYH�LPSXOVH�PRPHQW�E\�PRPHQW�XQWLO�LW�FKDQJHV�LQWR�DQ� �
� RWKHU�LPSXOVH��,W�LPSOLHV�D�IRUZDUG�PRYHPHQW��EXW�ZKHQ�,�YLVXDOLVHG�ZLWK�P\�KDQG�UHSOLFDWLQJ�DQ�XQIROGLQJ��
� ÁRZHU�,�ZDV�VWXFN�E\�WKH�UHDOLVDWLRQ�LW�LV�XQIROGLQJ�IURP�D�VWHP��WKDW�LV��LW�LV�D�PRYHPHQW�IURP�D�À[HG�SRLQW��
� LPSO\LQJ�WKHUH�LV�D�UHVLVWDQFH�DQG�D�SODWIRUP�WR�WKDW�XQIROGLQJ����

We created new exercises to explore this resistance to unfolding. One was the sitting-standing exercise, 
which comprised a duet of one person sitting and the other person standing next to them on the chair. The 
VLWWLQJ�SHUVRQ·V�DFWLRQ�ZDV�WR�VWDQG�DQG�WKH�VWDQGLQJ�SHUVRQ�WR�VLW��7KH�UHODWLRQVKLS�RI�PRYHPHQWV��KRZHYHU��
must be done working with a sense of what was resisting that action; that is, a resistance within that Jo Ha 

Kyu progression. With greater awareness of resistance, it could take many minutes to complete the duet, 
EXW�LW�ZDV�ULYHWLQJ�WR�ZDWFK��:KDW�FDPH�RXW�RI�WKH�H[HUFLVH�ZKHQ�GLVFXVVHG�ZHUH�WKH�DFWRUV·�UHDOLVDWLRQ�RI�D�
deeper and more complex imaginative living connection to the impulse action or inner movement of the Jo 

Ha Kyu progression. At the time, this was enough; it reinforced my avoidance of instructing actors to play an 
REMHFWLYH�RQO\�DQ�DFWLRQ��:H�ZHUH�JLYLQJ�SHUPLVVLRQ�IRU�WKH�DFWRU�WR�UHPDLQ�ORQJHU�RQ�WKH�WKUHVKROG��WKDW�LV��
working deeply or what I call YHUWLFDOLW\³EHLQJ�LQVLGH�DQ�LPSXOVH�LQQHU�PRYHPHQW�ORQJHU�ZLWKRXW�ZRUNLQJ�
ZLWK�DQ�HQG�RU�FKDQJH�LQ�PLQG���$OORZLQJ�FKDQJH�WR�XQIROG�OLNH�D�ÁRZHU�

There was also my dissatisfaction of how we discussed and shared our thoughts and feelings; the time after 
DQ\�H[SORUDWLRQ�RI�DQ�H[SHULHQFH�RQ�WKH�ÁRRU�ZDV�IUDPHG�DV�D�Ha moment that revealed a different way of
approaching this mainly language-orientated moment of response. To this point I had seen this as two pro-
cesses:

To the Hellenic mind ORJRV and P\WKRV��¶UHDVRQLQJ·�DQG�¶P\WK·�DUH�WZR�DXWKHQWLF�PRGHV�RI�WKRXJKW��7KH�
IRUPHU�LQFOXGHV�HYHU\WKLQJ�WKDW�FDQ�EH�VWDWHG�LQ�UDWLRQDO�WHUPV��DOO�WKDW�DWWDLQV�WR�REMHFWLYH�WUXWK��DQG�DSSHDUV�
WKH�VDPH�WR�DOO�PLQGV��7KH�ODWWHU�LQFOXGHV�DOO�WKDW�FRQFHUQV�WKH�LPDJLQDWLRQ�DQG�FDQQRW�EH�VXEMHFW�WR�YHULÀFD-
tion, but contains truth in itself or in the powers of persuasion and arising out of its own beauty. ( Grimal, P 
������S�����

(YHQ�WKRXJK�,�KDG�DOZD\V�EHHQ�SUHYLRXVO\�LQIRUPHG�E\�3LHUUH�*ULPDO·V�ZRUGV³ZKLFK�ZHUH�FHQWUDO�WR�P\�
development of a process I called SRHWLF�UHVHDUFK (see Appendix: Chapter 6 Completing Ha – Poetic

164 In the next chapter, I elaborate on how this concept of UHVLVWDQFH�ZLOO�FKDQJH�LQWR�D�GLVWXUEDQFH�GLV�HDVH��
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Research Summary pp. 1-4), I felt we had always resorted too quickly to conceptual and ORJRV processes,
before the P\WKRV had some persuasion. Somehow, we always became stuck trying to explain it by habit or
GHIDXOW��+RZHYHU�,�ZDQWHG�WR�ÀQG�D�EHWWHU�EULGJH�LQWR�D�SURFHVV��ZKLFK�HYHQ�DIWHU�WKH�HYHQW��GHHSHQHG�WKH�
experience and kept the creative insights moving productively forward. I achieved this through an exercise 
with those involved in the event and those witnessing it.

� 0\WKRV�PHWDSKRU�H[HUFLVH

� $IWHU�VRPH�H[SORUDWLYH�FUHDWLYH�ZRUN�RQ�WKH�ÁRRU��,�DVN�WKRVH�LQ�WKH�HYHQW�DQG�WKRVH�ZDWFKLQJ�RU�ZLWQHVVLQJ��
� WR�GUDZ�RQ�SDSHU�WKHLU�H[SHULHQFH��7KHQ�WR�FUHDWH�D�SRHWLF�SKUDVH�RU�PHWDSKRU�WKDW�HQFDSVXODWHG�WKDW�HYHQW��
� IURP�WKH�LQVLGH�RU�IURP�WKH�RXWVLGH�LI�\RX�ZHUH�ZDWFKLQJ��%RWK�WKHVH�DUH�SUHVHQWHG�WR�WKH�SHUIRUPLQJ�JURXS��
� ZKR�FRXOG�RQO\�UHVSRQG�WR�ZKDW�WKH�LPDJH�RU�PHWDSKRU�PHDQW�WR�WKHP��DQG�ZKDW�PRPHQW�LPSDFWHG�RQ�WKHP�LQ��
� WKH�ZRUN�WKH\�KDG�MXVW�H[SHULHQFHG�RU�VHHQ��7KH\�FDQ�QRW�JR�RII�LQ�RWKHU�WDQJHQWV�RU�FRQFHSWXDOLVH�WKH�ZRUN���
� �VHH�7KH�*DS�'UDZLQJ�'LDJUDP�EHORZ��

)LJXUH�����$�UHKHDUVDO�GUDZLQJ�RI�WKH�*DS�
Source: Damask Drum Rehearsal.

7KH�HYHQW�ZDV�NHSW�DOLYH�DQG�RQH·V�UHVSRQVHV�DQG�UHÁHFWLRQV�ZHUH�PRUH�GHHSO\�GUDZQ�RXW��:H�FRXOG�WKHQ�
leave it and let it sink in without feeling we had to solve it, nail it down, or understand it completely. We 
DOORZHG�WKH�LPDJH³LWV�PHWDSKRULF�VHQVH³WR�UHWXUQ�RU�FRPH�EDFN�DQG�KDXQW�XV�LI�LW�ZDV�UHOHYDQW��)RU�H[DP-
SOH��WKLV�LPDJH�LQ�)LJXUH�����7KH�*DS�'UDZLQJ�'LDJUDP��IURP�DQ�HDUO\�LPSURYLVDWLRQ�NHSW�UHWXUQLQJ�WR�PH��
threads falling or being pulled into a hole—a gap. 

7KLV�ZRXOG�ÀQDOO\�HQFDSVXODWH�ZKDW�ZDV�WKH�KHDUW�RI�WKH�PDWWHU�RI�RXU�H[SORUDWLRQV��VFULSW�GHYHORSPHQW�DQG�
ÀQDO�SURGXFWLRQV�RI�'DPDVN�'UXP. A gap was opening, however, while a couple of others were closing; a
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PDMRU�SHUVRQDO�WKUHVKROG�ZDV�DERXW�WR�LQWHUYHQH�DQG�UHYHDO�LWVHOI�LQ�WKH�IRUP�RI�SHUVRQDO�KHDOWK�PDWWHUV�
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+HDUW�UHYHODWLRQ�

0\�PRWKHU�KDV�MXVW�KDG�D�EHQLJQ�WXPRXU�WKH�VL]H�RI�D�JROI�EDOO�UHPRYHG�IURP�KHU�VkXOO��,·P�VWD\LQJ�LQ�DW�KHU�� 
KRPH�DQG�WRPRUURZ�,�ZLOO�WDNH�KHU�WR�6W��9LQFHQWV�IRU�KHU�SRVW�VXUJHU\�DSSRLQWPHQW��7KDW�QLJKW�,�FDQQRW�VOHHS�� 
IRU�,�KDYH�WKLV�VWUDQJH�VHQVDWLRQ�OLNH�DQ�HPSW\�FROG�FDYHUQ�LQ�P\�FKHVW��7KH�QH[W�DIWHUQRRQ��DIWHU�GULYLQJ�P\�� 
PRWKHU�KRPH�IURP�6W��9LQFHQWV��,�UHDOLVH�,�KDYH�OHIW�P\�KDW�LQ�WKH�ZDLWLQJ�URRP��,�JR�EDFN�WR�6W��9LQFHQWV�EXW�� 
FDQ·W�ÀQG�LW��,�JR�WR�WKH�VSHFLDOLVW·V�URRPV�WR�VHH�LI�LW�KDV�EHHQ�KDQGHG�LQ��¶6RUU\�VLU�WKLV�LV�'U��+DLO·V�URRP���� 
\RX�QHHG�WR�JR�XSVWDLUV��<HV��PDQ\�SHRSOH�JHW�WKH�ÁRRUV�PL[HG�XS·��,�ÀQG�P\�KDW�DQG�RQ�UHWXUQ�WR�P\ 
PRWKHU·V�KRPH�WKH�VHQVDWLRQ�UHWXUQV��,�ULQJ�0DU\��VKH�WHOOV�PH�WR�ULQJ�P\�GRFWRU��DQG�KH�WHOOV�PH�WR�JR�WR�� �  
HPHUJHQF\�DW�6W��9LQFHQWV��WKLUG�YLVLW�LQ�RQH�GD\��'RFWRUV�UXQ�WHVWV�DQG�VD\�WKH\�FDQQRW�ÀQG�DQ\WKLQJ�EXW�ZLOO�� 
NHHS�PH�RYHUQLJKW�WR�FKHFN�RQ�PH��7KH�QH[W�PRUQLQJ��,�DP�DERXW�WR�EH�GLVFKDUJHG��$�YHU\�GLVWLQJXLVKHG�ROG�� 
PDQ�LQ�KLV�VHYHQWLHV�DSSURDFKHG�DQG�VD\V��¶,·P�0U�+DLO��D�FDUGLRORJLVW�DQG�\RXU�GRFWRU�KDV�VDLG�WR�FRPH�DQG�� 
ORRN�DW�\RX·��+H�GRHV�QRW�GR�DQ\�WHVWV�RQO\�JHQWO\�IHHOV�P\�SXOVH��¶,�KDYH�D�IHHOLQJ�DERXW�\RX��7KLQN�ZH�EHWWHU�� 
GR�DQ�DQJLRJUDP·���7KDQN�\RX��D�0\WKRV�GRFWRU��&RXSOH�RI�KRXUV�ODWHU�,�KDYH�KDG�WZR�VWHQWV�LQVHUWHG�LQ�WZR�� 
VLJQLÀFDQW�DUWHULHV�WKDW�KDG�FORVHG��$�KHDUW�DWWDFN�EHFNRQHG�EXW�D�WKUHVKROG�GLYHUWHG�

(DUOLHU�LQ�WKH�\HDU�/HH�&KHH�.HQJ��ZKR�KDG�EHHQ�SDUW�RI�WKH�YHU\�ÀUVW�6DUGRQR�ZRUNVKRS��HPDLOHG��KH�VXJ-
JHVWHG�,�VKRXOG�PHHW�3URIHVVRU�*X�<LDQ�ZKR�ZDV�YLVLWLQJ�$XVWUDOLD�IURP�&KLQD�DQG�ZDV�VHWWLQJ�XS�DQ�LQWHU-
national research centre at Shanghai Theatre Academy: the Shanghai International Performing Arts Research 
&HQWUH��6,3$5&���*X�<LDQ�ZDWFKHG�D�PRYHPHQW�FODVV�,�ZDV�FRQGXFWLQJ�DW�WKH�9&$�DQG�DVNHG�LI�,�ZRXOG�
FRPH�WR�&KLQD��,�VDLG�,�ZRXOG�LI�,�FRXOG�ÀQG�WKH�IXQGLQJ���,�ZDV�LQ�KRVSLWDO�IRU�IHZ�GD\V�DQG�ZKLOH�WKHUH��,�
JRW�KROG�RI�D�FRPSXWHU�WR�ZULWH�DQ�$VLDOLQN�JUDQW�IRU�D�UHVLGHQF\�LQ�&KLQD��0\�ODVW�VHQWHQFH�VLJQLÀHV�D�[Ma]

moment: 

,�DP�QRZ�DW�D�SLYRWDO�MXQFWXUH�LQ�P\�FUHDWLYH�OLIH��D�SRLQW�RI�GHÀQLQJ�D�WKHRUHWLFDO�DQG�SUDFWLFDO�DHVWKHWLF��
ZKLFK�LV�WUDQVIHUDEOH�WKURXJK�P\�WKHDWUH�PDNLQJ��GLUHFWLQJ��DQG�SHUIRUPDQFH�HYROXWLRQ��,�DP�FRQÀGHQW�WKDW�
this residency and trip to China will extend and clarify my creative work and practice. (See Appendix: Chapter 
6 Completing Ha ²�$VLDOLQN�$SSOLFDWLRQ������S����

Not long after the heart episode, the complexity of this phase was converging into a question: What do I 
want? This question, it turns out, became very clear in my second fellowship application: 

As an artist I want to allow what is natural to exist in a simple creative moment; that moment where one en-
counters the threshold of change from one moment into the next and reveals in both the artist and the audi-
ence the ambiguities and complexity of being alive. To accomplish this, I have found to do this, one needs a 
KHLJKWHQHG�SRVLWLRQ�RI�DZDUHQHVV��D�VWDWH�RI�OLPLQDOLW\��$V�D�WKHDWUH�PDNHU�FUHDWRU�,�PXVW�ZRUN�IURP�WKDW�SODFH��
As a director I arrange processes to allow the collaborators to work from a liminal place and for the audience 
to experience a place of liminality. As a trainer I develop the skills necessary to work from that place. Thus 
my identity and roles as a director, theatre maker and trainer are interconnected [...] this position of liminality, 
with its particular meditative applications, is embedded in my current practice. It is the central lens through 
which I want to develop and articulate my practice through this fellowship. (See Appendix: Chapter 6 Com-
SOHWLQJ�+D�²�$XVWUDOLD�&RXQFLO�IRU�WKH�$UWV�)HOORZVKLS�$SSOLFDWLRQ�S�����
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.QRHSÁHU��PHDQZKLOH��KDG�ZULWWHQ�DQ�$XVWUDOLD�&RXQFLO�IRU�WKH�$UWV��7KHDWUH�3URGXFWLRQ�JUDQW�DSSOLFDWLRQ�
built on the resonances and artistic discoveries of the past year. He expressed that our future production 
'DPDVN�'UXP ($�7HFKQRORJ\�RI�6XLFLGH) was a:

Metaphorical place where fantasy and reality are played out. It is a textural space – one of dream, constriction 
DQG�UHOHDVH�>«@�\HW�WKHUH�UHPDLQV�D�JDS�ÀOOHG�ZLWK�LJQRUDQFH��GHOXVLRQ�DQG�PLVXQGHUVWDQGLQJ��OHDGLQJ�XOWL-
PDWHO\�WR�WKH�0DQ·V�VLFNQHVV�DQG�GHDWK����

In the meantime, Sitarenos was approaching the Abbotsford Convent for a possible studio home to hire, as it 
was about to open as a venue to host artisans and companies.166 The structure and roles of the company were 
FOHDU��WKH\�ZRXOG�UHYROYH�DURXQG�UHVHDUFK�DQG�SURMHFWV��,�ZDV�UHDG\�WR�DFFHSW�D�JURZLQJ�JDS�EHWZHHQ�P\�
RZQ�LQGLYLGXDO�UHVHDUFK�WUDMHFWRU\�DQG�WKH�WUDMHFWRU\�RI�/73��

1.3 The GAP, the Gap, the gap—'DPDVN�'UXP (2006)

$V�WKH�ZKLWH�FROW�ÁDVKHG
Past a gap in the edge, even so our days, our lives, pass
And though time be come
QRQH�FDQ�NQRZ�WKH�URDG�WKDW�KH�PXVW�WUHDG���EDVHG�RQ�SRHP�E\�=HDPL��'UDIÀQ��'DPDVN�'UXP 
Noh Play p. 6)

My fellowship, along with the Asialink residency in China and a production of 'DPDVN�'UXP were all 
granted funding in 2006. In addition, Liminal Theatre and Performance (LTP)  had also been granted an op-
tion on a studio lease at the Abbotsford Convert. This phase would expose many gaps in the road I was about 
to undertake. These included:

 • A gap between my research in China and my work with LTP; 
 • A gap in my understanding of my own artistic work;
 • A gap that the production 'DPDVN�'UXP dominated, between life and death. 
 

Before my residency in China, the year started with nomadic workshopping in many studios and eating as a 
group,�FXOPLQDWLQJ�LQ�D�ÀYH�GD\�FUHDWLYH�GHYHORSPHQW�IRU�'DPDVN�'UXP at the Abbotsford Convent.���  The 
production involved all LTP creatives, including the actors and the designers of sound, light, costume and 
videography. 'DPDVN�'UXP followed my poetic research model of responding to the multiple performances 
of all creatives and was stimulated by many sources: words; images; the grant application; and a series of 
metaphors that were compiled in an earlier provocation kit associated with 'DPDVN�'UXP from the previous 
\HDU��:KDW�GRPLQDWHG�WKH�ZRUNVKRS�ZDV�WKH�GUDZQ�LPDJH��)LJXUH�����SUHYLRXVO\�GLVFXVVHG��7KH�ZRUNVKRS

165  Appendix: Chapter 6 Completing Ha - Damask Drum (A Technology of Suicide) Application p. 2.
166  The Abbotsford &RQYHQW�LV�LQ�D�EHQG�RI�WKH�<DUUD�5LYHU�LQ�$EERWVIRUG��)RU�PRUH�WKDQ�����\HDUV��WKH�$EERWV-
ford Convent provided shelter, food, education and work for tens of thousands of women and children who experi-
enced poverty, neglect and social disadvantage. Today the site and its buildings are used for arts and education and as 
a cultural hub. It host artisans, community and cultural events and cultural institutions occupy the grounds, historic 
buildings and gardens.
167  See Appendix: 9LGHR�/LQNV�����/LPLQDO�/LYLQJ.
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explored how written text, digital images, set, costume, acting, sound, music, and light could all converge. 
After the convent workshop—in which we were able to recognise the different processes for actors and 
designers—we created two separate explorations with the writing of the text being the conduit between the 
two. There was a session where actors served the designers—a design-driven process known as the Monday 
convergence sessions—and a second session where designers would witness the actors at work—these were 
the Wednesday sessions, dedicated to actor-driven processes.��� I assigned myself the task of writing and 
rewriting the script through both session. 

)LJXUH�����6,3$5&�:RUNVKRS�&ROODJH� 
6RXUFH��'UDIÀQ�

7KH�FROODJH�RI�LPDJHV�VKRZQ�LQ�)LJXUH����H[SUHVVHV�WKH�LQWHQVLW\�RI�WKH�VL[�ZHHN�UHVLGHQF\��7KH�SULQFLSOHV�
that had governed my work up until this point—namely Jo Ha Kyu, organics and foundational practices of 
(DUWK��$LU�DQG�:DWHU���—dominated the physical and practical work. What lay hidden, however, was the 
apparent tension of every class being witnessed by students and staff—and every moment being documented 
E\�YLGHR³ZLWK�D�ÀQDO�VKRZLQJ�WR�WKH�HQWLUH�6KDQJKDL�7KHDWUH�$FDGHP\���� These observances occurred in a 
political context of an acting school that had no curriculum connection to embodied practice; only a Chinese 
version of a Russian Stanislavski training system.����7KUHH�HYHQWV�HPHUJHG�WKDW�ZRXOG�VLJQLÀFDQWO\�FKDOOHQJH�
PH��7KH�ÀUVW�ZDV�WKDW�,�KDG�WR�JLYH�D�IRUPDO�RQH�KRXU�SXEOLF�OHFWXUH�RQ�P\�ZRUN³ZKLFK�,�KDG�QHYHU�GRQH�
EHIRUH��,�FUHDWHG�D�ÀYH�OHYHO�SURJUHVVLRQ�RI�P\�UHVHDUFK��SUDFWLFH�DQG�SHUIRUPDQFH, VWDUWLQJ�ZLWK�)RXQGD-
tional Practises and working through Conceptual Practices, Creative Development, Rehearsal Practice, and 
ÀQDOO\�3HUIRUPDQFH���� The second event occurred when I was introduced in the streets of Shanghai to Mr 

168  See Appendix: 9LGHR�/LQNV������'DPDVN�'UXP�&RQYHUJHQFH�:RUNVKRSV 	����E��'DPDVN�'UXP�3RHWLF�$FWLQJ�
rehearsal.
169  In Chapter 6, the concepts of Earth, Water and Air will develop into *RQJ�)HQJ�6KXL and they will be ex-
SODLQHG�LQ�GHWDLO�LQ�&KDSWHU���
170  See Appendix: Video Links - 11. Shanghai Theatre Academy Acting presentation 2006.
171 �7KLV�DFWRU�WUDLQLQJ�V\VWHP�ZDV�EURXJKW�WR�&KLQD�LQ�WKH�����V�E\�5XVVLDQ�DFWLQJ�WHDFKHUV�VFKRROHG�LQ�WKH�6WDQ-
islavski approach. 
172 �,�KDYH�GHYHORSHG�WKLV�SUDFWLFH�SURJUHVVLRQ���FXUULFXOXP�HYHU�VLQFH��VHH�&KDSWHU�����
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6XQ³D�7DL·ML�PDVWHU�WUDLQHG�E\�KLV�PDVWHU�0U�5REHUW�:DQJ�LQ�+RQJ�.RQJ���� Through this encounter I was
H[SRVHG�WR�D�GLIIHUHQW�VW\OH�RI�7DL·ML�WKDW�EHJDQ�D�FOHDUHU�UHVHDUFK�MRXUQH\�OLQNLQJ�WDL·ML�N�WR�DFWRU�WUDLQLQJ��
,W�DOVR�UHPLQGHG�PH�RI�WKH�LPSRUWDQFH�RI�WKH�FUHDWLYH�SURFHVVV�H[LVWLQJ��ZLWKLQ�D�SXEOLF�FRQWH[W��)LQDOO\��DW�
WKH�FRQFOXVLRQ�RI�HDFK�GDLO\�VWXGHQW�FODVV��,�ZRXOG�PHHW�3URIHVVRU�*X�<LDQ�DQG�ZH�GLVFXVV�DFWRU�WUDLLQJ�DQG�
drink green tea. This ritual became a platform for many discussions about actor training and theatre making 
that I recorded in the 'UDJRQ�%RRN��VHH�)LJXUH������7KH�PRVW�LPSRUWDQW�DVSHFW�RI�WKHVH�WHD�GULQNLQJ�GLVFXV-
VLRQV�ZDV�KLV�LQWURGXFWLRQ�WR�FRQFHSWV�RI�7DL·ML�DQG�DFWRU�WUDLQLQJ�WKURXJK�WKH�FKDUDFWHUV�RI�&KLQHVH�FDOOLJUD-
SK\��,�ZRXOG�FRQWLQXH�WR�GRFXPHQW�WKLV�LQWHUFKDQJH�H[FKDQJH�WR�WKLV�GD\����

)LJXUH�����'UDJRQ�%RRN��� ��)LJXUH�����([DPSOH�SDJH�'UDJRQ�%RRN�
6RXUFH��'UDIÀQ��� � ��6RXUFH��'UDIÀQ�

$IWHU�P\�ÀUVW�WULS�WR�&KLQD�,�UHWXUQHG�WR�$XVWUDOLD�WR�ODXQFK�RXU�XSFRPLQJ�SURGXFWLRQ�RI�'DPDVN�'UXP�with
LTP. We invited over eighty industry people to celebrate our tenancy at the Abbotsford Convent, to share 
food and screen video excerpts of our practice and preparation of our up coming production 'DPDVN�'UXP.
This gathering provided an opportunity for some public clarity around the research, training and production 
structure of the company. 

,�UHWXUQHG�WR�$VLD�LQ�$XJXVW������RQ�D�UHVHDUFK�ÀHOG�WULS�WR�6KDQJKDL��%HLMLQJ��+RQJ�.RQJ��-DNDUWD�DQG�
ÀQDOO\�%DOL��'XULQJ�WKLV�IHOORZVKLS�SHULRG��,�UHFRQQHFWHG�DQG�UHYLHZHG�P\�SUHYLRXV�ZRUN�ZLWK�6,3$5&�DQG�
while in Asia, I also made some connections for potential work for LTP. The fellowship aspect provided a 
period for introducing new threads that exposed gaps in my understanding of my artistic practice—especial-
O\�LWV�UHODWLRQVKLS�WR�7DL·ML��7KLV�SHULRG�DOVR�SURYLGHG�DUHDV�RI�WDFLW�FRQQHFWLRQV�WKDW�RSHQHG�XS�TXHVWLRQV�IRU�
further inquiry. It was a Ha�SHULRG�RI�OLVWHQLQJ�DQG��DFFHSWLQJ��RI�FRQÁLFWHG�IHHOLQJV�RI�QRW�NQRZLQJ�DQG�\HW�
sensing at the same time; and of documenting—digitally and through written notes—thoughts and transla-
tions of conversations in the Dragon Book. In retrospect this was [Ma] moments within a Ha period; it was 
a period of disruption and complexity, while externally observing and experiencing; a time in which so many

173  See Appendix: 9LGHR�/LQNV³����7DL·ML�LQ�WKH�6WUHHWV�6KDQJKDL�����.
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material questions emerged alongside new practical explorations.���

0\�UHFRQQHFWLRQ�ZLWK�*X�<LDQ�DQG�RXU�FRQWLQXHG�WHD�GULQNLQJ�FRQYHUVDWLRQV�QRZ�FRQÀUPHG�WKDW�KH�ZDV�
central to my fellowship; it revealed conceptual areas that connected intuitively with my artistic practice, but 
ZKLFK�GHPDQGHG�IXUWKHU�SUDFWLFDO�LQYHVWLJDWLRQV�EH�LQWHJUDWHG�LQWR�WKDW�SUDFWLFH��7KHVH�GLVFXVVLRQV�ÁRRG-
ed me with so much conceptual information—which I would digest over time at a future somatic learning 
point—I  nonetheless sensed them as being important in the moment. 

5HYHODWLRQV�IURP�*X�<LDQ�FRQYHUVDWLRQ���

*X�<LDQ��¶7KH�ERG\�LV�QRW�D�PHFKDQLFDO�WKLQJ�LW�LV�MXVW�>«@�OLNH�D�SDUW�RI�WKH�XQLYHUVH��7KH�VXQ�DQG�WKH�PRRQ�DIIHFW�XV��
7KH�ÀYH�RSHQLQJV��QRVH��PRXWK��VNLQ��H\HV��HDUV��WKURXJK�*RQJ�LV�WKH�NH\�WR�WKRVH�VHQVHV�EHLQJ�DZDUH�RI�RXU�H[WHUQDO�
FRQQHFWLRQV·��

Draf (revelations):�7KH�NH\�WR�*RQJ�DQG�7DL·ML�LV�XS�GRZQ�HQHUJLHV��KRUL]RQ��DQG�H[SDQVLRQ�DQG�FRQWUDFWLRQ�RI�WLPH��
+RZ�GRHV�*RQJ�DQG�H[WHUQDO�SHUFHSWLRQV�UHODWH�WR�DFWLQJ�DQG�LQQHU�PRYHPHQW�RU�WKH�FUHDWLYH�LPSXOVH"

*X�<LDQ��¶7KH�DFWRU�QHHGV�WR�ÀQG�SOHDVXUH�DQG�SOD\�LQ�WKH�WUDLQLQJ·��

Draf:�,�DP�UHPLQGHG�RI�WKH�ZRUGV�RI�P\�7DL·FKL�WHDFKHU�*RK�/D\�.XDQ��¶\RX�GR�QRW�GR�7DL·ML�\RX�SOD\�7DL·ML·��

)LJXUH�����'UDJRQ�%RRN�+DQGV�DQG�)HHW������)LJXUH�����*X�<LDQ�&DOLJUDSK\�¶8S�LV�GRZQ�XS· 
6RXUFH��'UDIÀQ��� � � ������6RXUFH��'UDIÀQ��

*X�<LDQ��7KH�NH\�WR�XQGHUVWDQGLQJ�HQHUJ\�PRYHPHQW�WKURXJK�WKH�ERG\�LV�LQ�WKH�IRXU�SRLQWV�LQ�KDQG�DQG�IHHW�� ᐑ�OiR�
JǀQJ�DQG�ᾛ Ἠ�\ŁQJ�TXiQ��

Draf:�+RZ"

174  This period involved viewing the 200-hours of video documentation from my previous excursion to China;
interviewing three key Chinese director teachers; and documenting eight hours of demonstrations and conversations 
E\�WKH�7DL·ML�PDVWHU�0U�6XQ���
175  These conversations, which usually took about two hours each, were always accompanied by tea drinking. I
knew that during this time, new concepts, new worlds and new ideas were being presented to me. I always remained 
RSHQ�DQG�PDGH�QRWHV��7KH�GLDJUDPV�VKRZQ�LQ�)LJXUHV����	����DUH�LQGLFDWLYH�RI�PXOWLSOH�SDJHV��6HH�$SSHQGL[��&KDS-
WHU���&RPSOHWLQJ�+D�²�'UDJRQ�%RRN�&DOOLJUDSK\�H[DPSOH�SDJHV�ZLWK�*X�<LDQ�SS�������
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*X�<LDQ�HTXDWHV�LQQHU�PRYHPHQW��LPSXOVH��ZLWK�HQHUJ\�DQG�WKH�PHWDSKRU�RI�ZDWHU�

7DL·ML�is connected to inner movements, the inner movement and impulses of the
DFWRU�HTXDWH�WR�ZDWHU��:DWHU�LV�DOZD\V�FKDQJLQJ�DQG�LQGLFDWHV�ÁRZ�RI�HQHUJ\��WKRXJKWV��IHHOLQJV�DQG�WKH�HPR-
tion. The energy of the water is determined by the shape of the vessel. Thus the Actor awareness training must 
FRPH�FDPH�EDFN�WR�EHFRPLQJ�ZDWHU·���6HH�$SSHQGL[��*X�<DQ�,QWHUYLHZ�7UDQVFULSW��th Tape #1 September
2006 p. 4)

:DWHU�LV�VXFK�D�YLYLG�LPDJH�EXW�KRZ�FDQ�7DL·ML�DV�D�SUDFWLFDO�H[HUFLVH�KHOS�PDNH�DFWRUV�LQWR�EHLQJ�ZDWHU"�
Will it make them better actors?���

*X�<LDQ�DUUDQJHG�WKUHH�WZR�KRXU�PHHWLQJV�ZLWK�WKH�7DL·ML�PDVWHU�0U�6XQ���� As he was not the student dis-
ciple chosen to teach, he said he could only meet three times on certain conditions. He would demonstrate 
and talk but could not coach me; his reason for agreeing to meet was based on the fact that I was researching 
7DL·ML·V�FRQQHFWLRQ�WR�DFWLQJ��+H�DOORZHG�WKH�VHVVLRQV�WR�EH�GRFXPHQWHG�WKURXJK�YLGHR��6R�PXFK�ZDV�FRY-
HUHG�GXULQJ�WKHVH�PHHWLQJV��PXFK�RI�LW�UHODWHG�WR�WKH�PDUWLDO�DUW�RI�ÀJKWLQJ��DQG�VRPH�HOHPHQWV�GLG�UHVRQDWH�
LQ�SURYLGLQJ�VRPH�GLUHFWLRQV�RU�EHJLQQLQJV�WR�XQGHUVWDQG�7DL·ML·V�UHODWLRQVKLS�WR�DFWRU�WUDLQLQJ�DQG�FUHDWLYH�
SURFHVVHV��+RZHYHU��LW�DOVR�KLJKOLJKWHG�D�JDS�LQ�P\�FRQFHSWXDO�DQG�SKLORVRSKLFDO�NQRZOHGJH�RI�7DL·ML��0U�
Sun introduced so many poetic concepts of energy, time and space movement. What really resonated, how-
ever, was his emphasis on the imagination and the nature of the self, the spiral, repetition and the importance 
of resistance. The documentation—alongside notes I had made—was transcribed into the 'UDJRQ�%RRN.

,PDJLQDWLRQ�FRQFHSWXDO�QRWHV�'UDJRQ�%RRN���

:KHQ�\RX�PRYH�\RXU�LPDJLQDWLRQ�LV�PRYLQJ�\RX��

7KURXJK�WKH�RSHQ�ERG\³ᇅ�Gɵ�NăL��RSHQ�ERG\��RSHQ�ZLGH�³\RX�FDQQRW�IRFXV�WKH�LPDJLQDWLRQ�RQ�RQH�PRPHQW�DQG�
VSUHDG�LW�RXW�OLNH�D�PLVW���ZLGH�RSHQ�

176  4XHVWLRQV�WR�EH�DGGUHVVHG�RYHU�WLPH�DQG�FODULÀHG�ODWWHU�LQ�&KDSWHU���
177 �0U�6XQ�ZDV�WKH�PDQDJLQJ�GLUHFWRU�RI�D�ÀOP�SURGXFWLRQ�FRPSDQ\�DQG�ZDV�GLVFLSOH�RI�WKH�7DL·ML�PDVWHU�0U�
Robert Wang in Hong Kong (see Appendix: 9LGHR�/LQNV�������7DL·ML�LQ�WKH�6WUHHWV�6KDQJKDL������� He also trained in
many other forms of martial arts. He later made a documentary about Mr Wang after his death (see Appendix: 9LGHR�
/LQNV��������0U�:DQJ�.
178  These revelations were conceptual and not in my body as Mr Sun demonstrated or explained them.  They
became a foundation, however, for the practical, future investigations of my own personal daily practice called Land 
6XUÀQJ��6HH�&KDSWHU����
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)LJXUH�����.DL�(QHUJ\���RSHQ�VSUHDG�LW�RXW�OLNH�WKH�PLVW��'UDJRQ�%RRN��
6RXUFH��'UDIÀQ�

Everything is outside, ‘,�DP�\RX�DQG�\RX�DUH�PH·��WKHUH�LV�QR�VHOI�RQO\�KRUL]RQ��<RX�DUH�WKH�KRUL]RQ�\RX�DUH�WKH�XQL-
verse. Everything is outside.   

)LJXUH�����7DLML�DQG�WKH�,PDJLQDWLRQ��'UDJRQ�%RRN��
6RXUFH��'UDIÀQ�

If you make effort there will be resistance. ;Ljୗ �'RZQ��MLjQJ�connect to ground and energy will come up.

All movements in open body involve a spiral. 

Practice—take time to digest understand something and then do it often until you understand nothing.���

,�KDG�SUHYLRXV�PDGH�LQWXLWLYH�WUDLQLQJ�OLQNV�EHWZHHQ�7DL·ML�DQG�WKHDWUH�WUDLQLQJ��QRZ��KRZHYHU��LWV�UHODWLRQ-
ship to the imagination had become central to my investigations into the moment of transformation in the 
FUHDWLYH�DFW��,Q�DGGLWLRQ�WR�SUDFWLVLQJ�7DL·ML��,�QRZ�IHOW�WKDW�LW�ZDV�WLPH�WR�VWXG\�LW�WKHRUHWLFDOO\��QRW�DV�DQ�
actual practice or a movement aesthetic, but WKURXJK�the researching and distinguishing distinct and deeper
SKLORVRSKLFDO�DQG�FRQFHSWXDO�SUDFWLFHV�WR�EHFDPH�WKH�EDVH�XSRQ�ZKLFK�WR�H[WHQG�P\�NQRZOHGJH�RI�WDLML��7KLV�
GHVLUH��KRZHYHU��ZDV�LQWHUUXSWHG�E\�WKH�QHHG�WR�GR�VRPH�/73�EXVLQHVV�LQ�%HLMLQJ�DQG�+RQJ�.RQJ��

,Q�%HLMLQJ�,�YLVLWHG�WKH�'DVKDQ]L�$UW�'LVWULFW�ZKHUH�,�KDG�D�YHU\�HQFRXUDJLQJ�H[SORUDWLYH�PHHWLQJ�ZLWK�WKH�
PDQDJHU�RI�6SDFH�����DQG�ZH�GLVFXVVHG�WKH�SRVVLELOLW\�RI�KRXVLQJ�/73·V�FRPLQJ�SURGXFWLRQ�RI�'DPDVN�

179  6HH�$SSHQGL[��&KDSWHU���&RPSOHWLQJ�+D�²�'UDJRQ�ERRN�IRU�RULJLQDO�FRSLHV�WUDQVFULSW�SS�������H[DPSOH�RI�
moments from Mr Sun Transcript especially on imagination. 
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Drum.���

)LJXUH�����6SDFH�����'DVKDQ]L�$UW�'LVWULFW�%HLMLQJ�
Source: KWWSV���HQ�ZLNLSHGLD�RUJ�ZLNL����B$UWB=RQH��$FFHVVHG�$XJXVW������

I then visited the Cattle Depot Artist Village in Kowloon Hong Kong, and met with On and On Theatre 
:RUNVKRS��:H�SODQQHG�IRU�DQ�/73�DFWRU�WUDLQLQJ�SURMHFW�ZKLOH�,�ZDV�LQ�+RQJ�.RQJ��ZKLFK�ZDV�ODWHU�VXF-
cessful in gaining funding with the Australia China Council and some funding in Hong Kong.

)URP�WKHUH�,�WUDYHOOHG�WR�-DNDUWD�WR�PHHW�DQG�KDYH�D�VHULHV�RI�FRQYHUVDWLRQV�ZLWK�6DUGRQR��LQ�WKH�KRSH�RI�
isolating the central principles of his practice.  

� 6DUGRQR�5HYHODWLRQ

� ¶$UWLVWV�GHYHORS�WKURXJK�D�SUDFWLFH�WKDW�LV�LQ�GLDORJXH�ZLWK�WKH�PDQ\�FXOWXUHV�DQG�VRFLHWLHV�WKDW�H[LVW�DW�WKH��
� WLPH�RI�WKHLU�SUDFWLFH��QRW�E\�KDYLQJ�D�VROLWDU\�FRQYHUVDWLRQ�ZLWK�RQHV�FKRVHQ�DUW�IRUP·��6DUGRQR�.XVXPR��6HH��
� $SSHQGL[��&KDSWHU���&RPSOHWLQJ�+D�²�)HOORZVKLS�$TXLWDO�5HSRUW�S������

� 6DUGRQR�GLYHUWHG�WKH�FRQYHUVDWLRQ�DZD\�IURP�DFWXDO�SUDFWLFH�WR�XQGHUVWDQGLQJ�WKH�FRQWH[W�LQ�ZKLFK�RQH�SUDF�
� WLFHV��$OWKRXJK�DV�ERWK�D�WUDGLWLRQDO�DQG�FRQWHPSRUDU\�GDQFHU³DQG�KDYLQJ�ZRUNHG�DV�D�\RXQJ�PDQ�ZLWK���
� 0HUFH�&XQQLQJKDP��0HUHGLWK�0RQN��3HWHU�%URRN�DQG�$ULDQH�0QRXFKNLQH³KH�ZDV�PRUH�LQWHUHVWHG�LQ�WHOOLQJ��
� PH�SLYRWDO�HYHQWV�LQ�KLV�OLIH��DV�D�\RXQJ�PDQ�LQ�1HZ�<RUN�EHLQJ�JLYHQ�DQ��PP�PRYLH�FDPHUD�ÀOPLQJ�VWUHHW�OLIH��
� DQG�SHRSOH��OLYLQJ�ZLWK�WKH�'D\DN�SHRSOH�LQ�.DOLPDQWDQ��DQG�ZDWFKLQJ�KLV�IDWKHU�ZKR�ORRNHG�� � �
� DIWHU�WKH�FDUULDJHV�IRU�WKH�6XOWDQ�RI�6ROR��-DYD��LQ�WKH�3DODFH��7KLV�FRQYHUVDWLRQ�VWLOO�ULQJV�LQ�P\�HDUV�QRZ��
� DQG�ZDV�D�SLYRWDO�WXUQLQJ�SRLQW�LQ�P\�IHOORZVKLS����

:KLOH�LQ�-DNDUWD��6DUGRQR�LQYLWHG�PH�WR�UHWXUQ�LQ�-XQH������WR�VHW�XS�D�SURMHFW�ZKHUH�,�ZRXOG�LQWHUIDFH�P\�
SUDFWLFH�ZLWK�WUDGLWLRQDO�SUDFWLFHV�LQ�,QGRQHVLD·V�PDMRU�DUWV�WUDLQLQJ�LQVWLWXWLRQ��,QGRQHVLDQ�.HVHQLDQ�-DNDUWD�
�,.-���+H�ZRXOG�IXQG�WKLV�IURP�D�'XWFK�(UDVPXV�)RXQGDWLRQ�JUDQW��,�WRRN�WKH�RSSRUWXQLW\�WR�UHWXUQ�WR�%DOL�WR

180 �6SDFH�����LQ�WKH�'DVKDQ]L�$UW�'LVWULFW��DV�VKRZQ�LQ�)LJXUH�����KRXVHV�D�WKULYLQJ�DUWLVWLF�FRPPXQLW\�ZLWKLQ�DQ�
old industrial ammunitions factory designed in the style of the Bauhaus. It houses artists, spaces, galleries and artisans 
together on one large site.  
181  This conversation reminded me of the importance of community context and the relational nature of ones 
work, beyond the aesthetic focus of the art form.
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PHHW�XS�ZLWK�P\�ÀUVW�$VLDQ�WHDFKHU�,GD�%DJXV�6XWDUMD���

)LJXUH�����0DVN�FDUYHU�DQG�GDQFH�WHDFKHU�,GD�%DJXV�6XWDUMD�
Source: Photo Mary Sitarenos. 

,GD�%DJXV�ÀUVW�LQWURGXFHG�PH�WR�$VLDQ�FRQFHSWV�RI�WUDLQLQJ�DQG�DUWLVWLF�SUDFWLFH�WKURXJK�WKH�PDVN�LQ�������,�
was looking forward to reconnecting and resuming these discussions after so many years. Unfortunately, on 
DUULYLQJ�,�GLVFRYHUHG�WKDW�KH�KDG�GLHG�MXVW�D�IHZ�PRQWKV�EHIRUH�P\�YLVLW��7KLV�FDPH�DV�TXLWH�D�VKRFN�WR�PH��
as he was not an old man.��� I spent a day with his family and I will always miss this wily, humorous and
YHU\�ZLVH�WHDFKHU�ZKR�ZDV�LQÁXHQWLDO�LQ�EHJLQQLQJ�P\�DVVRFLDWLRQ�ZLWK�$VLDQ�DUWV�SUDFWLFH�DQG�WKH�EHJLQ-
ning to this Asian Thread.   

I returned back from Asia with the reality of directing a theatre company and a production of Damask Drum.

� 'DPDVN�'UXP³$�SRHWLF�MRXUQH\�LQWR�GHDWK��GHVLUH�DQG�LOOXVLRQ

� �7KH�ZLQGRZV�WKDW�KDXQW�XV�ZLWK�ZKDW�ZH�VHH�DQG�WKH�FROG�ZLQG�RI�LVRODWLRQ�WKDW�EORZV�EHWZHHQ�WKH�EXLOGLQJV��
� RI�ZKDW�ZH�GR�QRW�NQRZ��WKH�GHHS�JDS�EHWZHHQ�RQH·V�GHVLUHV�DQG�WKH�VLOHQFH�RI�UHDOLW\��WKH�UHÁHFWLRQV�LQ�WKH��
� GHHS�SRRO�RI�RXU�\HDUQLQJV·����

182 �0\�ODVW�PHHWLQJ�ZLWK�,GD�%DJXV�6XWDUMD�ZDV�LQ�������,GD�%DJXV�ZDV�D�%UDKPLQ�SULHVW��GDQFHU�DQG�FDUYHU�ZKR�
loved curry lamb and rice that his doctor often said he should stop eating or else it would kill him. He did not stop and 
,·P�VXUH�KH�ZDV�QRW�ZRUULHG�DERXW�GHDWK��IRU�KH�NQHZ�KH�ZRXOG�EH�UHLQFDUQDWHG��%HVW�NHHS�HDWLQJ�ODPE�FXUU\��
183 See Appendix: Chapter 6 Completing Ha—'DPDVN�'UXP, Program Notes, p. 2.
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)LJXUH�����0DUNHWLQJ�&DUG�'DPDVN�'UXP�
6RXUFH��'HVLJQHG�E\�$ODQ�.QRHSÁHU�

The program note for 'DPDVN�'UXP�VXPPDULVHV�WKLV�FRQFOXGLQJ�&KDSWHU���Jo stage (Completing Ha: Jo

�����������ZLWK�DOO�LWV�JDSV��DV�ZHOO�DV�WKH�E\�OLQHV�VKRZQ�LQ�)LJXUH�����$�GUHDP�RI�GHVLUH��GHOXVLRQ���DQ�
encounter between life and death) heralding an even greater Ha�EUHDN�ZKLFK�ZDV�\HW�WR�FRPH���)URP�D�PXO-
titude of swirling threshold experiences in Asia, I returned to the reality of mounting a production and also 
being confronted with the Abbotsford Convent announcing it would not extend our lease. It was a time of 
unaware gaps; unaware of how the China experience could impact on my work and of what role LTP would 
play in that research. 'DPDVN�'UXP itself is a story of gaps (see below) and it was a production dominated
by the need to survive. In this memory room, photos, reviews and videos triggered my memory of the pro-
duction. What emerged underneath this was the emotional memory that our dog Greta was lost during most 
of the production, and was only found in the last days of the season.

)LJXUH�����$ODQ�.QRHSÁHU�DV�WKH�'HPRQ�6SLULW�LQ�'DPDVN�'UXP�
6RXUFH��)URP�9LGHRJUDSKHU�,YDQND�6RNRO�

,�ZDV�GHÀQLWHO\�VWLOO�SURFHVVLQJ�WKH�LPSDFW�RI�WKH�IHOORZVKLS�RQ�P\�ZRUN��WKLV�SURGXFWLRQ�XQIROGHG�GXH�WR�WKH�
skills of those creatives involved, through my previous known practices and those of LTP. ��� Our adaptation

184  All the creatives involved—actors, designers, operators and production and stage mangers—had engaged in
/73·V�WUDLQLQJ��LW�ZDV�D�IRXQGDWLRQDO�SUDFWLFH�WKDW�ZDV�FHQWUDO�WR�WKLV�SURGXFWLRQ��6HH�$SSHQGL[��&KDSWHU���&RPSOHWLQJ�
Ha – 'DPDVN�'UXP Program Notes,  pp. 2-3, for the full creative team.
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of 'DPDVN�'UXP�VSUXQJ�GLUHFWO\�IURP�WKH�FUHDWLYH�GHYHORSPHQW�RI�RXU�FRQYHUJHQFH�ZRUNVKRSV�VLJQLÀHG�E\�
D�GUDZLQJ��VHH�)LJXUH�������,W�DOVR�IRFXVHG�RQ�KRZ�ZULWWHQ�WH[W��GLJLWDO�LPDJHV��VHW��FRVWXPHV��DFWLQJ��VRXQG��
music, and lighting could all converge. 

The narrative of 'DPDVN�'UXP��D�SRHWLF�MRXUQH\�LQWR�D�WHFKQRORJ\�RI�GHDWK��GHVLUH�DQG�GHOXVLRQ��ZDV�GULYHQ�
by the gap between two buildings where a man committed suicide; a metaphoric gap between death and life 
where the dead man—now a demon—draws the woman of his desire into the underworld. The most explor-
atory gap, however, was between a body and a moving image. The challenge for LTP was how to make a 
OLYLQJ��PRYLQJ�HQFRXQWHU�EHWZHHQ�D�ÁHVK�ERG\�DQG�D�SUH�UHFRUGHG�YLGHR�LPDJH"�:H�PDQDJHG�WR�DFKLHYH�
WKLV�WKURXJK�WKH�XVH�RI�WKUHH�PRYDEOH�SURMHFWRUV�SURMHFWLQJ�RQWR�EODFN�VXUIDFHV��LQ�RUGHU�IRU�D�IUDPH�QRW�
to be seen); multiple movable black surfaces (scrims, curtains and mirrors), which were operated by three 
seen-puppeteers (such as in Japanese Banraku style). The scale, texture and relationship of the video image 
could in turn affect or be affected by the living actor.��� The audio and visual was awared a Green Room
$ZDUG�IRU�OLJKWLQJ�'HVLJQ�$XGLR�9LVXDO��7KHDWUH��

)LJXUH�����'DPDVN�'UXP Actor and Video.
Source: Videographer Ivanka Sokol.

The reviews of 'DPDVN�'UXP were very powerful. As John Bailey "theatre critic from of Real Time" 
maga]LQH�QRWHG�RI�WKH�SURGXFWLRQ��¶$�YLVLRQ�ZLWK�DQ�H[FRULDWLQJ�HPRWLRQDO�EOHDNQHVV�YHUJLQJ�RQ�WKH�XQEHDUD
EOH��

EXW�UHDOLVHG�LQ�VXFK�DQ�DVWRQLVKLQJO\�RULJLQDO�DQG�FRPSOHWH�ZD\�WKDW�,�FRXOGQ·W�KHOS�EXW�EH�WUDQVÀ[HG�·��� In 
another review from the blog Theatre Notes, Alison Croggon  wrote that: ‘The Damask Drum is not only 
theatre that has poetry in it - which is one thing - but something rather more rare: a poetic theatre, working 
WUDQVIRUPDWLRQV�ULFK�DQG�VWUDQJH·���� 'HVSLWH�WKH�VKRZ·V�FULWLFDO�VXFFHVV��ZH�GLG�QRW�PHHW�RXU�EXGJHW�DQG�ZH� 
were all exhausted—particularly after packing down and transporting everything back to our studio from the 
Richmond warehouse we had transformed into a makeshift theatre.����6DUGRQR·V�ZRUGV³¶D�VROLWDU\�FRQYHU-185 See Appendix: Video Links—12. Damask Drum Performance 2006.
186 See Appendix: Chapter 6 Completing Ha – Reveiws 'DPDVN�'UXP .
���   See Appendix: Chapter 6 Completing Ha – Green Room Award.
���  Transforming an old warehouse in Nicholson Street, Richmond, into a space to perform in was a monumen-
tal effort. We had to paint the space black, construct curtains and a seating bank, contruct lighting, video  and audio 
JULG�KDYH�WKUHH�SKDVH�SRZHU�LQVWDOOHG��DQG³GXH�WR�RQH�PHPEHU�RI�WKH�FDVW�KDYLQJ�DQ�LPPXQH�GHÀHQF\�GXH�WR�FDQFHU�
WUHDWPHQW³ZH�KDG�WR�FOHDU�LW�RI�DOO�GXVW��7KLV�PHDQW�YDFXXPLQJ�QRW�RQO\�WKH�ÁRRU�EXW�DOVR�WKH�ZDOOV��FHLOLQJ�DQG�DOO�WKH�
URRÀQJ�VWUXWV���
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VDWLRQ�ZLWK�RQHV�FKRVHQ�DUW�IRUP·³UDQJ�GHHSO\��$W�WKLV�WLPH�,�ZDV�KDYLQJ�D�VROLWDU\�FRQYHUVDWLRQ�ZLWK�P\�
own research, but was not having a deeper conversation where I was listening with cultures and ideas out-
side of myself. 

At this point I was left with another gap and another threshold; another [Ma] moment. Much had been 
achieved, but something was not complete and this lay in the continuation of my fellowship in Asia.  

2. Ha �����²�����7KH�7UXH�)HOORZVKLS³VHDUFKLQJ�WKH�KHDUW�RI�WKH�PDWWHU

,Q�WKH�FLWLHV�UHÁHFWHG�ZDWHUV
The gap fall into another gap
)DOOV�LQWR�DQRWKHU�JDS
)DOOV�LQWR�DQRWKHU�JDS��
('DPDVN�'UXP�6FULSW��'UDIÀQ������S����

)LJXUH�����5REHUW�'UDIÀQ·V�DQG�/LPLQDO�&KLQD�%XVLQHVV�&DUG�
6RXUFH��'UDIÀQ��

During this period I gained permission to have my fellowship spread out over three years; this gave me 
PRUH�WLPH�WR�SXUVXH�P\�UHVHDUFK��EXW�LW�DOVR�PHDQW�,�KDG�WR�ÀQG�PRQH\�WR�IXQG�LW��ZKHUH�WKH�IHOORZVKLS�ZDV�
QRW�HQRXJK�WR�FRYHU�P\�ÀQDQFLDO�UHVSRQVLELOLWLHV�LQ�$XVWUDOLD�����)RUWXQDWHO\��,�ZDV�DEOH�WR�ÀQG�SDLG�ZRUN�
in Asia, which—although I would tag as LTP co-productions—allowed me opportunities to continue my 
explorations. This was a period that saw me work in China, Indonesia, Taiwan, Singapore and Hong Kong. 
It was a period, however, that was dominated by my experiences in China and Indonesia: China became the 
theoretical home exposing ideas I would experience through the Indonesian lens of the practical, poetic and 
the spiritual.   

This completion of my Ha phase is a messy tsunami of ideas; it exposed me to so much—the practical 
implications of which I am only now starting to understand.��� It was a period of collecting resonances,

189 �0RVW�RI�P\�IHOORZVKLS�ZDV�XVHG�WR�VXEVLGL]H�WUDYHO��VWXGLR�UHQW�DQG�DFWLYLWLHV�XQGHUWDNHQ�IRU�/73��VR�,�KDG�WR�
ÀQG�ZRUN�RXWVLGH�/73�DFWLYLWLHV��WR�SD\�IRU�P\�PRUWJDJH�DQG�OLYLQJ�H[SHQVHV��,W�LV�VLJQLÀFDQW�KHUH�WR�QRWH�WKDW�,�ZRXOG�
not direct another LTP production until 2013.
190  In this three-year period, I applied for nine visa entries to various Asian countries.
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UHÁHFWLRQV��OLVWHQLQJ�WR�RWKHUV�DV�ZHOO�DV�D�PRXQWDLQ�RI�SHUVRQDO�HYHQWV��7KH�SHULRG�LV�GRPLQDWHG�E\�UHDO�DQG�
PHWDSKRULF�WUDQVLW�ORXQJHV�DQG�WKUHVKROG�JDSV�WKDW�MXVW�UROOHG�LQWR�HDFK�RWKHU��FRPSOHWLQJ�D�SHULRG�ZKHUH�P\�
ERG\�ÀQDOO\�DVNHG�WKH�PDMRU�TXHVWLRQ��ZKDW�LV�WKH�KHDUW�RI�WKH�PDWWHU"

����7KH�&ROOHFWRU³3XUVXLQJ�WKH�*DSV�����

¶5HWKLQN�$XVWUDOLDQ�/DERUDWRU\�VHWXS�DQG�SRVWSRQH�WKLV�$XVWUDOLDQ�UHVHDUFK�WR�HQG�RI�IHOORZVKLS·����

,Q�HDUO\�������,�FRQGXFWHG�D�ODERUDWRU\�ZRUNVKRS�LQ�$XVWUDOLD�EXW�TXLFNO\�UHDOLVHG�,�GLG�QRW�IXOO\�XQGHUVWDQG�
the application of new inputs and the changes they made in my practical work. Time to step back from being 
the knowing one. Being open to what experiences presented themselves to me—as opposed to me being in 
WKH�GULYHU·V�VHDW³ZDV�D�VLJQLÀFDQW�GLUHFWLRQ�IRU�D�ÀHOG�WULS�WR�,QGRQHVLD³DQG�ZDV�DOVR�WKH�XQGHUO\LQJ�PHV-
sage of this Ha phase.

,�ZDV�LQYLWHG�E\�WKH�DUWV�VFKRRO�,QVWLWXW�.HVHQLDQ�-DNDUWD��,.-��WR�VHW�XS�D�WKHDWUH�3URMHFW��,W�EURXJKW�PH�
LQWR�FRQWDFW�DJDLQ�ZLWK�6DUGRQR�DQG�LQWURGXFHG�PH�DOVR�WR�6ODPHW�5DKDUGMR�'MDURW��6DUGRQR�KDG�SURPSWHG�
WKH�TXHVWLRQ��¶KRZ�FDQ�\RX�FUHDWH�D�SURMHFW�LQ�-DNDUWD�ZLWK�PDQ\�VWXGHQWV�IURP�-DNDUWD�ZLWKRXW�EHFRPLQJ�
D�FLWL]HQ�RI�-DNDUWD"·� He arranged a daily motorbike trip where as a pillion passenger I travelled around at
ZKLP��,�H[SHULHQFHG�YHU\�FORVH�DW�KDQG�WKH�VPHOOV�DQG�WKH�FKDRV��WKH�ROG�DQG�WKH�QHZ��WKH�VL]H��WKH�ZHDOWK\��
the poor; the pollution; and the overwhelming contradictions and energy of this huge city. One evening I 
KDG�GLQQHU�DW�6DQJJDU�7HDWHU�3RSXOHU³WKH�KRPH�DQG�VWXGLR�RI�6ODPHW�5DKDUGMR·V�7KHDWUH�&RPSDQ\��6ODPHW�
VKDUHG�YLGHRV�RI�KLV�ZRUN�DQG�,�VKRZHG�KLP�H[FHUSWV�IURP�/73·V�ZRUN��,�ZDV�H[FLWHG�E\�WKH�VLPLODULW\�DQG�
FRQJUXHQFH�RI�RXU�SKLORVRSKLHV�DQG�SUDFWLFH��ZKHUH�WKH\�GLIIHUHG�ZDV�KLV�SUDFWLFH�ZDV�ÀUPO\�SODFHG�LQ�D�
community and cultural context, which again challenged the context and scope of my own practice. 

)LJXUH�����2QDQG2Q�$FWLQJ�:RUNVKRS�,QWHQVLYH�������
Source: OnandOn Marketing.
191 �6HH�$SSHQGL[��&KDSWHU���&RPSOHWLQJ�+D���)HOORZVKLS�$FTXLWWDO�5HSRUW��S�����
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I had a similar response to a four-week acting intensive I conducted in Hong Kong in September, working 
with urban actors who had had a predominately contemporary version of Stanislavski training. I based this 
ZRUNVKRS�DJDLQ�RQ�WKUHH�RI�WKH�ÀYH�OHYHO�SURFHVVHV�,�KDG�DUWLFXODWHG�LQ�&KLQD�WKH�SUHYLRXV�\HDU���� At the
FRQFOXVLRQ�RI�WKH�ZRUNVKRS��1J�:DL�6KHN��+RQJ�.RQJ�DFWRU��DFWRU�WUDLQHU�DQG�7DL·ML�SUDFWLWLRQHU�³ZKR�KDG�
WUDLQHG�DW�WKH�7KHDWUH�7UDLQLQJ�5HVHDUFK�3URJUDP�LQ�6LQJDSRUH��7753�³VXJJHVWHG�,�VKRXOG�ÀQG�RXW�DERXW��
DQ�DUHD�,�GLG�QRW�ÀQG�WLPH�WR�SXUVXH�XQWLO�WKH�IROORZLQJ�\HDU��+RZHYHU�IURP�WKH�+RQJ�.RQJ�ZRUNVKRS�LW�ZDV�
FOHDU�WKDW�,�QHHGHG�WR�GHHSHQ�P\�SUDFWLFH�DQG�WKH�NLQDHVWKHWLF�NQRZOHGJH�RI�7DL·ML�DQG�-LQJ�4L�6KHQ seemed
NH\�WR�WKLV�IXUWKHU�FODULÀFDWLRQ���

)LJXUH�����*X�<LDQ�DQG�'UDIÀQ�,QWHUYLHZV������
Source:Videographer Ivanka Sokol.

I immediately travelled to Shanghai; after viewing all the video documentation of my previous stay—and 
after reviewing my Dragon Book notes—I arranged to have three two-hour conversations with Professor Gu 
<LDQ��7KHVH�FRQYHUVDWLRQV�ZRXOG�EH�ÀOPHG�DQG�ODWWHU�WUDQVFULEHG��7KLV�ERG\�RI�NQRZOHGJH��DQG�WKH�RQJRLQJ�
UHODWLRQVKLS�ZLWK�3URIHVVRU�*X�<LDQ��ZRXOG�VWLPXODWHG�P\�WKLQNLQJ�DQG�SUDFWLFH�WR�WKLV�GD\��

)LJXUH�����'UDIÀQ�DQG�*X�<LDQ�,QWHUYHLZV������
Source: Ivanka Sokol Videographer.

7KH�REMHFW�RI�WKHVH�GLVFXVVLRQV�GUHZ�RQ�P\�IHOORZVKLS�H[SHULHQFHV��DGGUHVVLQJ�WKH�LQWHUIDFH�RI�WUDGLWLRQDO�
DQG�FRQWHPSRUDU\�SUDFWLFH�WKURXJK�D�&KLQHVH�OHQV³RU�PRUH�VSHFLÀFDOO\��D�7DL·ML�OHQV��%XW�WKH\�ZHUH�DEOH�WR�
activate so much more; they changed my perception of many of my practices. We employed a very

192  The basis of these workshops was the foundational practices of ground, water and air; the conceptual prac-
tices of Jo Ha Kyu; organics; plastiques and poetic research—conversations between logos as mythos. See Appendix: 
&KDSWHU���&RPSOHWLQJ�+D���+RQJ�.RQJ�/LPLQDO�7UDLQLQJ�:RUNVKRS������DQG�Video Links:– 13. Hong Kong  Re-
VHDUFK�/DEDUDWRU\�����.
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successful process we had begun in our previous encounter (see )LJXUH����	�������I would introduce most of-
WHQ�D�VLQJOH�ZRUG³DV�FRQFHSW�²DQG�*X�<LDQ�ZRXOG�GUDZ�RQ�KLV�H[WUDRUGLQDU\�NQRZOHGJH�RI�WKDW�ZRUG�XVLQJ�
&KLQHVH�+DQ�FDOOLJUDSK\�JO\SK��DV�D�ZD\�RI�GHFRQVWUXFWLQJ�FRQFHSWV�DQG�FUHDWLQJ�D�OLYHO\�GLVFXVVLRQ���

)LJXUH����	�)LJXUH�����*X�<LDQ�&DOOLJUDSK\�ZULWLQJ�DQG�H[DPSOH�$UW�
6RXUFH��'UDIÀQ�

Chinese words are made up of many glyphs underpinned by historic and philosophic underpinnings, ex-
pressed in images to create a poetic and a structural landscape. It is as if each glyph holds a meaningful story 
WR�EH�DQVZHUHG��QRW�D�OLWHUDO�PHDQLQJ�DV�LQ�(QJOLVK��)RU�H[DPSOH��DUW; it is made up of three smaller charac-
WHUV³ÁRZHU��KROGLQJ��FORXG³VXFK�DQ�HYRFDWLYH�DQG�SRZHUIXO�FROOHFWLRQ�RI�LPDJHV��7KH�VWRU\�FRQWDLQHG�LQ�
the glyphs of words—such as DLU, WLPH, FHQWULQJ�JURXQGLQJ, SUDFWLFLQJ�UHSHWLWLRQ, FUHDWLYLW\, LPDJLQDWLRQ,
WUDLQLQJ, HQHUJ\ and ;LQ��KHDUW�PLQG for example —opened up for me deeper conceptual understandings
of my practice. ��� This practice not only introduced new ideas, but it informed and changed existing ones.
Within these discussions were micro [Ma]—moments revealing beginnings of practical insights—which I 
ZLOO�H[SODLQ�LQ�GHWDLO�WKH�QH[W�FKDSWHU��%XW�IRU�QRZ�,�ZLOO�IRFXV�RQ�MXVW�WKUHH���

)LJXUH�����7KURXJK�*ĿQJᕤ Duplication of Ren ϯ for a  transformation into Wu ᕩ��VHH�&KDSWHU���IRU�H[SODQDWLRQ��
6RXUFH��'UDIÀQ�

The discussions around my foundational practices of HDUWK (being grounded), DLU�(awareness for space) and

193  See Appendix: Chapter 6 Completing Ha – 2ULJLQDO�&DOOLJUDSK\�1RWHV�E\�*X�<LDQ�
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ZDWHU (changing impulse) became *ĿQJ�ᕤ��WKH�ERG\·V�XSZDUG�DQG�GRZQZDUG�HQHUJLHV�LQ�UHODWLRQVKLS�WR�
gravity); )ďQJ (㢼²�ZLQG��WKH�PRYLQJ�HQHUJ\�EHWZHHQ�ERGLHV�DQG�REMHFW�ZLWKLQ�D�KRUL]RQ���DQG�6KXɷ�(the
resulting affect of form changing nature of energy in a living moment). Through this energy *ĿQJ )ďQJ
awareness actors have a greater engagement with their imagination and transformation through the shamanic 
state—Wu ᕩ.  

)LJXUH�����*X�<LDQ�&DOOLJUDSKJ\��3UDFWLFH��/LjQ) is made of up connecting silk threads.
6RXUFH��'UDIÀQ�

The Chinese glyph for SUDFWLFH³/LjQ�⦎—is made of connecting threads of silk. The more you repeat
something, the more silk threads form as energy pathways within the body, until one becomes a master pup-
SHWHHU�RI�RQH·V�ERG\��7KLV�OHDUQLQJ�ZDV�D�VDOLHQW�SRLQW�IRU�P\�RZQ�ERG\�DQG�,�LQLWLDWHG�7DL·ML�SUDFWLFH�DW��SP�
HDFK�GD\��5HJDUGOHVV�RI�ZKHUH�,�IRXQG�P\VHOI��,�ZRXOG�SUDFWLFH�7DL·ML�DW�WKLV�KRXU����

The Chinese word for FUHDWLYLW\ is  㐀 (&KXjQJ�]jR)��ZKLFK�PHDQV�WR�FUHDWH³WR�EULQJ�DERXW��7KH�ÀUVW�
character is made up of two characters;  (&ăQJ)—D�EDUQ�IRU�VWRULQJ�PHVVDJHV�IURP�RXU�ÀYH�VHQVHV�
(external awareness—inner resonating)— and ย ('ăR�—a knife to cut open the storage. This encapsulates
WKH�ÀYH�Z·V�RI�UHDVRQLQJ��ZKDW��ZKHQ��ZKR��ZKHUH�DQG�ZK\��D�SURFHVV�WKDW�LV�UHWXUQHG�WR�RXU�ÀYH�VHQVHV�WR�
be made real. The last character that makes up FUHDWLYLW\ is 㐀 (ZjR)—to make, build and invent—with its
upper character ࿌ (*jR) meaning to tell siting on a foot (a creative physical action).

7KHVH�WKHRUHWLFDO�GLVFXVVLRQV�DURXQG�DFWLQJ�SURFHVVHV�WKURXJK�&KLQHVH�FKDUDFWHUV�ZLWK�*X�<LDQ�VHW�LQ�PR-
WLRQ�D�GHVLUH�WR�XQGHUVWDQG�WKHP��QRW�MXVW�DV�FRQFHSWXDO�SURSRVLWLRQV��EXW�DV�SUDFWLFDO�H[SHULHQFHV�LQ�WKH�
body—to explore and to train them. 

&KLQD�LV�D�SRZHUIXO�WKHRUHWLFDO�KRPH�IRU�P\�ZRUN�EXW�WKH�PHUJLQJ�RI�WKHRU\�DQG�SUDFWLFH�OD\�LQ�,QGRQHVLD�GXH�WR��
� LW�VWLOO�KDYLQJ�VWURQJ�WUDGLWLRQDO�FXOWXUDO�DQG�FRPPXQLW\�IUDPHV���,QGRQHVLD�VHHPHG�WKH�SUDFWLFDO�KRPH�WR�UHYLVLW��
� DQG�DSSO\�WKH�OHDUQLQJV�,�ZDV�JDLQLQJ�IURP�&KLQD����

I was still far from bridging this gap in theory and practice during my return to Indonesia, but it certainly

194 �7DL·ML�DV�D�SUDFWLFH�GHPDQGV�QRWKLQJ�PRUH�WKDQ�\RXU�ERG\��<RX�FDQ�GR�LW�DQ\ZKHUH��ZHDULQJ�DQ\WKLQJ��LW�LV�D�
YHU\�FRQYHQLHQW�SUDFWLFH�DQG�D�UHJLPH�,·YH�WULHG�WR�VWLFN�WR�
195 ��������6HH�$SSHQGL[��&KDSWHU���&RPSOHWLQJ�+D�²�)HOORZVKLS�$FTXLWWDO�5HSRUW��S�����
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exposed me to traditional culture and community frames. I conducted a theatre-making workshop with 
6ODPHW�5DKDUGMR�'MDURW��:KLOVW�EHLQJ�D�SUDFWLFLQJ�0XVOLP��5DKDUGMR�XSKROGV�WUDGLWLRQDO�-DYDQHVH�YDOXHV� 
and is also very well read in Western novels and play scripts.����7KH�ZRUNVKRS�ZLWK�5DKDUGMR�ZDV�EDVHG�DW� 
the Sanggar Teater Populer home in central Jakarta: a very beautiful Dutch-Javanese colonial house that had 
been set up as an artist studio and compound. The house contains numerous rehearsal spaces, sewing and 
prop-making rooms, meeting rooms, a dormitory and bedrooms, a kitchen and a resident cook, pray rooms, 
JDUGHQV��RIÀFHV�DQG�D�VPDOO�EXW�EHDXWLIXO�SHUIRUPDQFH�VSDFH���7KUHH�PRVTXHV�VXUURXQG�WKH�6DQJJDU��VR�P\� 
GD\V�ZHUH�SURJUDPPHG�DURXQG�WKH�FDOOV�WR�SUD\HU��'XH�WR�5DKDUGMR·V�UHSXWDWLRQ��RYHU�VL[W\�DFWRUV�ZHUH�LQL-
tially involved in the workshop. Thorugh the process it culminated in workshop with twenty actors in 1001 

0DODP showing.��� Two [Ma] moments shone through.

&RPSDUHG�WR�6ODPHW�>5DKDUGMR@��,�ZDV�VWLOO�VR�FRQFHSWXDO�DQG�PHWKRGLFDO�LQ�P\�SURFHVV��6ODPHW�DV�DQ�DUWLVW��
� LV�WRWDOO\�LQWXLWLYH�DQG�KH�GLUHFWV�GLUHFWO\�IURP�ZKDW�LV�KDSSHQLQJ�EHIRUH�KLP��¶+LV�ZRQGHUIXO�LPDJLQDWLRQ�DQG��
� XQXVXDO�H[SUHVVLRQ�RI�KLV�LGHDV�RIWHQ�FRQIXVHG�WKH�DFWRU�\HW�WKH�RXWFRPH�ZDV�IDU�PRUH�LQWHUHVWLQJ�WR�PLQH·����

2I�WKH�WZHQW\�SHUIRUPHUV�ZKR�ZHUH�LQ�WKH�ÀQDO�VKRZLQJ�RI������0DODP, most had come from a village, with
most having had some form of traditional training. I called these performers WKH�YLOODJH�ERGLHV� they had a
different response to failure and working in the unknown—they would accept this as part of the process. 
Even with this perceived GLVWXUEDQFH�RU�UHSHWLWLRQ�EXLOW�RQ�QXPHURXV�DWWHPSWV, they responded with more
HDVH��MR\��GHSWK�DQG�IUHHGRP�WKDQ�WKH�XUEDQ�DUWLVWV��RQ�WKH�RWKHU�KDQG��7KH�XUEDQ�DUWLVWV�ZLWK�WKHLU�FRQVLG-
HUDEO\�OHVV�ÁH[LEOH�XUEDQ�ERGLHV��VHHPHG�PRUH�UHDG\�WR�TXHVWLRQ�DQ\WKLQJ�WKDW�SURYHG�GLIÀFXOW�DQG�ZRXOG�
immediately rationalise failure and the reasons for it.���

I wondered if this village body was not dictated or distracted by psychological, sociological, political, con-
ceptual or theoretical frames, but was rather supported by cultural, spiritual and community ones. As most 
actor training exists within an urban context with mainly urban bodies—which are physically restricted by 
that context—I wondered whether actor training has a desire to re-create a YLOODJH�ERG\? What elements or
experiences of a village body, for example, could be incorporated into contemporary training?200

In July I was invited to run a short acting workshop, which allowed the opportunity to continue my discus-
VLRQ�ZLWK�*X�<LDQ�RQ�WKH�WRSLF�RI�JĦQJ 4u�6KpQ ⢭ Ề�⢭—which was high on the agenda.

196 5DKDUGMR·V�IDYRXULWH�ZULWHUV�DUH�$QWRQ�&KHNKRY�DQG�)\RGRU�'RVWR\HYVN\��+H�LV�DOVR�YHU\�YHUVHG�LQ�WKH�
Ramayana and the Mahabharata. He still keeps a ceremonial Javanese Kris (ceremonial Sword) as his spiritual and 
magical companion.
197  See Appendix: 9LGHR�/LQNV�����D�������0DODP�3URMHFW�����.
198 �6HH$SSHQGL[��&KDSWHU���&RPSOHWLQJ�+D���)HOORZVKLS�$TXLWWDO�5HSRUW��S��������,�RQFH�DVNHG�5DKDUGMR�ZKDW�KLV�
directing methodology with actors was all about, to which he replied to confuse them, it gets them out of their head 
and something interesting will emerge. 
199 See Appendix: Chapter 6 Completing Ha ��)HOORZVKLS�$TXLWWDO�5HSRUW��S�����
200 This question would later form the foundation of a lecture I gave at a Lithuanian conference, $FWLQJ�5HFRQ�
VLGHUHG��&RQWHPSRUDU\�$FWRU�7UDLQLQJ�DQG�WKH�9LOODJH�%RG\�
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)LJXUH������3URIHVVRU�:DQJ�DQG�'UDIÀQ�DW�6X�=KRX�
6RXUFH��3KRWR�*X�<LDQ�

*X�<LDQ�VXJJHVWHG�WKDW�WR�XQGHUVWDQG�JĦQJ 4u�6KpQ�,�VKRXOG�YLVLW�3URIHVVRU�:DQJ�LQ�6X]KRX��3URIHVVRU�
Wang was a famous young child protégée of Chinese opera who, as a young man, was smuggled out of 
%HLMLQJ�DQG�WKHQ�&KLQD�GXULQJ�WKH�&XOWXUDO�5HYROXWLRQ��:KLOH�LQ�WKH�86$�KH�EHFDPH�DQ�DXWKRULW\�RQ�&KL-
QHVH�WUDGLWLRQDO�DUWHIDFWV�DQG�KH�UHWXUQHG�WR�&KLQD�DIWHU�5LFKDUG�1L[RQ·V�RSHQ�GRRU�SROLF\�LQ�������)RU�WZR�
days he became my teacher, tour guide and culinary expert. We walked everywhere. My hip was not in good 
shape, so I often departed from the tour to catch a taxi to the next designated location, Mr Wang walked. 

)LJXUH�����([DPSOH�RI�6FKRODUV�5RFN�¶%H\RQG�:KLWH�&ORXGV·�
6RXUFH��6FKRODUV�5RFN�¶%H\RQG�:KLWH�&ORXGV·�201

In a Chinese garden in 6X]KRX, Professor Wang used the energy and power in scholars rocks—ప�JĿQJ� 
VKt� which literally translates to VSLULW�VWRQH��SLFWXUHG�LQ�)LJXUH���—as a metaphor to explain JĦQJ 4u�6KpQ 
to me.202�3URIHVVRU�:DQJ�WRRN�PH�WR�D�SDUWLFXODU�SDYLOLRQ�LQ�WKH�JDUGHQ�WKDW�KRXVHG�D�KLJKO\�MXGJHG�VFKRODUV� 
rock.  His explanation of JĦQJ 4u�6KpQ is explained in the following way. JĦQJ ⢭ indicates the condensed, 
GHFDQWHG�DQG�UHÀQHG�DVSHFWV�RI�DQ�DFWLRQ.�$�KLJKO\�SULVHG�VFKRODU·V�URFN�LV�JHQHUDOO\�GLVSOD\HG�RQ�D�EDVH�GHO
-LFDWHO\�DQG�G\QDPLFDOO\�EDODQFHG�RQ�WKH�VPDOOHVW�VHFWLRQ�RI�WKH�URFN��,WV�VKDSH�LV�UHÀQHG�EXW�DV\PPHWULFDO�� 
and you feel at any moment that it could move. In this poised state of JĦQJ WKH�URFN�KROGV�D�ÀQHO\�TXLQWHV-
sential and concentrated—potentially kinetic—energy; it appears as though it is living. Even in its stillness, 

201  KWWSV���ZZZ�FKULVWLHV�FRP�IHDWXUHV�&ROOHFWLQJ�*XLGH�6FKRODUV�5RFNV��������DVS[��DFFHVVHG����2FW������
202  To Chinese scholars, these rocks represented a focus for meditation of religious or philosophical principles 
DQG�VHUYHG�IRU�FRQWHPSODWLRQ�SULRU�WR�ZULWLQJ�SRHPV�RU�SDLQWLQJ��0RZU\��5��������p. 21).
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WKH�URFN·V�LQQDWH�HVVHQFH�LV�PRYLQJ�HQHUJ\��4u�Ềis external and internal moving energy, and the key to
this life energy are the openings in the scholars rock (not blockages). This allows 4L�HQHUJ\�D�IUHH�ÁRZLQJ�
upward and outward <DQJ�energy or movement, and a downward or inward <LQ energy through the body
FDYLWLHV�RI�WKH�URFN��DV�LI�LW�LV�EUHDWKLQJ��3URIHVVRU�:DQJ�VD\V�WKDW�WR�WHVW�WKLV��\RX�ZRXOG�OLJKW�D�ÀUH�DW�WKH�
EDVH�RI�D�VFKRODU·V�URFN��LI�LW�KDV�SRZHUIXO�4L�the smoke will be drawn into and circulate through the cavi-
ties. 6KpQ ⢭represents spirit and mind. )RU�WKH�VFKRODU·V�URFN�WR�ÀQDOO\�HQWHUWDLQ�LWV�IXOO�HQHUJ\�RU�VSLULW��LW�LV�
SODFHG�LQ�D�YHU\�VSHFLÀF�ORFDWLRQ�LQ�UHODWLRQVKLS�WR�WKH�UHVW�RI�WKH�JDUGHQ��LW�LV�XVXDOO\�KRXVHG�LQ�D�SDUWLFXODU�
place like a small rotunda. Thus, the spirit or character (both conscious and unconscious) of the energy fully 
HPHUJHV�ZLWKLQ�LD�SDUWLFXODU�FRQWH[W��IUDPH�DQG�ZRUOG��,W�LV�KHUH�WKDW�3URIHVVRU�:DQJ·V�H[SODQDWLRQ�GLIIHUV�
to many others who would say that if you have JĦQJ and 4u�you will have�6KpQ��)RU�3URIHVVRU�:DQJ��WKH�
important framing of -LQJ and 4L�ZLWKLQ�D�VSHFLÀF�ZRUOG�ZLOO�JLYH�ELUWK�WR�6KHQ��'HVSHX[�������SS��������.
This relationship between the three energies (JĦQJ 4u�6KpQ)  is not linear, but rather a case of all three living
within each other, within a world.  

2Q�UHWXUQ�6X=KRX�*X�<LDQ�IXUWKHUHG�WKLV�GLVFXVVLRQ�DQG�LQWURGXFHG�WKH�FRQFHSW�RI�WHQVLRQ³WKDW�ZKLFK�KH�
referred to as WKH�WZLVW, as the tension between and within -ĦQJ�4u�6KpQ��*X�<LDQ�GHPRQVWUDWHG�WKLV�ÀUVW�E\�
WZLVWLQJ�D�SLHFH�RI�SDSHU�DQG�WKHQ�FUHDWLQJ�D�ÀJXUH�HLJKW�ZLWK�KLV�ÀQJHUV���

)LJXUH�����*X�<LDQ�&DOOLJUDSK\�RI�-LQJ�4L�6KHQ.

6R�LQ�DOO�7DL·ML�HQHUJ\�LV�IURP�WZLVWLQJ��LI�\RX�KDYH�WKLV�\RX�KDYH�<LQ�EHFRPLQJ�<DQJ�DQG�<DQJ�EHFRPLQJ
<LQ�>«@�WKH�WHQVLRQ�EHWZHHQ�H[SDQGLQJ�DQG�FRQWUDFWLQJ�>«@�LI�\RX·UH�WRR�HPRWLRQDO�>«@�VFDWWHUHG�>«@�QR�
6KHQ […]�6KHQ is more rational and holds shape. -LQJ is your motive your impulse […] 4L is more exploding
passionate from the -LQJ�[…] So […] well combination […] 6KHQ�FDQ�FRQWURO�WKH�FKL��<RX�KDYH�HQHUJ\�'DQ�
7LDQ. (See Appendix: Chapter 6 Completing Ha���*X�<LDQ�,QWHUYLHZ�WUDQVFULSW����������WDSH�� �WHQVLRQ��GRZQ�
XS��²�XS��GRZQ� SS����	���

+H�WKHQ�ODWWHU�PDGH�D�FLUFOH�ZLWK�KLV�ÀQJHUV�DQG�FRQWLQXHG�WR�H[SODLQ��¶,Q�WKLV��LI�<DQJ�DOZD\V�<DQJ�DQG�<LQ�
DOZD\V�<LQ�>«@�LW·V�GHDG�HQHUJ\�>«@�GHDG��7KLV�>«@�>PDNHV�WKH�WZLVW�LQ�KLV�KDQGV@�KDV�WHQVLRQ�>«@�OLIH�
>«@�LW�LV�OLYLQJ·��(See Appendix: Chapter 6 Completing Ha���*X�<LDQ�LQWHUYLHZ��WUDQVFULSW�����������7DSH���
�WZLVW�\LQ��\DQJ��SS������
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I departed China with a lot to digest.

� $�PRPHQW�WR�UHÁHFW�DQG�TXHVWLRQV�DVNHG�

� ,V�-ĦQJ 4u�6KpQ�SRWHQWLDOO\�D�SRZHUIXO�OHQV�LQ�DQDO\VLQJ�SHUIRUPDQFH��SHUIRUPHUV�DQG�WKH�WUDLQLQJ�RI�DFWRUV��
� DQG�WKHDWUH�PDNHUV"�,�H��GR�SHUIRUPDQFHV�DQG�SUDFWLFDO�WUDLQLQJ�H[HUFLVHV�GLVSOD\�-ĦQJ 4u�6KpQ"�:LWKLQ�WKH��
� XQIROGLQJ�FUHDWLYH�LPSXOVH�RI�-R�+D�.\X�WKHUH�LV�D�WHQVLRQ��&RXOG�WKLV�EHLQJ�LQ�WHQVLRQ�PDQLIHVW�LQWHQWLRQ"��
� :KDW�DUH�LPSOLFDWLRQV�RI�-ĦQJ 4u�6KpQ��WR�P\�SUDFWLFHV�DQG�H[HUFLVHV"�

�����7KH�0LVVLQJ�7HHWK³)DOOLQJ�LQWR�WKH�JDS�������

)LJXUH�����¶:HOO�QRZ�,�KDYH�D�*DS�RI�P\�RZQ·�
6RXUFH��'UDIÀQ��

Not long after returning from this trip Asia, a real gap appeared that also hid another gap. One of my front 
two teeth (both which were crowns) fell out—somehow the titanium post snapped.203 It could not be re-
SODFHG³H[FHSW�ZLWK�DQ�LPSODQW³ZKLFK�ZDV�EH\RQG�P\�ÀQDQFHV��,�FDUULHG�WKH�JDS��SLFWXUHG�LQ�)LJXUH�����
throughout Asia and called it my LQWHUFXOWXUDO�FDOOLQJ�FDUG. In many parts of Asia, I would smile and a smile
so often with a gap would be returned.204 

203 �7KH�FURZQV�ZHUH�ERWK�LQVHUWHG�LQ�������GXH�WR�P\�WZR�IURQW�WHHWK�KDYLQJ�EHHQ�FKLSSHG�IURP�SOD\LQJ�IRRWEDOO�
204 �,�MXVWLÀHG�WKH�ORVW�WRRWK�DV�D�EDGJH�RI�OLIH·V�UHDOLWLHV��DQG�ZDV�FRPSOHWHO\�LQ�GHQLDO�RI�LWV�UHODWLRQVKLS�WR�VHULRXV�
and yet undiagnosed gum infection that was later seen as associated with my heart condition.
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)LJXUH�����$PLV�7ULEH�+DUYHVW�)HVWLYDO������
6RXUFH��'UDIÀQ��

,�WRRN�WKLV�VPLOH�WR�7DLZDQ�LQ�$XJXVW�ZKHUH�,�ZDV�LQYLWHG�E\�3LWDN�1DNDZ�WR�REVHUYH�WKH�+DUYHVW�)HVWLYDO�
and run an acting workshop.��� Pitak is a very respected member of the Amis Indigenous people in Tai Tung,
D�YHU\�ÀQH�DFWUHVV�DQG�DQ�DGYLVRU�DQG�VRFLDO�ZRUNHU�IRU�KHU�WULEH��+HU�ZRUN�LQWHJUDWHV�DOO�DVSHFWV�RI�EHLQJ�
a tribal member in a contemporary world; for her there are no boundaries between the two. As we drove 
WKURXJK�WKH�PRXQWDLQV�3LWDN�VDLG�¶WKHUH·V�VRPH�ZLOG�JKRVWV�XS�WKHUH��VRPHWLPHV�WKH\�ZLOO�ZLWK�URFN�>���@�WKH\�
ZLOO�VWRQH�\RX�>«@�Á\LQJ�VWRQH�FRPH�GRZQ�>«@�YHU\�GDQJHURXV·�206

I soon became aware that I was there, not to teach but to learn, watch and listen. Observing the festival, I 
was aware of these tribal bodies were very physically strong but not very lyrical. Coupled with this obser-
vation I noticed remarkable vocal attributes—especially singing. As my process was so associated with the 
body I found I had to now focus primarily on the voice. This was not my expertise and so I handed the work-
shop over to the group who took me every day into the environment and would sing. On one occasion next 
WR�D�ODNH�RQH�PHPEHU�VXQJ�LQ�VXFK�D�KLJK�UDQJH�WKDW�ZDV�KDUGO\�DXGLEOH�DQG�ÀVK�EHJDQ�MXPSLQJ�RXW�RI�WKH�
water. 

,·P�VWLOO�ÀQGLQJ�GLVMXQFWLRQV�EHWZHHQ�YRLFH�DQG�ERG\��¶5HDIÀUPHG�P\�JURZLQJ�UHDOL]DWLRQ�WKDW�SUDFWLFH��FXO�
� WXUH�DQG�FRPPXQLW\�ZHUH�RYHUODSSLQJ�>��@�FKDOOHQJHG�P\�IRFXV�RQ�WKH�ERG\�DQG�ODFN�RI�YRFDO�NQRZOHGJH·����

� 0\�UROH�DV�WKH�NQRZOHGJHDEOH�RQH�ZDV�GHFOLQLQJ��-XVW�OHW�WKLQJV�FRPH��

)LJXUH�����3KRWR�RI�0XULHO�'UDIÀQ�DW�-RVK�'UDIÀQ·V�ELUWKGD\�DV�IHZ�ZHHNV�EHIRUH�VKH�GLHG�
6RXUFH��'UDIÀQ�

205  See Appendix 9LGHR�/LQNV�²����7DLZDQ�$PLV�7ULEH�+DUYHVW�����.
206  Transcribed from above video link # 14 (beginning segment of video). 
207 See Appendix: Chapter 6 Completing Ha  ��)HOORZVKLS�$TXLWWDO�5HSRUW��S�����	����
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I returned to Melbourne to the news that my mother had an inoperable aorta aneurism that could burst at 
any moment. During this time, her and I often talked about death.��� With only a few days before I had to go
EDFN�WR�,QGRQHVLD��ZH�KHOG�D�ELUWKGD\�FHOHEUDWLRQ�IRU�P\�VRQ�-RVK��DV�VKRZQ�LQ�)LJXUH��8��:KHQ�KH�WULHG�WR� 
blow the candles, one refused to go out many times. We all laughed but knew the irony of the occasion. My 
PRWKHU�GHPDQGHG�,�JR�WR�,QGRQHVLD�WR�ÀQLVK�P\�ZRUN����

,�UHWXUQHG�WR�-DNDUWD�WR�ZRUN�ZLWK�5DKDUGMR�RQ�WKH�VFULSW�RI�WKH������3URMHFW. On arriving in Jakarta, he had 
DUUDQJHG�IRU�ERWK�RI�XV�WR�FDPS�LQ�D�WHQW�DW�5DWX�%XNR�LQ�-RJMDNDUWD��5DWX�%XNR�LV�D�ÁDW�WRS�KLOO�WKDW�LV�KRPH� 
WR�RQH�RI�WKH�ROGHVW�WHPSOHV�LQ�,QGRQHVLD��LW�ZDV�RQFH�WKH�3DODFH�RI�WKH�.LQJ�RI�-RJMDNDUWD��:KHQ�,VODP�FDPH� 
to Java, the King recognised the beauty of the new religion but also the power of the old Javanese culture 
and spirit. A music cycle 7HPSDQJ (morality songs) was composed to help people make this change. Rahard-
MR�DUUDQJHG�D�VPDOO�JDPHODQ�RUFKHVWUD�DQG�VLQJHUV�WR�VLQJ�WKH�7HPSDQJ�WR�PH�RQ�WKLV�KLOO�VWHHSHG�LQ�P\VWHU\��

Arriving back in Jakarta, Slamet and I began a very unusual series of script meetings. I would write and 
WKHUH�ZRXOG�EH�QR�IROORZ�XS�DQDO\VLV�RI�WKH�VFULSW���5DKDUGMR�ZRXOG�WDON�RI�GUHDPV�KH�KDG³-DYDQHVH�VWRULHV� 
the work was bringing up for him. I was in a process of writing what unfolded in a chaotic fashion, where I 
IRXQG�P\VHOI�UHDOLVLQJ�WKDW�WKH�SURFHVV�ZDV�ZULWLQJ�LWVHOI��,�ZDV�MXVW�WKH�VFULEH��

6ODPHW�>5DKDUGMR@�RIWHQ�WDONHG�DERXW�ZKDW�ZDV�SRSXODU�WKHDWUH��+RZ�3RSXOHU�7HDWHU�FDPH�WR�JHW�LWV�QDPH���
� )RU�KLP�SRSXODU�ZDV�QRW�IDVKLRQDEOH�RU�ZKDW�ZDV�KDSSHQLQJ�LQ�WKH�KHUH�DQG�QRZ��LW�ZDV�D�PLG�SRLQW�EHWZHHQ��
� WKHDWUH�IRU�WKH�JRGV�DQG�IRU�WKH�PRVW�DQLPDO�EDVH�RI�KXPDQLW\��,�VDZ�WKLV�DV�D�OLYLQJ�SUDFWLFH�LQ�WKH�6DQJJDU��
� DQG�UHDOLVHG�P\�SUDFWLFH�ZDV�VWLOO�LQ�WKH�WHUUDLQ�RI�D�FRQFHSW�DQG�QRW�\HW�OLYHG���VHH�$SSHQGL[��&KDSWHU���&RP�
� SOHWLQJ�+D³�)HOORZVKLS�$TXLWWDO�5HSRUW��S���������

/DWH�LQ�WKH�PRUQLQJ�RI�WKH���th�RI�1RYHPEHU��������,�KDG�ÀQLVKHG�D�UHKHDUVDO�GUDIW�IRU�WKH�IROORZLQJ�0D\�
SURGXFWLRQ��7KH�SURMHFW�QRZ�KDG�D�QDPH�.LVDK�6HULEX�6DWX�0DODP (7KH�6WRULHV�RI������1LJKWV). The orig-
LQDO�VWRULHV�IURP�WKH������¶:KLVWOLQJ�LQ�WKH�7KHDWUH·�SURGXFWLRQ�VFULSW�KDG�EHHQ�DGDSWHG�DQG�FKDQJHG�WR�
take on traditional Javanese mythological content and contemporary Indonesian contexts. The 7HPSDQJ�as a
musical device was a spine to bind the unfolding stories. I slept late but was awoken early the next morning. 
Mary rang to say my mother had died. 

2.3 The Unleashing in the Gap—.LVDK�6HULEX�6DWX�0DODP�������

,Q������ZH�VHW�XS�RXU�QHZ�/73�VWXGLR�IRU�VPDOO�VFDOH�ZRUNVKRSV��SHUIRUPDQFHV�DQG�D�KRPH�IRU�RXU�WUDLQLQJ�

208  My mother had no fear of death. She explained that aside from remaining family, all her parents, siblings, 
IULHQGV�DQG�KXVEDQG�KDG�GLHG��DOO�KHU�OLIH·V·�SHHUV�ZHUH�GHDG�DQG�VKH�PLVVHG�WKHP���
209 �,�IRXQG�WKLV�ELUWKGD\�YLGHR�ZKLOH�GRLQJ�P\�+'�PHPRU\�URRP��,�UHDOLVHG�WKDW�,�KDG�EORFNHG�WKLV�GLIÀFXOW�RFFD-
sion out from my memory.
210 �7KLV�WULS�VHW�WKH�WRQH�IRU�WKH�ZULWLQJ�RI�D�VFULSW�DQG�UHDIÀUPHG�P\�LGHDV�RI�SRHWLF�UHVHDUFK�LQ�FUHDWLQJ�WKHDWUH�
from a landscape of ideas, sensations and thoughts—that are formed through organic, seemingly chaotic and non-ra-
WLRQDO�SUDFWLFHV��7KLV�SURFHVV�FROOHFWV�D�SRRO�RI�ZRUN��ZKLFK�EHJLQV�WR�FU\VWDOOLVH�DURXQG�WKH�FHQWUDO�FRUH�WR�WKH�ZRUNV·�
unfolding.
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program, at J-Studios Artist Community Inc.211 The transformation of the classroom into a work-space with 
WKUHH�SKDVH�SRZHU�DQG�D�ZRRGHQ�ÁRRU�ZDV�DFKLHYHG�E\�H[WHQGLQJ�P\�FUHGLW�OLQH�RQ�RXU�KRXVH��0DU\�6L-
tarenos successfully directed two shows which won her two Green Room Awards for best Director and Best 
LQGHSHQGHQW�SURGXFWLRQ��/73�ZDV�LQ�KHU�KDQGV�DV�,�OHIW�WR�ÀQLVK�P\�IHOORZVKLS�LQ�,QGRQHVLD��

2Q�DUULYDO�LQ�0D\��,�ZDV�ÁRZQ�LPPHGLDWHO\�WR�DJDLQ�PHHW�5DKDUGMR�DJDLQ�DW�5DWX�%XNR�LQ�-RJMDNDUWD��ZH�
ZHQW�IRU�WZR�GD\V�WR�FDPS�DQG�UHFRQQHFW�LQ�KLV�ZRUGV�¶WR�WKH�VSLULW�RI�WKH�SURMHFW·��:H�UHWXUQHG�WR�-DNDUWD�
WR�WKH�ÀIWHHQ�YLOODJH�ERGLHV³FRQVLVWLQJ�PRVWO\�RI�WUDGLWLRQDOO\�WUDLQHG�DFWRUV�DYDLODEOH�IURP�WKH�SUHYLRXV�
workshop—who came primarily from an oral culture. Based on my previous experience, again we did not 
sit and analyse the script, but rather the rehearsal started with me telling them the story. What erupted was 
a four-hour improvisation with musicians where they improvised the entire story; this set the tone for the 
ZKROH�SURFHVV��LQFOXGLQJ�UH�ZULWLQJ�WKH�VFULSW��7KH�SURMHFW�DQG�WKH�DFWRUV·�ERGLHV�ZRXOG�GLUHFW�PH��EXW�LQ�
FRQWLQXDO�ÁX[� 

Every aspect of the rehearsal was lived in that moment. I never knew when actors would arrive and when 
WKH\�GLG�RIWHQ�WKH\�ZRXOG�OHDYH�WR�SUD\��$W�WKH�6DQJJDU�HYHU\WKLQJ�ZDV�DW�KDQG�DQG�,�QHYHU�KDG�DQ�RIÀFLDO�
meeting with the two designers. They both watched and the costume designer would also continually dress 
the actors as they rehearsed; it was obvious what was working. The prop makers would place the props in 
rehearsal and the following day they would have made some additions, or changed them completely. I was 
DPD]HG�DW�KRZ�OLWWOH�ZDV�HYHU�GLVFXVVHG��

   
)LJXUH�����7KH�EXV\�6DQJJDU��6HW�GHVLJQ�ZKLOH�DFWLQJ�UHKHDUVDO�LQ�WKH�EDFNJURXQG�
Source: Teater Populer photographer and camera person Jo Jo.

0DQ\�YLVLWRUV�FDPH�VSHFLÀFDOO\�WR�ZDWFK�WKH�HYHQLQJ�UHKHDUVDOV��WKH\�ZHUH�QRW�MXVW�SDVVLQJ�REVHUYHUV��7KH�
HYHQLQJV�WKHUHIRUH�WRRN�RQ�D�SHUIRUPDQFH�HGJH�DQG�WKH�VFULSW�EHFDPH�YHU\�ÁH[LEOH��$W�WKH�6DQJJDU��WKH�
space was public and at any time we could have up to sixty people—some of whom were students watching 
the rehearsals.212

211 A large proportion of classrooms from the old St Joseph’s Secondary Boys College were now occupied by art-
ists.
212 See Appendix: 9LGHR�/LQNV�²����E��.LVDK�6HUDEX�6DWX�0DODP�5HKHDUVDO�����.
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)LJXUH�����6DQJJDU�5HKHDUVDO�5HKHDUVDO��$OH[�DQG�5DWQD���
Source: Jo Jo.

As in the traditional Wayang Wong performance, characters would at times engage in banter with other 
characters and the audience during rehearsals (not a part of the script). This reminded me of the principle of 
rupture in the theories of Bakhtin (5DEHODLV�DQG�KLV�:RUOG) discussed earlier—of his theories of carnival and
of transgression. The studio ZDV carnivalesque; it had no walls, and we worked in rehearsals with no bound-
aries, living in the gap between controls with no control.  

)LJXUH�����-DFN�DQG�5LD�3HUIRUPDQFH�SKRWR��.LVDK�6HULEX�6DWX�0DODP�
Source: Jo Jo.

The production played to maximum audiences and was voted by 7HPSR 0DJD]LQH�as best Indonesian The-
DWUH�3URGXFWLRQ�LQ������213�0\�IHOORZVKLS�ZDV�QRZ�RIÀFLDOO\�RYHU��,�FRPSLOHG�DOO�WKH�QRWHERRN�HQWULHV�DQG�
P\�VFDWWHUHG�ZRUNVKRS�QRWHV�LQWR�D�GLJLWDO�ÀOH�DQG�ZURWH�D�WZR�KXQGUHG�SDJH�IHOORZVKLS�DFTXLWWDO�UHSRUW�WR�
The Australian Council for the Arts.

213 See Appendix: Video Links –16. Kisah Seribu Satu Malam Performance. Also see Appendix: Chapter 6 Com-
pleting Ha – Reviews – .LVDK�6HUDEX�6DWX�0DODP�
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,Q�7DL·ML�SUDFWLFH�WKHUH�LV�QR�LQQHU�RU�RXWHU��7KH�RXWHU�LV�SDUW�RI�\RX�DQG�WKH�LQQHU�LV�SDUW�RI�WKH�RXWVLGH��LW�LV�DOO��
� RQH�DQG�EHJLQV�DQG�HQGV�DW�WKH�KRUL]RQ���7KH�RXWHU�LV�SDUW�RI�\RX�DQG�WKH�LQQHU�LV�SDUW�RI�WKH�RXWVLGH��LW�LV�DOO��
� RQH�DQG�EHJLQV�DQG�HQGV�DW�WKH�KRUL]RQ�VR�\RX�DOZD\V�VHH�WKH�JUHDWQHVV�DQG�VPDOOQHVV�RI�DQ\�RI�\RXU�DFWLRQV�

� ,�KDYH�IURP�P\�H[SHULHQFHV�DOVR�IHOW�SUDFWLFH��FRPPXQLW\�DQG�FXOWXUH�RYHUODS��LQWHJUDWH�DQG�PHUJH�XQWLO�WKH\��
� PHOW�LQWR�RQH�FRLQ���6HH�$SSHQGL[��&KDSWHU���&RPSOHWLQJ�+D�²�)HOORZVKLS�$FTXLWWDO�5HSRUW��S�����	�����

)LJXUH������)XOO�FDVW�DQG�FUHZ�RI�.LVDK�6HULEX�6DWX�0DODP�
Source: Jo Jo. 

3. Kyu (2010-11): The Occlusion—the matter of the heart

,�VWLOO�KDYH�PRUH�ZRUN�WR�GR�LQ�,QGRQHVLD�DQG�&KLQD³WKH�IHOORZVKLS�LV�RQJRLQJ����

This may have been the intention but the reality of this completing Kyu phase was quite different. I had 
H[KDXVWHG�P\�IHOORZVKLS�IXQGV��VR�,�QRZ�KDG�WR�ÀQG�JUDQWV�RU�SDLG�ZRUN�WR�FRQWLQXH�WKH�UHVHDUFK�DQG�RSSRU-
tunities opened up by the fellowship, but also to fund the realities of my life. This set in motion three com-
plex intervening Kyu streams. Two were conscious and associated directly with my work with LTP and the 
third—dangerously subliminal—was my heart.

Early in 2010, my computer crashed. After sending it to a computer disc doctor, of all the scattered work-
VKRSV��IHOORZVKLS�ÀOHV��DQG�SDVW�QRWHV�HQWHUHG�LQ�WKDW�GLJLWDO�ÀOH��RQO\�RQH�UHPDLQHG�LQWDFW�

214  See Appendix: Chapter 6 Completing Ha ²�)HOORZVKLS�$FTXLWWDO�5HSRUW��S����
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Imaginal connection 

The threshold is a moving and living thing. you are connected to it in each moment, you belong in each mo 
ment but you do not have to camp there, you are a nomad you do not colonise it. Thresholds is a living thing 
held in a dynamic tension of moving forward understanding the resistance. You can in a moment know it but 
you can never own it. Recognise Know Allow to unfold and change. 215 

A poignant and prophetic summation of how my concept of threshold and the role of resistance in that mo-
ment had developed and would certainly develop further again. In reality it was still a concept and certainly 
not in my living practice. In this completion Ha phase, I fully recognised and knew two streams. The LTP  
would be driven by:   

� ��0DU\�GLUHFWLQJ�/73·V�ZRUN�LQ�0HOERXUQH��ZLWK�P\VHOI�FRQWLQXLQJ�LQWHUFXOWXUDO�SURMHFWV�
� ��)LQGLQJ�IXQGV�WKURXJK�DVVRFLDWHG�DFWLYLWLHV³IRU�H[DPSOH�FRUSRUDWH�WUDLQLQJ�ZRUNVKRSV��GLUHFWLQJ��

student productions and writing courses. 

+RZHYHU��LQ�QR�ZD\�GLG�,�UHFRJQLVH�RU�NQRZ�KRZ�WKH�WKLUG�VWUHDP�RI�P\�KHDOWK�ZRXOG�EH�WKH�PDMRU�XQIROG-
ing but hidden torrent bringing about change. I was still locked into a pattern of theatre company survival 
and artsitic research. 

����)O\LQJ�LQ�DQG�DURXQG�WKH�*DS�������

,�KDYH�FRPH�WR�D�FOLII�DQG�LW�LV�D�PRPHQW³ZLOO�,�MXPS�RU�QRW"�,�KDYH�FRPH�WR�GRRU�DQG�ZLOO�,�JR�WKURXJK"�,�
IHHO�WKLV�LV�2N�EXW�,�IHHO�LW�LV�PRUH�OLNH�,�FRPH�WR�D�FOLII�DQG�QRZ�,�ÀQG�P\VHOI�Á\LQJ��,�FRPH�WR�D�GRRU�DQG�LW�
opened to completely new landscape. The feeling of discomfort is aligned with the complexity.216

�����SURYLGHG�PDQ\�RSSRUWXQLWLHV��LW�VHHPHG�,�ZDV�Á\LQJ�EXW�ZDV�QRW�VR�VXUH�,�ZDV�UHDOO\�DZDUH�RI�WKH�
GLVFRPIRUW��(DUO\�LQ�WKH�\HDU��ZH�KDG�VHFXUHG�D�VPDOO�FUHDWLYH�GHYHORSPHQW�JUDQW�IRU�DQ�LQWHUFXOWXUDO�SURMHFW�
LQ�,QGRQHVLD��5DKDUGMR�KDG�VHW�XS�DQ�DFWLQJ�ZRUNVKRS�SURJUDP�WKDW�,�ZRXOG�UXQ�ZLWK�KLP�LQ�-DNDUDWD�DQG�
LQ�)HEUXDU\�,�ZDV�DZDUGHG�7KH�9LFWRULDQ�$UWV�&HQWUH�.HQHWK�0\HU�$ZDUG�IRU�RXWVWDQGLQJ�VHUYLFHV�WR�WKH�
performing arts.

I presented to the Victorian Arts Centre a summary of my work up until that point on a DVD compilation, 
ZKLFK�,�VKRZHG�WR�DOO�WKH�DUWLVWV�DQG�IULHQGV�ZKR�KDG�LQÁXHQFHG�P\�ZRUN���� The Arts Centre was

215  This was the only digital remnant left and retreaved after my computer crashed in 2010. It was from a sum-
PDU\�ÀOH�WKDW�IRUPHG�P\�)HOORZVKLS�$FTXLWWDO�5HSRUW���([FHSW�WKLV�IUDJPHQW�HYHU\WKQJ�HOVH�IURP�WKDW�SHULRG�������
2010) vanished. 
216 In my terminology, UHVLVWDQFH had become GLVFRPIRUW�which will later became GLVWXUEDQFH�DQG�LQIHFWLRQ.
Thought iphone note, early 2010.
217  6HH�$SSHQGL[��&KDSWHU���&RPSOHWLQJ�+D���7KH�$UW�&HQWUH������.HQQHWK�0\HU�0HGDOOLRQ�$ZDUG�/HWWHU�	�
9LGHR�/LQNV��������.HQQHWK�0\HU�&RPSLODWLRQ�9LGHR�IRU�9LFWRULDQ�$UWV�&HQWUH.
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VOLJKWO\�DODUPHG�WKDW�,�LQYLWHG�RYHU�D�KXQGUHG�SHRSOH�DQG�WKH\�KDG�WR�ÀQG�D�ODUJHU�URRP�WR�DFFRPPRGDWH�
HYHU\RQH��,�ZDV�VWUXFN�E\�WKH�UDQJH�DQG�VL]H�RI�P\�ZRUN�DQG�H[SHULHQFHV��,�KDG�QHYHU�UHDOO\�ORRNHG�WKDW�IDU�
back and I was left with a feeling that this award resembled a metaphoric end-of-career gold watch. 7KDQN�
\RX�EXW�QRZ�FKDQJH�DQG�JR.

,Q�$SULO�,�UHWXUQHG�WR�-DNDUWD�IRU�WKH�ÀUVW�RI�WKH�WZR�*ODGL$FWRU�VL[�GD\�DFWLQJ�ZRUNVKRSV�UXQ�ZLWK�5DKDUGMR��
7KLV�ZRUNVKRS�ZDV�DJDLQ�EDVHG�RQ�WKH�ÀYH�OHYHO�SURFHVVHV�,�KDG�FRQGXFWHG�LQ�&KLQD�DQG�+RQJ�.RQJ��EXW�LW�
QRZ�FXOPLQDWHG�LQ�SUHSDUDWLRQV�IRU�D�ÀOPLQJ�H[SHULHQFH��7KH�WHUPLQRORJ\�DURXQG�LW�KDG�VKLIWHG��GXH�WR�WKH�
ODWWHU�SKDVHV�RI�WKH�IHOORZVKLS��ZKLFK�FDQ�DOVR�EH�DWWULEXWHG�WR�E\�5DKDUGMR·V�QDPLQJ�WKH�ZRUN�7KH�+HDUW�
%RG\�DQG�6RXO�RI�$FWLQJ� The training exercises, however, were basically still the same.

)LJXUH�����)URQW�SDJH�RI�%RRNOHW�IRU�6WXGHQW�XQGHUWDNLQJ�LQ�6DQJJDU7HDWHU�3RSXOHU�$FWLQJ�:RUNVKRS���
Source: Teater Populer Jo Jo.

)LJXUH�����7KH�6SLULW�RI�2HGLSXV�3URMHFW at Sanggar, 2010.
Source: Jo Jo. 

7KLV�ZDV�LQ�FRQWUDVW�WR�WKH�FUHDWLYH�GHYHORSPHQW�WKDW�GLUHFWO\�IROORZHG�RQ��ZKHUH�ÀYH�PHPEHUV�RI�/73�
MRLQHG�PH�DW�WKH�6DQJJDU�DQG�ZRUNHG�ZLWK�WZHQW\�RWKHU�SHUIRUPHUV�IURP�7HDWHU�3RSXOHU��,W�ZDV�IRU�D�FUHDWLYH�
GHYHORSPHQW�RI�DQ�LQWHUFXOWXUDO�DGDSWDWLRQ�RI�6RSKRFOHV·�2HGLSXV�DW�&RORQXV�called 7KH�6SLULW�RI�2HGLSXV��
(\HV�RI�WKH�)XWXUH��Again this was a delightful and chaotic process involving a week of experiencing the
community outside the Sanggar, and one week in the Sanggar exploring the themes of the ancient story, 
WKURXJK�LPSURYLVDWLRQ�DQG�ÀOPLQJ��'RFXPHQWDWLRQ�ZDV�PDGH�IRU�IXWXUH�IXQGLQJ�IURP�WKH�'HSDUWPHQW�RI�
)RUHLJQ�$IIDLUV�DQG�7UDGH��')$7���9LFWRULD�$UWV�DQG�WKH�$XVWUDOLDQ�&RXQFLO�RI�WKH�$UWV��IRU�ZKLFK�ZH�KDG�
SURSRVHG�WR�FRPSOHWH�WKLV�LQWHUFXOWXUDO�SURMHFW�DQG�SHUIRUP�LW�LQ�$XVWUDOLD�DQG�,QGRQHVLD����

218  See Appendix: 9LGHR�/LQNV�������7KH�0LVW��/LPLQDO�7HDWHU�3RSXOHU�&ROODERUDWLRQ�����.
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6HHLQJ�WKH�,QGRQHVLDQ�¶7KH�9LOODJH�%RG\�DJDLQ�LQ�DFWLRQ��,�DP�DJDLQ�HQFRXQWHULQJ�WKH�VWDWH�RI�D�ERG\�,�H[SHUL��
� HQFH�LQ�WKH�7DL·ML�WUDLQLQJ����

I returned from Java to Australia in May and hired an experienced grant writer with government experience 
to write these important applications. I also decided it was time to publicly condense my fellowship, and 
give a two-hour public lecture entitled /LPLQDOLW\�DQG�3UDFWLFH��$�3HUVRQDO�3HUVSHFWLYH� The lecture was
EDVHG�RQ�P\�H[SHULHQFHV�DW�7753�DQG�P\�$XVWUDOLD�&RXQFLO�)HOORZVKLS��IRFXVVLQJ�PDLQO\�RQ�P\�H[SHULHQF-
es in China and with much of what has been discussed in these previous pages. It began:  

¶1HYHU�IRUJHW�WKH�PLQG�RI�WKH�EHJLQQHU·³=HDPL��,W�VXPV�XS�WKH�ZD\�,�DSSURDFK�P\�ZRUN��,�DOZD\V�ÀQG�D� 
FOHDUHU�SDWK�WR�IROORZ�ZKHQ�,�DOORZ�P\VHOI�QRW�WR�NQRZ��DQG�ZKHQ�,�WKLQN�,�GR�NQRZ�,�VRRQ�UHDOLVH�,�GRQ·W���,� 
always strive to remain the beginner in my state of being. I come from a practical form of theorising to support 
and move forward into further practice. This cycle of practice-theory-practice has been continual and repeated 
many times over many years, so my work always feels in transition. It unfolds organically from the practical 
creation of theatre and the training needs for that theatre, however in retrospect I am beginning to see 
underpinning principles to that pathway.220 (See Appendix: Chapter 6 Completing Ha – Liminal and Practice: a 
Personal Perspective, p. 1)

3UDFWLFH�LV�GRQH�E\�GHHSHQLQJ�\RXU�XQGHUVWDQGLQJ�RI�D�IHZ�PRYHPHQWV�D�IHZ�SULQFLSOHV³WKH�UHSHWLWLRQ�>���@��
� WKDW�LV�DERXW�VLON³WKHQ�\RX�FDQ�ÀQG�WKH�H[WHQVLRQ�RI�ZKDW�\RXU�SHUFHSWLRQ���\RXU�KHDG�PLQG�OLPLWV����

I decided that I should reduce my training practices to a few repeated movements and principles. Even 
though a gap was widening between what I could express theoretically about somatic practice, with what 
was actually happening in my body.

3.2 Widening the gap (2011) 

219  iPhone Notes, 2010. This note is summerising a revelation  I had in this workshop.  I was again struck work-
ing with Indoensian actors with village and traditional backgrounds, (especially in this workshop where I am working 
DOVR�ZLWK�XUEDQ�$XVWUDOLDQ�DFWRUV�,�KDYH�WUDLQHG��KRZ�WKH�,QGRQHVLDQ�DFWRUV�ERGLHV��ZLWKRXW�DQ\�7DL·ML�WUDLQLQJ��VHHP�
PRUH�FRQQHFWHG��WR�WKH�7DL·ML�SULQFLSOHV�,·P�WU\LQJ�WR�LQVWLOO�LQ�WKH�$XVWUDOLDQ�DFWRUV�
220 �7KH�OHFWXUH�ZDV�WKHQ�IROORZHG�E\�D�UHÁHFWLYH�QRWH��¶,�KDYH�KHOG�>=HDPL·V@�WKHRU\�LQ�MRXUQDOV�DQG�SLHFHV�RI�
paper that I have kept in boxes for many years. It is only now I am beginning to read and collate that information and 
bemoan pieces that I have lost and the digital information that has crashed or is not longer readable due to format 
FKDQJHV·�
221 �L3KRQH�1RWHV�������,SKRQH�QRWHV�DUH�QRW�LQ�$SSHQGL[��,�FDQ�QRZ�UHÁHFW�WKDW��WKHVH�UDQGRP�DQG�VPDOO�LSKRQH�
QRWHV�DUH�WU\LQJ�WR�FRQGHQVH�WKH�H[SHULHQFHV�DQG�LQIRUPDWLRQ�,�KDYH�JDWKHUHG�IURP�&KLQD���,�DP�WU\LQJ�ÀUVW�WR�XQGHU-
stand it conceptually. 
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� :KDW�,�FDQ�VHH�QRZ�DQG�GLG�QRW�WKHQ

� :KDW�D�\HDU��$�ZLGHQLQJ�JDS�XQIROGLQJ�VR�PDQ\�PRQWKO\�LURQLHV�WKDW�ZRXOG�UHVXOW�LQ�D�UHDOLW\��

At the beginning of the year, my cardiologist Dr George Hail—with his extraordinary somatic touch for di-
agnosing my heart condition—died; I was then referred to Dr John Williams.222 During this time I was either 
totally unaware of what was happening to me, or I was ignoring the signs in and around my body.223  

We were informed by funding bodies that LTP had been unsuccessful for funding for the 2HGLSXV�SURMHFW��
We did have, however, a very small Australia Indonesian Institute (AII) grant that allowed us to bring Ra-
KDUGMR�RXW�WR�$XVWUDOLD��,Q�0DUFK�������*X�<LDQ�VHQW�PH�D�ERRN��XQIRUWXQDWHO\�LW�ZDV�LQ�&KLQHVH��DQG�D�YLG-
HR�RI�D�7DL·ML�PDVWHU�IURP�+RQJ�.RQJ��7KH�YLGHR�ZDV�PDGH�E\�0U�6XQ�LQ�6KDQJKDL�DQG�LW�GRFXPHQWHG�7DL·ML�
PDVWHU�0U�5REHUW�:DQJ·V�ZRUN�DV�KH�KDV�MXVW�GLHG��,�ZDV�VWUXFN�E\�WKH�VLPSOLFLW\�RI�0U�:DQJ·V�PRYHPHQWV�
and his emphasis on the spiral. 224 I experimented with two company members—Paul Robertson and Clare 
1LFKROV³WR�H[SORUH�D�PRYHPHQW�WUDLQLQJ�EDVHG�RQ�D�UHGXFWLRQ�RI�7DL·ML�SULQFLSOHV��,�DGYHUWLVHG�DQG�VHW�XS�D�
class of eight workshops I called &KL�'DQFLQJ��:KDW�,�QRZ�FDOO�/DQG�6XUÀQJ��

� ¶,�FDOO�LW�/DQG�6XUÀQJ��IRU�LW�UHSOLFDWHV�WKH�H[SHULHQFH�,�KDG�ZKHQ�,�VXUIHG�DV�D�\RXQJHU�SHUVRQ��LV�DQ�H[SORUD�
� WLRQ�RI�D�VHW�RI�SULQFLSOHV�RI�7DL·ML�PRYHPHQW³QRW�SUHVFULEHG�DFWLRQV��6R�&KL�'DQFLQJ�LV�H[SORUDWLRQ�RI�WKH��
� SULQFLSOHV�QRW�WKH�PRYHV�RI�7DL·ML·���6HH�$SSHQGL[��&KDSWHU���&RPSOHWLQJ�+D�²�&KL�'DQFLQJ�RU�/DQG�6XUÀQJ��
� ,QIRUPDWLRQ�6KHHWV�������SS�������

2YHU�HLJKW�FODVVHV��SDUWLFLSDQWV�ZRXOG�EH�H[SRVHG�WR�ÀYH�FRUH�SULQFLSOHV�DSSOLHG�WR�WKUHH�VWDWHV�RI��ᕤ*RQJ—
(DUWK���+HDYHQ��㢼 )HQJ—Wind; and  Ỉ 6KXL—Water. These were:

• Wei Lu—controlled falling;
� ��7KH�UK\WKP³WKH�VSLUDO���WKH�ULVH�DQG�WKH�IDOO��WKH�WZLVW��
� ��%DODQFH³XS�LV�GRZQ���GRZQ�LV�XS�
� ��7KH�KRUL]RQ³LQ�LV�RXW���RXW�LV�LQ�
� ��%UHDWK³H[SDQVLRQ�DQG�FRQWUDFWLRQ�RI�WLPH���EHLQJ�LQ�WKH�FRPIRUWDEOH�JDS�

The eight sessions would culminate in participants gaining a clown red nose.

222 �,�ZLOO�QRZ�DSSHQG�P\�GRFWRU·V�FRURQDU\�UHSRUWV�DV�IRRWQRWHV��WR�XQIROG�WKHP�LQ�DV�DQ�RQJRLQJ�VXEOLPLQDO�
narrative for I was in deniel of there potential impact.
223 �)HEUXDU\�������¶&DUGLR�YHUVLRQ�IRU�$)�>«@�FHUWDLQO\�D�VWURQJ�IDPLO\�KLVWRU\�RI�YDVFXODU�DQHXU\VP�>«@�KDV�
VLJQLÀFDQW�RVWHRDUWKULWLV�RI�WKH�OHIW�KLS��,�JDWKHU�KH�LV�QRW�NHHQ�RQ�UHSODFHPHQW��+H�KDV�GLIÀFXOW\�ZDONLQJ�EXW�LV�NHHQ�WR�
VZLP��+H�FDQQRW�ZDON�RQ�WKH�WUHDGPLOO�>«@�,�ZLOO�RUJDQLVH�DQ�H[HUFLVH�ELNH�IRU�KLP·���6HH�$SSHQGL[��&RPSOHWLQJ�+D���
Dr Hale and Dr -RKQ�:LOOLDPV�KHDUW�UHSRUWV����������������
224  See Appendix: 9LGHR�/LQNV�²�����0U�:DQJ�7DL·ML�YLGHR�H[FHUSWV�����.
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)LJXUH�����/LPLQDO�0HPEHU�DQG�5REHUWVRQ�GRLQJ�&KL�'DQFLQJ�/DQG�6XUÀQJ��
6RXUFH��'UDIÀQ�

/DWHU�WKDW�PRQWK�ZH�ZHUH�LQIRUPHG�RIÀFLDOO\�WKDW�WKH�&DWKROLF�&KXUFK�ZRXOG�QRW�H[WHQG�RXU�UHQWDO�OHDVH�DW�
J-Studios—our space had been allocated for an international German primary school.���

:KR�DUH�WKH�VWUDQJH�RQHV��DUWLVWV��WKDW�FDQ�SXW�XS�ZLWK�/LPLQDOLW\"
� $UH�ZH�PRYLQJ�IURP�/LPLQDO�WKHDWUH�LQWR�DQRWKHU�WKHDWUH�GLUHFWLRQ��WKH�UHVHDUFK�KDV�WDNHQ�GLIIHUHQW�GLUHFWLRQ��
� DQG�ZH�DUH�PRYLQJ�IXUWKHU�RXWVLGH�WKH�PDLQVWUHDP�DQG�WKH�IULQJH��GR�ZH�FKDQJH�QRZ"
� :KR�DUH�WKH�VWUDQJH�SHRSOH�RU�RUJDQLVDWLRQV�WKDW�PLJKW�ZDQW�WR�VXSSRUW�XV"
� 6KRXOG�ZH�&RQWLQXH�(QG�RU�&KDQJH�)DFH�/LIW"
� 2XU�H[LVWHQFH�VHHPV�D�FRQWLQXDO�/LPLQDO�PRPHQW��
� 7KLV�LV�WKH�SRLQW�WR�PRYH�LW�IRUZDUG�DQG�ÀQG�WKH�HQHUJ\�SODQ�WR�FRQWLQXH�RU�HOVH�LW�LV�WLPH�WR�KDYH�RQH�ODVW
� GLQQHU�DW�WKH�HQG�RI�WKH�\HDU����

,Q�$SULO��5DKDUGMR�DUULYHG�IRU�D�SODQQLQJ�ZHHN�DQG�D�RQH�ZHHN�ZULWLQJ�H[HUFLVH��:H�WUDYHOOHG�WR�&DQEHUUD�WR� 
PHHW�PDMRU�UHSUHVHQWDWLYHV�RI�')$7�WR�SLWFK�RXU�LGHD��EXW�LQ�ODVW�PRPHQW�WKH\�ZHUH�XQDEOH�WR�VHH�XV��/DWHU� 
ZH�WUDYHOOHG�WR�D�FRXQWU\�UHWUHDW�WR�ZULWH�EXW�LW�ZDV�VR�FROG��5DKDUGMR�ZDV�QRW�ZHOO�DQG�ZLWK�P\�EDG�KLS�,� 
FRXOG�QRW�FROOHFW�HQRXJK�ZRRG�IDVW�HQRXJK�WR�NHHS�D�ÀUH�VXVWDLQLQJ�WKH�QHFHVVDU\�OHYHO�RI�KHDW��$IWHU�WZR� 
days, we both drove back to Melbourne like two old men.����7KH�VLJQV�IRU�WKLV�SURMHFW�ZHUH�QRW�JRRG��FHU-
tainly the signs in my body, were equally were not registering).

225  In the background of this time, March 2011 was ‘evidence of downstream LAD ischaemia […] will organise
$QJLRJUDP�LQ�QH[W�PRQWK�RU�WZR·��'U�-RKQ�:LOOLDPV���
226  See Appendix: Chapter 6 Completing Ha�²�/LPLQDO�7KHDWUH�DQG�WKH�)XWXUH��0DUFK������
227  May 2011, reports also revealed a ¶PLOG�SODTXH�LQ�OHIW�PDLQ�>���@�DSSHDUV�FKURQLF�>���@�WLJKW��������VWHQRVLV�
LQ�WKH�FLUFXPÁH[³VWHQWHG�ZLWK�HOXWLQJ�VWHQW��2QJRLQJ�KLS�SUREOHPV�DQG�ZLOO�QHHG�VXUJHU\�DW�VRPH�VWDJH�VRRQ·��-RKQ�
Williams JW).

128.



 
 )RXQGDWLRQ�WUDLQLQJ�LV�QRW�WR�:+2�\RX�DUH�EXW�ZKDW�\RX�DUH��$QG�:+$7�\RX�DUH�>«@�DQG�WKH�RQO\�UHDOLW\�WR��
� :KDW�\RX�DUH�LV�\RXU�%RG\��<RX�DUH�\RXU�ERG\�LQ³D�FRPSOH[�FRPELQDWLRQV�RI�PDQ\�UHDOLWLHV�VHQVDWLRQV�ÁHVK��
� VSLULW�HWF��<RX�REVHUYH�LWV�ZRUNLQJV³*RQJ�)HQJ�6KXL� �-LQJ�&KL�6KHQ��7KLV�LV�GRQH�E\�GHHSHQLQJ�\RXU�XQGHU�
� VWDQGLQJ�RI�D�IHZ�PRYHPHQWV³WKH�UHSHWLWLRQ�WKDW�LV�DERXW�VLON³WKHQ�\RX�FDQ�ÀQG�WKH�H[WHQVLRQ�RI�ZKDW�\RXU��
� SHUFHSWLRQ�\RXU�KHDG�PLQG�OLPLWV.��� 

,Q�WKH�/DQG�6XUÀQJ�FODVVHV��,�DP�WKHRUHWLFDOO\�FRPELQLQJ�WZR�FRQFHSWV³*ĿQJ�)ďQJ 6KXɷ = -ĦQJ�4u�6KpQ��
I am H[SHULHQFLQJ�WKLV�VSHFLÀFDOO\�E\�VKDULQJ�D�IHZ�RI�P\�SK\VLFDO�WUDLQLQJ�PRYHPHQWV³VXFK�DV�ZDONLQJ�
PHGLDWLRQ�DQG�<RVKL�2LGD�-DSDQHVH�URZLQJ�H[HUFLVHV³ZLWK�FODVV�PHPEHUV���� Due to my physical condition, 
these experiences were limited to demonstration and teaching by instruction and touch only.

In August, I designed and conducted a twelve-hour communication workshop for Allied Heath and The 
Royal Melbourne Hospital. The workshop was in aid of  developing communication skills to improve Acute 
Patient Care, with research being undertaken by a surgical team that consisted of: a surgeon, anaesthetist, 
anaesthetic nurse, scrub nurses, sterilisation manager, admission nurses, theatre technicians, and a nurse 
PDQDJHU��:LWKLQ�WZR�PRQWKV�,�IRXQG�P\VHOI�LQ�D�6ROR�+RVSLWDO�LQ�-DYD��H[SHULHQFLQJ�DFXWH�SDWLHQW�FDUH�ÀUVW�
hand.

,Q�PLG�2FWREHU�,�ZDV�LQYLWHG�WR�IDFLOLWDWH�D�WZR�ZHHN�DFWLQJ�ZRUNVKRS�ZLWK�6ODPHW�5DKDUGMR�DW�WKH�9RLFHV�
RI�WKH�$UFKLSHODJR�)HVWLYDO��.HVHQLDQ�,QGRQHVLD�9,,��LQ�6ROR�-DYD��:H�ZHUH�WR�FRQGXFW�RXU�0LQG�%RG\�6RXO�
workshop with students drawn from all the acting schools and acting departments in Indonesia. After one 
week, early in the morning, I come down with extreme food poisoning. I tried to sleep and then woke up 
naked, on a toilet, being thumped on the chest by my very orthodox Muslim female translator. I had fainted 
DQG�P\�KHDUW�KDG�VWRSSHG��,�ZDV�UXVKHG�WR�6ROR�+RVSLWDO��$IWHU�ÀYH�GD\V��,�ZDV�EDFN�DW�WKH�ZRUNVKRS�ZKLOH�
VWLOO�LQ�$UWHULDO�)LEULOODWLRQ��$)���

%\�1RYHPEHU��P\�$)�KDG�VWDELOLVHG�DIWHU�DQRWKHU�&DUGLRYHUVLRQ��DQG�,�IRXQG�P\VHOI�DW�6KDQJKDL�7KHDWUH�
$FDGHP\�GLUHFWLQJ�D�VL[�ZHHN�SURMHFW�ZLWK�IRXU�SRVWJUDGXDWH�DFWRUV��DGDSWLQJ�D�VHULHV�RI�6KDNHVSHDUH�VFHQHV�
and sonnets to a production called /RYH�'HVLUH�3RZHUឡḧḒⰍ.�0LG�UHKHDUVDO��*X�<LDQ�WRRN�PH�RQ�D�WKUHH�
day excursion to Mount Qingyuanin, in the )XMLDQ�SURYLQFH�LQ�HDVW�&KLQD��7KHUH�ZH�YLVLWHG�WKH�IDPHG�stone 
statue RI�/DR]L�PDGH�GXULQJ�WKH�6RQJ�'\QDVW\��DV�VKRZQ�LQ�)LJXUH���� 

228  iPhone Notes, July 2011. Here I am beginning to understand conceptually my training that will certainly 
become more distilled in the next Kyu 3KDVH��&KDSWHU�����+RZHYHU�,·P�QRZ�VWUXFN�E\�WKH�FRQWUDGLFWLRQ�RI�ZKDW�ZDV�
being thought about somatic practice and what was actutally happening to my body.  
229  July 2011: ‘VWHQWHG�D�FLUFXPÁH[LRQ�VWHQRVLV�ZLWK�JRRG�UHVXOW�>«@�DFWLYLW\�VWLOO�VLJQLÀFDQWO\�OLPLWHG�ZLWK�OHIW�
KLS�SUREOHPV·��-:��
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)LJXUH�����)URQW�SDJH�RI�SDPSKOHW�9RLFHV�RI�WKH�$UFKLSHODJR�)HVWLYDO��.HVHQLDQ�,QGRQHVLD�9,,�������$W�WKH�ERWWRP��
all the arts schools from all over Indonesia).

)LJXUH�����0H�ZLWK�P\�8QFOHV�.HLWK·V�FDQH�VWDQGLQJ�LQ�IURQW�RI�VWDWXH�RI�/DR]L� Mount Qingyuanin, in the )XMLDQ�
province.
6RXUFH��3KRWR�*X�<LDQ��

In this photography I am captured missing a tooth, slightly overweight, assisted by my cane and quite ex-
KDXVWHG�IURP�FOLPELQJ�D�PRXQWDLQ�WR�VWDQG�LQ�IURQW�RI�D�YHU\�ZLVH�PDQ��$V�TXRWHG�E\�HYHU\�7DL·ML�WHDFKHU��
/DR]L³WKH�&KLQHVH�SKLORVRSKHU�DQG�DXWKRU�RI�WKH�7DR�7H�&KLQJ (WKH�:D\)—had said that ‘nothing is softer 
RU�PRUH�\HLOGLQJ�DV�ZDWHU��\HW�IRU�GLVVROYLQJ�WKH�KDUG�DQG�LQÁH[LEOH�QRWKLQJ�FDQ�VXUSDVV�LW·��/DR�7]H�������S��
�����7DNLQJ�*X�<LDQ·V�PHWDSKRU�RI�ZDWHU�DV�HQHUJ\�WKLV�ERG\��WKLV�YHVVHO�ZDV�QRW�OLVWHQLQJ�WR�LWV�ZDWHU��� 

3.3 Closing the gap (2012)

(DUO\�RQH�PRUQLQJ�LQ�)HEUXDU\�������,�ZRNH�XS�ZLWK�D�VKDUS�SDLQ�LQ�WKH�PLGGOH�RI�P\�EDFN��,�OHW�0DU\�NQRZ�
WKDW�,�GLGQ·W�OLNH�WKH�IHHO�RI�LW�DQG�WR�FDOO�DQ�DPEXODQFH��7KH�SDUDPHGLFV�DVNHG�PH�WR�UDWH�P\�SDLQ�EHWZHHQ�
RQH�DQG�WHQ��,�LQIRUP�WKHP�WKDW�,·YH�QHYHU�NQRZQ�KRZ�WR�DQVZHU�WKDW��ZKHQ�,�VD\��¶ZKDW�LV�D�WHQ"·��WR�ZKLFK�
WKH\�UHSOLHG��¶LPDJLQH�\RXU�DUPV�DUH�WLHG�WR�WZR�KRUVHV�DQG�\RX�DUH�EHLQJ�SXOOHG�DSDUW·��:RZ��SUHWW\�H[WUHPH�
,�WKRXJKW��¶,·P�DURXQG�D�VL[�PD\EH·�,�VDLG��7KH�SDLQ�LQFUHDVHG�RQFH�LQ�WKH�DPEXODQFH�DQG�WKH�SDUDPHGLFV�DG-
ministered what I assumed was a vial of morphine. This had no effect as the pain was increasing. Two more 
vials were administered. I was then wheeled into emergency where I was met by a very young doctor who 
was on call. She wanted a blood test. My pain was increasing and they pumped me with more morphine. The 
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SDLQ�ZDV�DPD]LQJ�DQG�LW�ZDV�FRPLQJ�LQ�ZDYHV��IURP�D�SDXVH��OLNH�D�WUDLQ�FRPLQJ��DQG�WKHQ�HPDQDWLQJ�IURP�
by back and out my arms and body. <HV��LW�LV�D�-R�+D�.\X�>0D@��DQG�LW�LV�OLNH�,·P�EHLQJ�WRUQ�DSDUW� I was 
worried that my heart would make an explosive beat and explode and rupture my aorta. I go into a reverie of 
meditation to keep my heart rate constant. When asked again what my experience of pain was, I replied very 
FDOPO\�DQG�LQ�D�GHHS�WUDQFH��¶QLQH�SRLQW�ÀYH·��7KH�QXUVH�ZDV�FRQFHUQHG�EXW�,�WKLQN�P\�FDOP�YRLFH�DQG�P\�
low heart rate made the doctor think I was putting it on. The nurse suggested I should go into surgery and at 
this point rings my cardiologist. As the doctor was waiting for the blood results to come in, she administered 
PRUH�PRUSKLQH��%\�QRZ�,·YH�EHHQ�LQ�WKLV�H[WUHPH�SDLQ�IRU�RYHU�DQ�KRXU��,�OHDQW�DFURVV�WR�0DU\�DQG�VDLG��¶,�
GRQ·W�WKLQN�,�FDQ�KDQJ�RQ�PXFK�ORQJHU·��0DU\�ZHQW�EHUVHUN�DQG�VFUHDPHG�IRU�PH�WR�EH�WDNHQ�IRU�VXUJHU\��
0\�FDUGLRORJLVW�KDG�EHHQ�FRQWDFWHG�DQG�DJUHHG��,Q�D�PRPHQW��,�ZDV�LQ�WKH�RSUDWLQJ�WKHDWUH�VWLOO�LQ�DPD]LQJ�
pain. The surgeons inserted a series of stents into my heart arteries through my groin and magically the pain 
stopped immediately; a delightful Kyu—then a [Ma], a living pain-free completion.  

 

 ���)HEUXDU\�������¶3UHVHQWHG�ZLWK�DFXWH�DQWHULRU�LQIDUFW�>«@�$QJLRJUDP�VKRZHG�DFXWH�RFFOXVLRQ�SUR[LPDOO\��
� LQ�WKH�/$'�>«@�UHRSHQHG�SURPSWO\�ZLWK�ZLUH�EDOORRQ�LQÁDWLRQ�DQG�WKURPEXV�H[WUDFWLRQ�DQG�SXW�LQ�WZR�VWHQWV��
� /$'�SUR[LPDOO\�DQG�OHIW�PDLQ�>«@�KDV�VXVWDLQHG�VRPH�/$'�WHUULWRU\�GDPDJH�>«@�VLWH�RI�WKH�LQFOXVLRQ�UHODWHG��
� WR�DQ�ROG�VWHQW�>«@�WROG�KLP�WR�GHIHU�D�WULS�RYHUVHDV�LQ�WKH�QHDU�IXWXUH�>���@�(FKR�KDV�VKRZQ�VLJQLÀFDQW�/9�G\V�
� IXQFWLRQ�ZLWK�DQWHUR�ODWHUDO�DQG�DSLFDO�K\SRNLQHVLV·��-:���VHH�$SSHQGL[��&KDSWHU���&RPSOHWLQJ�+D����'U�'U��
� +DOH�DQG�'U�:LOOLDPV�KHDUW�UHSRUWV�� 

 

3.4 Bridging [Ma] .DL�;LQ—open heart 2012

¶<RX�ZLOO�GLVFRYHU�WKDW�LQVWHDG�RI�\RX�SHUYHLYLQJ�UHDOLW\�ZKDW�LQ�IDFW�LV�KDSSHQLQJ�LV�WKDW�UHDOLW\�LV�SHUFHLY-
LQJ�LWVHOI�WKURXJK�\RX·����.LQJVOH\������S������

Immediately after the procedure, I sat on a hospital bed watching two friends who had rushed in to see me 
ODXJKLQJ�DQG�SOD\LQJ��,·P�WKHUH�LQ�P\�ERG\�EXW�ZDWFKLQJ�DW�WKH�VDPH�WLPH��SUHVHQW�EXW�DOVR�GHWDFKHG���<HV�,�
was still high on a morphine [Ma], but in the moment where time and space expanded a light was exposed. 
Quietly, in the aftermath, I knew I had been lucky. My body said thanks. This was a [Ma] moment where 
lightness was revealed; but questions were being asked of me. 
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The reality
My body is not in good shape.

I have a heart condition
Needing constant monitoring.

I have a damaged hip
Needing immediate replacement

Has Liminal Theatre served its purpose?
It will change 

Liminal thresholds have served their purpose.
Practice is theory?

 I now mind the gap
So there is no gap

Only more missing teeth.
And a Reality

A Body. 

�'UDIÀQ�5HYHODWLRQ�
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Chapter Seven

Kyu: Mind the Gap— the Heart of the Matter [Ma] (2012-present)

We tend to have the fond idea that scholarship is always marching forwards in its evolutionary stride con-
stantly progressing.  The reality is that its like a tide - sweeping in and out with the waves throwing up beau-
tiful shells on the beach along with the garbage and then sucking them back into the ocean (Kingsley 2008, 
p.173).230

=HDPL�VDZ�WKH�DUWLVW·V�ÀQDO�SURJUHVVLRQ�LQ�WKH�VHTXHQFH�RI�XQIROGLQJ�SULQFLSOHV�DV�¶Kyu: The Ripening’. The 
image that comes to me (and it certainly expresses what I experienced during this period) is a wonderful 
decomposition of the events described in the previous completing Ha, which exposured the seeds that would 
WDNH�URRW�LQ�WKLV�ÀQDO�SKDVH��/LNH�DOO�GHFRPSRVLWLRQV��WKH�SURFHVV�ZDV�PHVV\���,Q�WKH�SUHYLRXV�Ha phase, I 
was swamped by multiple gaps of half understood principles, concepts and experiences. Nonetheless, I felt 
it was time in the changing waves of revelation and confusion, like the tide sweeping in and out , to pick 
XS�UHÁHFW�DQG�SOD\�ZLWK�VRPH�RI�WKRVH�VHHGV�EHIRUH�WKH\�ZHUH�VXFNHG�EDFN³WR�JLYH�WKHP�WLPH�DQG�REVHUYH�
if they would take root.

)LJXUH�����'UDI�'UDIÀQ�RQH�ZHHN�DIWHU�KLS�RSHUDWLRQ�
Source: Sister Jan Gowty.

,Q������/RUQD�0DUVKDOO��ZKHQ�VKH�ZRUNHG�DW�WKH�9&$�6FKRRO�RI�'UDPD��RQFH�VDLG�WR�PH��¶DV�\RX�DJH�DQG�
\RXU�ERG\�FKDQJHV�\RX�KDYH�WR�FKDQJH�WKH�ZD\�\RX�ZRUN�DQG�WKLQN·��7KLV�UHDOLW\�ZDV�QRZ�ÀUPO\�SDUW�RI�WKLV�
maturing.  In this phase, post-heart attack, I would have a major hip replacement, numerous cardio conver-
VLRQV�IRU�$)��WZR�PDMRU�KHDUW�DEODWLRQ�SURFHGXUHV��DQG�ÀQDOO\�WKH�H[WUDFWLRQ�RI�DOO�EXW�VHYHQ�RI�P\�WHHWK��

7KHUH�FRXOG�EH�QR�¶JDS·�EHWZHHQ�WKH�GHPDQGV�SUHVHQWHG�E\�P\�RQJRLQJ�UHVHDUFK�DQG�WKH�UHDOLW\�RI�D�ERG\�
that had to do less and think and work differently.  

230 �$�SHHU�UHYLHZHU�IRU�$7,1(5�IRU�D�UHFHQW�DUWLFOH�,�ZURWH��¶$FWLQJ�5HFRQVLGHUHG��&RQWHPSRUDU\�$FWRU�7UDLQLQJ�
DQG�WKH�9LOODJH�%RG\·��VWDWHG�WKDW�,�ZULWH�DV�WKRXJK�(QJOLVK�ZDV�P\�VHFRQG�ODQJXDJH��$V�D�ODWH�GLDJQRVHG�'\VOH[LF��,�
was and probably still are on a learning curve. 
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7KH�&KLQHVH�ZRUG�IRU�¶WR�WKLQN·�LV�;LɵQJ�and is made up of three characters: a tree, next to an eye, over 
D�KHDUW��,W�WUDQVODWHV�DV�¶WR�WKLQN·��EXW�DOVR�¶WR�ZDQW·�DQG�¶WR�PLVV·���,W�LV�DQ�HYRFDWLYH�SRHWLF�PHWDSKRU�ZKLFK�
FRPELQHV�WKH�VHQVH�RI�ORJRV��UDWLRQDO��DQG�P\WKRV���H[SHULHQWLDO���$�WUHHᮌ, like the body, next to an eye ┠ 
opening the body to the senses sitting on a heart ᚰ��VHH�$SSHQGL[��&KDSWHU���.\X ²�*X�<LDQ�&DOOLJDUDSK\�
Xiang). In this phase (with my restricted body) I did not want to build a wall between thinking and the cor-
poreality, between the activities of reading, seeing, sensing and imagining. My body would not be lost in the 
SURFHVV��KRZHYHU�LW�ZDV�D�WLPH�WR�UHDG�PRUH�DQG�UHÁHFW�RQ�ZKDW�ZDV�SUHVHQWHG�WR�PH��,W�ZDV�WLPH�WR�FRPSUH-
hend a sense of the Gap—or the heart of the matter [Ma]—which emerges and is perceived out of this Kyu 

SKDVH��D�PHUJLQJ�RI�SDVW�DQG�SUHVHQW��GRLQJ��SUDFWLFH��DQG�WKLQNLQJ��FRJQLVLQJ���:LWKLQ�WKH�¶KHDUW�RI�WKH�PDW-
ter’ I discovered the necessity of a complementary foundation exercises, in both *ĿQJ�)ďQJ�6KXɷ�and JĦQJ�
4u�6Kpn, leading me to JHQHUDWH�D�ÀYH�OHYHO�DSSURDFK�WKDW�FRPELQHG�WUDLQLQJ�FUHDWLQJ�SHUIRUPDQFH��231

1. Jo�²�(QWHULQJ�WKH�*DS�������
1.1 The senses and the seeds
1.2 The senses and the body
1.3 The body and the tree

2. Ha – The Heart of the Matter  [Ma]

2.1 [Ma] mind the gap
2.2 [Ma] entering the gap 
2.3 [Ma] – *ĿQJ�)ďQJ�6KXɷ foundation exercises 

3. Jo Ha Kyu [Ma]�²�D�ÀYH�OHYHO�DSSURDFK�WR�SHUIRUPDQFH�FUHDWLRQ�

1. Jo�²�(QWHULQJ�WKH�*DS�������

1.1 The senses and the seeds

Whatever happens to come to you through your senses is an intimate token for you - a gift to wake you 
XS��$QG�DW�WKH�VDPH�WLPH�D�VDFUHG�PHPHQWR�DQG�D�UHPLQGHU�RI�WKH�ZRUN�\RX�KDYH�WR�GR���.LQJVOH\�������
p. 550)

7KUHH�HYHQWV��,�ZRXOG�GHVFULEH�DV�JLIWV��RU�¶VHHGLQJV·��SUHVHQWHG�WKHPVHOYHV�WR�PH�DQG�WKHLU�LPSRUW�RQO\�
EHFDPH�FOHDU�ZKHQ�WKH\�OLYHG�DORQJVLGH�P\�ERG\�LQ�D�SHUVRQDO�GDLO\�SK\VLFDO�SUDFWLFH���9LVLWLQJ�P\�KRVSLWDO�
EHG�LQ�)HEUXDU\�������3DXO�0RQDJKDQ��WKH�WKHQ�KHDG�RI�SRVWJUDGXDWH�VWXGLHV�DW�9&$��DVNHG�LI�,�ZRXOG�GH-
sign and teach an introductory 60-hour unit to his postgraduate directing students.  I decided to base the con-
WHQW�RQ�WKUHH�TXHVWLRQV��ZKDW�GR�,�WKLQN�GLUHFWRUV�QHHG�WR�NQRZ"��KRZ�FRXOG�WKH\�EHFRPH�PRUH�FUHDWLYH�LQ�
WKHLU�ERG\"��DQG��KRZ�FRXOG�WKH\�KHOS�WKHLU�FR�FUHDWLYHV��DFWRUV��GHVLJQHUV��HWF���WR�EH�PRUH�FUHDWLYH�LQ�WKHLU�
ERGLHV"�7KLV�SUREDEO\�VXPPHULVHG�WKH�HQWLUH�Jo Ha Kyu journey I had been on. My subject notes certainly 
ZHUH�HYLGHQFH�RI�WKH�VZLUOLQJ�FRQWHQW�LQYROYHG�LQ�P\�SDVW�H[SHULHQFHV�DQG�HVSHFLDOO\�WKH�$VLDQ�7KUHDG���6HH�
$SSHQGL[��&KDSWHU���.\X���'LUHFWLQJ�0HWKRGRORJLHV�VXEMHFW�QRWHV���������7KLV�WHDFKLQJ�XQLW��ZKLFK�,�VWLOO�

231  You may notice in the Kyu chapter’s summary a sense of feeling I am still in the Ha phase and far from the 
completion Kyu.
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GHOLYHU�WRGD\�DW�WKH�9&$��JDYH�PH�D�SODWIRUP�WR�UHÀQH�KRZ�WKHVH�FRXOG�GHYHORS�LQWR�PRUH�WKDQ�MXVW�FRQ-
cepts. Through the course unit, I began to think about how they might be taught and practised.232

/DWHU�WKDW�\HDU��RQ�P\���WK�ELUWKGD\��,�ZDV�JLYHQ�D�ERRN��WKH�VHFRQG�¶VHHG·��WKDW�LV�QRZ�ÀOOHG�ZLWK�HQGOHVV�
bookmarks and pencil marks. This was Iain McGilchrist’s�7KH�0DVWHU�DQG�KLV�(PLVVDU\��WKH�'LYLGHG�%UDLQ�
DQG�WKH�0DNLQJ�RI�WKH�:HVWHUQ�:RUOG� McGilchrist argues that the creative process, neurologically, begins in 
WKH�ULJKW�KHPLVSKHUH�RI�WKH�EUDLQ�ZKHUH�HPERGLHG�H[SHULHQFH��WKURXJK�WKH�VHQVHV��RI�¶WKH�RWKHU·��WKDW�ZKLFK�
is sensed outside ourselves, is made implicit, and then, in more complex neurological interactions, is sub-
VHTXHQWO\�PDGH�H[SOLFLW�LQ�WKH�OHIW�KHPLVSKHUH��WKURXJK�UHGXFWLYH�DQG�FRQFHSWXDO�WKLQNLQJ��7KH�LQWHUDFWLYLW\�
LV�ÀQDOO\�WDNHQ�XS�DJDLQ�E\�WKH�ULJKW�KHPLVSKHUH��0F*LOFKULVW�������S�����233  This, to my mind, correlated 
ZLWK�WKH�&KLQHVH�ZRUG�¶WR�FUHDWH·��FKXjQJ�]jR 㐀��VHH�EHORZ�GLDJUDP�&ăQJ�'DR�=jR�DQG�%RG\��)LJXUH�
71 ) with its corresponding focus on the body and prompted an excursion into more reading in neurology.234  
0F*LOFKULVW·V�UHIHUHQFH�WR�WKH�VHQVHV�HQFRXQWHU�ZLWK�¶WKH�RWKHU·��LQ�SDUWLFXODU��ZDV�WR�EHFRPH�WKH�FHQWUDO�
HOHPHQW�LQ�OLQNLQJ�VR�PDQ\�FRQFHSWV�SUDFWLFHV�FROOHFWHG�LQ�WKH�$VLDQ�7KUHDG���

  

(cāng)     ย(dāo      㐀 (zào)�
�

       Storage                   K nife                To build                �

 E xperience /5 senses          5 W’s                 Vivid Action�

�
           RIGHT Hem              L E F T Hem         RIGHT Hem�

�

BODY�
 

)LJXUH�����$OLJQLQJ�&KLQHVH�ZRUG�IRU�FUHDWLYLW\�ZLWK�EUDLQ�KHPLVSKHUHV��
6RXUFH��'UDIÀQ�

The third seed was an invitation  to speak and write about my practice at two conferences, 7KH�&XOWXUH�LV�WKH�
%RG\��6\PSRVLXP�(2014), on the practice and actor training work of Suzuki Tadashi, at Shanghai Theatre 
$FDGHP\��DQG�$FWLQJ�5HFRQVLGHUHG��1HZ�$SSURDFKHV�WR�$FWRU·V�&UHDWLYH�:RUN�DQG�7UDLQLQJ�(2014), at the 

DQ�LQWHUQDWLRQDO�FRQIHUHQFH�KRVWHG�LQ�WKH�/LWKXDQLDQ�$FDGHP\�RI�0XVLF�DQG�7KHDWUH���7KLV�DOVR�FDPH�ZLWK�
an invitation to conduct a one-week intensive at the 2014, the ,QWHUQDWLRQDO�0DVWHU�&ODVV�LQ�'LUHFWLQJ, in 
&KLQD��,�ZDV�RQH�RI�ÀYH�GLUHFWRUV�FKRVHQ�IURP�1HZ�=HDODQG�DQG�$XVWUDOLD��FR�VSRQVRUHG�E\�WKH�$UW�%XUHDX�
RI�&KLQHVH�0LQLVWU\�RI�&XOWXUH�DQG�6KDQJKDL�7KHDWUH�$FDGHP\��VHH�$SSHQGL[��&KDSWHU���.\X�²�,QYLWDWLRQ�
letters 2014). These events demanded that I revisit readings, and experiences and articulate them not only 
verbally but in written form.

1.2 The senses and the body
232  Prior to this I had been involved already been involved in course design and  pedagogic course reviews, (See 
$SSHQGL[��&KDSWHU���,QWURGXFWLRQ����&XUULFOXP�9LWDH��%��7HUWLDU\�&RXUVH�'HVLJQ�S������
233  McGilchrist suggests that it is the faculty of the imagination that enables information to be taken back from 
WKH�OHIW�KHPLVSKHUH�WR�WKH�ULJKW�KHPLVSKHUH��DOORZLQJ�WKH�¶LPDJLQHG·�WR�EH�DQ�HPERGLHG�DFWLRQ�LQ�WKH�ZRUOG��
234 �,QFOXGLQJ�.HPS���������6DFNV���������/DNRII�	�-RKQVRQ���������1RH��������ZKRVH�LGHDV�LPSDFW�RQ�P\�
work and which I discuss later in this chapter.
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It was during this period, of predominantly left-brain logos activity, that I engaged in a daily somatic prac-
tice, what  I called /DQG�6XUÀQJ� ,Q�P\�HDUO\�OLIH��EHWZHHQ�WKH�\HDUV�RI�ÀIWHHQ�XQWLO�WZHQW\�ÀYH��,�WRRN�XS�
RFHDQ�ERDUG�VXUÀQJ�YHU\�VHULRXVO\��)RU�PH�VXUÀQJ�ZDV�D�FUHDWLYH�SOD\�ZLWK�WKH�HQHUJ\�RI�D�ZDYH��<RX�GLGQ·W�
ride the wave, your body played with the energy of a wave.235 It was a creative unfolding of Jo Ha Kyu 
within an encounter of external energies.  If your body’s energy did not meet the energy of the wave, there 
was no (Jo��WDNH�RII��&RQVHTXHQWO\��WKHUH�ZRXOG�EH�D�FRPSOH[�EUHDNLQJ��Ha) encounter with the unfolding 
waves which changed energy until the waves completed (Kyu) energy either dumped you or just faded out.  
2IWHQ�ZKHQ�SUDFWLVLQJ�7DL·ML��,�KDG�D�YHU\�VLPLODU�VRPDWLF�H[SHULHQFH�WR�VXUÀQJ���,�PHQWLRQHG�LQ�WKH�SUHYLRXV�
chapters that I had made, and was continually making, a link between Tai’ji and the progressive creative 
unfolding Jo Ha Kyu. However two experiences helped me understand that the link I was looking for had 
to do with understanding a sustained inner moment of energy, and a relational encounter that stimulated the 
LPDJLQDWLRQ�DQG�QRW�WKH�DFWXDO�PRYHPHQWV��7KLV�JDYH�PH�DQ�XQGHUVWDQGLQJ�RQ�KRZ�WR�SUDFWLFH�/DQG�6XUÀQJ�

)LJXUH�����'UDI�'UDIÀQ�VL[�ZHHNV�DIWHU�KLS�RSHUDWLRQ�
6RXUFH��-RVKXD�'UDIÀQ�

For inspiration, I would often wander through Shanghai parks watching various teachers in tradition Tai’ji 
RXWÀWV�ZLWK�WKHLU�QXPHURXV�VWXGHQWV��2QFH��,�VWXPEOHG�RQ�D�VROLWDU\��H[WUHPHO\�IUDLO�HOGHUO\�ZRPDQ�GRLQJ�KHU�
7DL·ML�SUDFWLFH�DORQH��,�ZDV�WUDQVÀ[HG�IRU�DQ�KRXU��6KH�KDUGO\�PRYHG��\HW�HDFK�PLQXWH�PRYHPHQW�ZDV�SUHFLVH�
and totally connected to her whole body so I could sense the inner movements which consisted of all one 
hundred and eight movements of her Yang-style Tai’ji progression.  

,�IHOW�P\�ERG\�LQWHUQDOO\�PLUURULQJ�KHU�PRYHPHQWV��/DWHU��,�ZDV�VHQW�D�YLGHR�E\�3URIHVVRU�*X�<LDQ�GHPRQ-
strating that the inner movements of Tai’ji were linked to the energy patterns of the natural world.236 These 
WZR�H[SHULHQFHV�OLEHUDWHG�PH�WR�H[SORUH�IXUWKHU�WKH�SUDFWLFH�RI�7DL·ML�LQ�D�IUHH�IRUP�H[SUHVVLRQ��RU�/DQG�6XUI-
ing, informed by the concepts and principles involved in Tai’ji, but fused with the principles of�*ĿQJ�)ďQJ�

6KXɷ���0RUHRYHU��WR�ÀQG�D�GHSWK�RI�DZDUHQHVV�LQ�WKLV�PHGLWDWLYH�SUDFWLFH��HYHU\�PRYHPHQW�EDVHG�RQ�WKHVH�
235 �,�GHVFULEH�P\�HDUO\�OLIH�DV�D�VXUIHU�LQ�&KDSWHU���
236  This video was created by Mr Sun, in Shanghai  to honour the recent death of his teacher, Mr Robert Wang.  
:KDW�LQVSLUHG�PH�ZDV�WKH�HQJDJHPHQW�RI�WKH�ZKROH�ERG\��WKH�FRQWLQXDO�ÁX[�RI�WKH�ERG\��WKH�QDWXUDO�IUHH�IDFLDO�H[-
SUHVVLRQ�DORQJVLGH�WKH�PRYHPHQWV�RI�WKH�QDWXUDO�HQYLURQPHQW��VHH�$SSHQGL[��9LGHR�/LQNV������0U��:DQJ�7DL·ML�YLGHR�
excerpts 2015. 
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principles had to be evaluated through the lens of JĦQJ�4u�6KpQ⢭ Ề ⢭.

7UDGLWLRQDO�&KLQHVH�DUW�IRUPV��HVSHFLDOO\�SDLQWLQJ�DQG�SHUIRUPDQFH��DUH�MXGJHG�E\�WKH�FRQFHSW�RI�JĦQJ�4u�
6KpQ⢭ Ề ⢭ (6ăQ%ɵR ୕ᑌ -The Three Treasures).�,W�LV�D�YHU\�FRPSOLFDWHG�&KLQHVH�FRQFHSW�DQG�PXFK�
GHEDWHG�SKLORVRSKLFDOO\��\HW�UHSUHVHQWV�D�VLPSOH�OHQV�WR�DVVHVV�WKH�VWDWXV�DQG�TXDOLW\�RI�DQ�DUWLVW��WKHLU�SHU-
formance and also training exercises through three core frames.237�$V�GLVFXVVHG�SUHYLRXVO\�(in Chapter 2 

and Chapter 6), JĦQJ (⢭)�LQGLFDWHV�WKH�FRQGHQVHG��GHFDQWHG�DQG�UHÀQHG�DVSHFWV�RI�D�OLYLQJ�DFWLRQ��QRWKLQJ�
extraneous and movement in stillness and stillness in action), Qì (Ề) indicates the movement of energy in-
ternally and externally (nothing blocking or patterned in the movement through entire body) and 6KpQ (⚄) 

indicates the resulting affect through control of the actor’s energy within a frame or form which can consist 
of a narrative, context, concept, a set of words or images. JĦQJ�4u�6KpQ became and remains an important 
practical reminder or marker in my investigational practices into awareness and energy.  Using it as a lens to 
REVHUYH�WKH�ERGLHV�RI�DUWLVWV�DQG�LQ�P\�/DQG�6XUÀQJ�SUDFWLFH��LW�JDYH�PH�D�PHFKDQLVP�WR�XQGHUVWDQG�FRQ-
ceptually and practically what [Ma] represents in my creative processes.

1.3 The body and the tree

The body isn’t a thing it is an event. We exist by happening. (&OD[WRQ�������S�����

,Q�������,�DVNHG�WKH�UHQRZQHG�,QGRQHVLDQ�DFWRU��ÀOP�DQG�WKHDWUH�GLUHFWRU��6ODPHW�5DKDUGMR�'MDURW��ZKDW�
his training consisted of that allowed him to sustain a successful artistic career.238 He was untrained and as 
a young actor felt he wanted to understand how to bring more depth into his acting. He didn’t go to New 
<RUN�RU�(XURSH�EXW�UHWXUQHG�WR�<RJ\DNDUWD�WR�WUDLQ�ZLWK�D�WUDGLWLRQDO�'KDODQJ�PDVWHU��D�PDVWHU�SXSSHWHHU�
of Wayang Kulit). The master told him to just stand in front of a particular tree for weeks. Slamet said this 
ZDV�KLV�IRXQGDWLRQ�IRU�DFWRU�WUDLQLQJ��D�NLQG�RI�UHSHDWHG�SUDFWLFH��+H�KDG�WR�FRQWURO�KLV�ERG\�WR�ÀQG�ZD\V�WR�
control the pain. This for him—the act of stillness—was a combination of strengthening the body but also 
knowing how to connect, control and balance the energy of his body. Then he had to stop his mind from 
DVNLQJ�ZK\�KH�ZDV�GRLQJ�WKLV��DQG�UHDFK�D�FDOPHU�VWDWH��$V�D�UHVXOW��KLV�PLQG�EHFDPH�RSHQ�QRW�FORVHG�239 He 
JUDGXDOO\�EHFDPH�DZDUH�RI�WKH�WUHH��UHFRJQLVLQJ�¶WKH�RWKHU·��)LQDOO\��KH�ZDV�IUHH�WR�MXVW�EH�LQ�WKH�PRPHQW��
the moment of entering the gap between himself (the actor) and the tree. The tree and the actor began talking 
to each other. This imaginational encounter allowed a transformational change. 

/LNH�6ODPHW��P\�/DQG�6XUÀQJ�SUDFWLFH�EHWZHHQ�WZR�WUHHV��ZKLFK�EHFDPH�P\�UHPLQGHU�RI�DQ�H[WHUQDO�HQHUJ\�
and input) became a sensuous merging with readings, concepts and perceptions and imaginings; a relational 
VSDFH�DQG�HQFRXQWHU�RI�P\VHOI�ZLWK�WKH�ZRUOG��RU�¶WKH�RWKHU·�240$V�,QJROG�DUJXHV��¶LPDJLQLQJ�LV�WKH�DFWLYL-
237  I perceive all training exercises as moments of performance.  I do not differentiate between training and per-
formance.
238  Slamet Rahardjo Djarot (born 21 January 1949) is an Indonesian actor, director, and screenwriter. Slamet 

VWDUUHG�LQ�GR]HQV�RI�¿OPV�VLQFH�KLV�GHEXW�LQ�WKH������¿OP�:DGMDK�6HRUDQJ�/DNL�/DNL� Since his directorial debut in 
1979, with 5HPEXODQ�GDQ�0DWDKDUL��KH�KDV�GLUHFWHG�DQG�RU�ZULWWHQ�WZHOYH�ÀOPV��RQH�RI�ZKLFK��/DQJLWNX��5XPDKNX� 
was Indonesia’s submission to the 63rd�$FDGHP\�$ZDUGV�LQ������ 
239 �$VLDQV�ZKR�IROORZ�PRUH�WUDGLWLRQDO�SKLORVRSKLHV�KDYH�D�GLIIHUHQW�FRQFHSW�RI�PLQG��W�,W�JRHV�EH\RQG�SXUH�PHQ-
WDO�WKRXJKW�EXW�UHSUHVHQWV�D�SDUWLFXODU�VWDWH�RI�WKH�PLQG�ERG\��DQ�H[SHULHQWLDO�VWDWH��,W�LV�EHVW�GHVFULEHG�E\�WKH�&KLQHVH�
concept of Xin Yi (Heart Mind / Heart Spirit) that I will talk about later.
240  6HH�$SSHQGL[��9LGHR�/LQNV�²�����/DQG�6XUÀQJ�%HWZHHQ�7ZR�7UHHV.
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ty of a being who nevertheless dwells in an actual world… situated in a time and place and therefore in a 
UHODWLRQDO�FRQWH[W·��,QJROG�������S��������7DNLQJ�WKLV�H[DPSOH�RI�D�UHODWLRQDO�FRQWH[W��,�SUDFWLFH�/DQG�6XUÀQJ�
(a practical convergence of  Tai’ji concepts, for example, ‘The Paper Twist and Gong,’ which I describe in 
&KDSWHU�����:KLOH�/DQG�6XUÀQJ��P\�LPDJLQDWLRQ�FRQYHUJHV�ZLWK�RWKHU�DXWKRU·V�WKRXJKWV��SHUFHSWLRQV��DQG�
memories and I would record these on my iPhone.241 Within a particular embodied space, with a particular 
embodied attention, I neither discovered a pure object reality nor invented a subjective reality, but manifest-
ed a process of responsive evocation and meaning to a world being presented to my body and through my 
senses.  

2. Ha – The Heart of the Matter [Ma]

In the Ha�)ORZHULQJ��$VLDQ�7KUHDG�SHULRG�������������,�ZDV�WU\LQJ�FRQFHSWXDOO\�WR�ÀQG�D�WUDLQLQJ�OLQN�WR�
sustain and deepen the creative unfolding process of Jo H Kyu, WR�HQWHU�ZLWK�UHYHODWLRQ�DQG�D�VSHFLÀF�FDOP-
ness, into a complex and seemingly tacit dimension in that mysterious space-gap-interval between gener-
ative input and creative action. Now through a deliberate practical personal embodied exploration of the 
concepts *ĿQJ�)ďQJ�6KXɷ�(through a JĦQJ�4u�6KpQ OHQV���,�ZDV�QRZ�UHÀQLQJ exercises to enter a particular 
kinesthetic, corporeal, spatial and temporal place where the imagination can not only unfold but also be sus-
tained by entering and staying in the Gap  [Ma]; the overlapping practices of *ĿQJ�)ďQJ�6KXɷ held simple 
and deep insights which would underpin an understanding and ability to execute Jo Ha Kyu. 

2.1 [Ma] Mind the gap

7KH�KHDUW�KDV�LWV�UHDVRQV�ZKLFK�UHDVRQ�GRHV�QRW�NQRZ���%ODLVH�3DVFDO�242 

¶Mind the Gap’ has also become an international catch cry for safety in public transport; that is, the threshold 
EHWZHHQ�ZKHUH�\RX�DUH�DQG�ZKHUH�\RX�DUH�JRLQJ�QHHGV�WR�EH�VWHSSHG�RYHU�TXLFNO\��VDIHO\�QHJRWLDWHG�DQG�QRW�
HQWHUHG��RU�DFFLGHQWDOO\�IDOOHQ��LQWR��%RWK�LGHDV�come nearest to expressing my internal sense (and physical 
UHDOLW\�RI�PLVVLQJ�WHHWK��RI�WKH�¶JDS·³RU�[Ma]—in the discussion ahead.

241  6HH�$SSHQGL[��9LGHR�/LQNV�²�����7UHH�0HGLWDWLRQ. ,�KDYH�ÀOPHG�LW�GHFHQGLQJ�LQWR��VORZ�PRWLRQ�TXLWH�GH-
liberately to evoke in the viewer how time and space changes in [Ma]– in this space you become aware of so much 
PRUH�HJ�²�PRYHPHQW�RI�GLVWDQW�FDUV�²�PRYHPHQW�RI�OHDYHV�²�REMHFWV�RQ�WKH�JUDVV��$OVR�D�GHHSHU�UHÁHFWLRQ���UHVSRQVH�
to thoughts that enter consciousness eg a memory appearing or a mediation response to an external reading or source. 
6HH�DOVR�$SSHQGL[��9LGHR�/LQNV�������6RXWKHUQ�&URVV�6WDQGLQJ�0HGLWDWLRQ. While in [Ma] one sits confortable (sabar) 
in the surrounding complexity.
242  &RPPRQO\�DWWULEXWHG�WR�WKH���th�FHQWXU\�)UHQFK�PDWKHPDWLFLDQ�SKLORVRSKHU�%ODLVH�3DVFDO��7KH�GDQJHU�RI�
WKLV�TXRWH�LV�WR�LQGLVFULPLQDWHO\�MXVWLI\�LUUDWLRQDO�EHKDYLRXU���,�XVH�LW�IRU�LW�LPSOHV�WKH�KHDUW (Xin) is associated with an 
HPERGLHG�LQWHOOLJHQFH�WKDW�GRHV�HPEUDFH�WKH�LQWXLWLYH��2QH�FDQ�RQO\�VXPPLVH�ZKDW�ZDV�3DVFDO·V�LQWHQWLRQ"�
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)LJXUH�����$�KDSS\�'UDI�'UDIÀQ�IDFH�SRVW�VHYHQWHHQ�WHHWK�H[WUDFWHG������
6RXUFH��'UDIÀQ�

[Ma] is a complex, seemingly unknowing embodied place and space/gap. Our dominant left hemisphere 
logocentric culture tends to want to avoid the gap that gives time and space to our somatic intelligence with 
LWV�SRWHQWLDO�IRU�¶XQIXUOLQJ�PHDQLQJV�DQG�GHFLVLRQV�WKDW�KDYH�WKHLU�RULJLQV�LQ�WKH�GHHSHU��GDUNHU��PRUH�YLV-
FHUDO�DUHDV�RI�WKH�ERG\�DQG�EUDLQ·��&OD[WRQ�������S����243�,�HQWHUHG�D�NLQG�RI�¶JDS·�ZKHQ�IDFLQJ�WKH�PHGLFDO�
realities that infections in my gums were contributing to my heart condition; that is, the unknowables of that 
FRQGLWLRQ�FRPELQHG�ZLWK�WKH�D��SRWHQWLDO��FDXVDWLYH�H[SODQDWLRQ�IRU�DQ�H[DFHUEDWHG�KHDUW�FRQGLWLRQ��$V�ZLWK�
6ODPHW�DQG�WKH�WUHH��DQG�7DQ�6ZHL�ZLWK�KLV�SDSHU�DQG�EUXVK��VHH�&KDSWHU�����WKLV�SDUWLFXODU�VWDWH�RI�DZDUHQHVV�
seemed to provide another key to my understanding of [Ma].�,W�LQYROYHG�H[SDQGLQJ�WKH�FRQFHSW��GHÀQLWLRQ�
and experience of PLQG in a particular meditative state. 

7KH�&KLQHVH�ZRUG�IRU�PLQG�LV�Xin (ᚰ). It means approximately heart-mind. Xin also is the awareness of 
VRPHWKLQJ��DQ�H[SHULHQFH�RI�¶WKH�RWKHU·��QRW�\HW�H[SUHVVHG��ZKHQ�LW�UHVRQDWHV�DQG�LV�H[SUHVVHG�LW�LV�FDOOHG�
Yi (i.e., thought, perception, or imaginings). You must have Xin before you can have Yi.  Xin is the source 
of Yi. They merge to become Xin Yi ᚰព (intention leading to action). Xin is the master of Yi.244 Not every 
H[WHUQDO�LQSXW�ZLOO�FUHDWH�D�UHVRQDQFH��DQ�H[SHULHQFH��3URIHVVRU�*X�<LDQ�H[SODLQV�WKLV�SURFHVV�DV�¶WKH�HFKR�
in the empty valley’ (✵ .ĿQJ�㇂*ɻ�ᅇHuí ⫆6KďQJ��245 The Xin will capture the echo or those vibrations 
that do resonate, and the others will pass into silence. However the process of capturing must coincide with 
a particular aware state within the body.246�+H�H[SODLQV�WKLV�PHGLWDWLYH�SURFHVV�DQG�SUDFWLFHV�WKDW�ÀUVW�DVNV�

\RX�WR�ÀQG�Kai Xin (ᘙᚰ open heart/mind to the environment), then to ground it downwards )DQJ�;LQ247 (
ᨺᚰ deepen heart /mind focused) to create the calm heart An Xin (Ᏻᚰ open, deepened, focussed alert Xin 
but rested). In this meditative state An Xin, the mind has become a verb, an action: a state to mind, to take 

243 �&OD[WRQ�JRHV�RQ�WR�VWDWH�KRZ�H[SHULPHQWV�VKRZ�RXU�FRQVFLRXV�LQWHOOHFW�LV�RIWHQ�D�UDWKHU�SDOH�UHÁHFWLRQ��RU�
even a crude caricature, of the sophisticated operations going on behind the neurological happenings in our bodies.
244  It also aligns with the underlying thesis in McGilchrist (2009) where the right hemisphere (experience) is the 
master of the left hemisphere (cognitive). 
245  3URIHVVRU�*X�<LDQ��DW�6KDQJKDL�7KHDWUH�$FDGHP\��GLVFXVVHG�WKHVH�FRQFHSWV��LQWHJUDWLQJ�WUDGLWLRQDO�&KLQHVH�
SKLORVRSK\�DQG�WUDLQLQJ�ZLWK�FRQWHPSRUDU\�SUDFWLFHV��LQ�WKH�6KDQJKDL�,QWHUQDWLRQDO�3HUIRUPLQJ�$UWV�5HVHDUFK�&HQWUH�
�6,3$5&��ZKLFK�KH�VHW�XS��,�KDYH�EHHQ�SDUW�RI�WKH�SURJUDP�VLQFH������
246  7KLV�LV�QRW�D�UHOD[HG�VWDWH�EXW�DQ�RSHQ��IRFXVHG�DQG�QRQ�UHDFWLYH�VWDWH��(YHQ�SRZHUIXO�LPSXOVHV�UHVLGH�LQ�WKLV�
calm place. I describe it as a state of 6DEDU, in the following section (2.2). 
247  )DQJ�;LQ�ᨺᚰ�DOVR�PHDQV�¶GR�QRW�ZRUU\·�ZKLFK�DFFRUGLQJ�WR�3URIHVVRU�<LDQ�LV�WKH�PDMRU�EORFN�RI�DQ�DUWLVW��
That is, the worry and concern generated by the pressure and judgment of outside eyes, personal expectations, or any 
of those projected judgment and thoughts, which are actually removed from what is actually happening at that moment 
in and outside oneself.
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care of, to experience and become. The awareness happens in the time and space of [Ma]. In this state, the 
resonance and experience of multiple inputs�DUH�FDSWXUHG��DQG�QRW�ÁRRGHG�E\�WKH�QXPHURXV�FRPSOH[�ULYHUV�
of a sensorial landscape.

2.2 [Ma]�(QWHULQJ�WKH�JDS���*ĿQJ�)ďQJ�6KXɷ

7KH�SHUVRQ�ZKR�KDV�6DEDU�FDQ�EH�FRPSDUHG�WR�WKH�VHD��ZKLFK�GRHV�QRW�ÁRRG�WKRXJK�WKH�ZDWHU�IURP�
QXPHURXV�ULYHUV�ÁRZV�LQWR�LW���*HHOV��������S������248

The somatic and overlapping practices of *ĿQJ�)ďQJ�6KXɷ train the awareness of inter- and intra-connectiv-
ity of the body and space, with its multiple inputs.249  These practices drawn from Tai’ji, provide a training 
foundation for the creative process which leads to the meditative and experiential space [Ma].

250

*ĿQJ��ᕤ) is the connection and tension of energy between heaven and earth (Komparu 1983, p. 23).251 The 
human body is the conduit of this energy and sits between two simultaneous energies. These pass through 
the body creating a ongoing game with gravity; the upward and outward yáng㝧 energy (against gravity) and 
inward and downward \ĦQ㝜�HQHUJ\��ZLWK�JUDYLW\���6R�¶XS�LV�GRZQ·��ZKHQ�\RX�JR�XS�\RX�IHHO�WKH�UHVLVWDQFH�
RI�JRLQJ�GRZQ���DQG�¶GRZQ�LV�XS·��ZKHQ�\RX�JR�GRZQ�\RX�IHHO�WKH�UHVLVWDQFH�RI�JRLQJ�XS���,Q�WKH�VDPH�ZD\��
¶RXW�LV�LQ�DQG�LQ�LV�RXW·��6R�HYHU\�PRYHPHQW�DQG�PRPHQW��LQFOXGLQJ�EUHDWKLQJ�DQG�HVSHFLDOO\�WKH�KDQGV�DQG�
feet) has an associated attention to an unfolding tension, a meeting of two energies that releases the energy 
channels in the body and the twelve cavities where energy gets blocked (Olson 2002, p.152).252  This liminal 
PHGLWDWLYH�SUDFWLFH�FUHDWHV�D�UK\WKP�WKDW�+XDQJ�$O�&KXQJ�/LDQJ��D�7DL·ML�WHDFKHU�UHIHUUHG�WR�DV�¶WKH�ULVH�
DQG�IDOO·��+XDQJ�$O�&KXQJ²/LDQJ�������S������253  He goes on to say that within every movement there is 
during, or in the rising, a slowing down of energy before the fall, and at the completion of the fall, a slowing 
down before the rise. *ĿQJ opens the energy pathways, plays with the expansion and contraction of time and 
VSDFH��LQFUHDVHV�WKH�DZDUHQHVV�WKURXJK�WKH�ÀYH�RSHQLQJV³H\HV��HDUV��QRVH�PRXWK�DQG�VNLQ��,Q�,QGRQHVLD��
they include the fontanel and anus. *ĿQJ�JHQHUDWHV�D�JUHDWHU�H[SHULHQFH�RI�¶WKH�RWKHU· (see below, )ďQJ�for 
further explanation).   

To retain the inter-connectivity and intra-connectivity of the whole body, you must connect to and retain 
energy in the hands and feet.254�7KHVH�FRQQHFWLRQV�PRYH�WKURXJK�WKH�FHQWUH�RI�ERG\�WR�ZKDW�&KLQHVH�7DL·ML�

248  This stems from an old Indonesian saying. The interpretation is that in the experience of the traditional Indo-
nesian, the state of Sabar does not lead to passivity or a relaxed state but to an alert awareness.  
249 �(YHU\�ERG\�SDUW�DIIHFWLQJ�HYHU\�RWKHU�SDUW�LV�QRW�QHZ�HVSHFLDOO\�WR�)HOGHQNUDLV��%XW�WKH�IRFXV�LQ�7DL·ML�LV�QRW�
an anatomical physical connection but an energy connection.
250 ��7DL·ML�LV�D�PDUWLDO�DUW�ZLWK�YHU\�VSHFLÀF�PRYHPHQWV�RI�DWWDFN�DQG�GHIHQFH���7KH�EULGJH�WR�DFWLQJ�WUDLQLQJ�LV�WR�
XVH�WKH�SULQFLSOHV�LQ�VSHFLÀF�VLPSOH�PRYHPHQW�DQG�PHGLWDWLYH�H[HUFLVHV�DQG�QRW�WR�EH�OLPLWHG�LQ�WKH�PDUWLDO�DUW�IRUPV�
251  It seems similar to the Japanese concept in Noh of VKLQ�VRH�WDL� also known as 7HQ�&KL�-LQ. *ĿQJ also means 
¶ZRUN�HQHUJ\·�
252 �3URIHVVRU�*X<LDQ�VXJJHVWV�WKDW�EORFNDJHV�DUH�QRW�HPRWLRQDO�RU�SRVWXUDO�EXW�WR�GR�ZLWK�PRYLQJ�HQHUJ\��$OORZ�
HQHUJ\�WR�WUDYHO�WKURXJK�WKH�EORFNHG�DUHD�ZLOO�DOORZ�WKH�SRVWXUH�WR�ÀQG�LWV�QDWXUDO�VWDWH�
253  This rhythm aligns with the rhythm of breathing where there is a gap or space, an expansion of time and rhythm 
between inhalation and exhalation.
254  Two extremely important Tai’ji and acupuncture points are in the hand ᐑ�OiR�JĿQJ - SDODFH�RI�ODERXU�DQG�
the feet ᾛἨ�ǇƄŶŐ�ƋƵĄŶ�Ͳ�WKH�EXEEOLQJ�ZHOO��:KHQ�WKH�ERG\�RI�DQ�DFWRU�ORVHV�HQHUJ\�RU�JHVWXUDO�LQWHQW���WKH�ÀUVW�DUHD�\RX�
notice is in the hands and feet.  It is called leakage. 
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practitioners may call the 'DQ�7LDQ (⏣ the energy centre). The most effective way to connect to this is 
not to focus on it but to become aware of the extremities of the hands and feet.255�%\�IRFXVLQJ�RQ�WKH�HQHUJ\�
in and between the extremities, the hands and feet, and the dual game with gravity, the actor will become 
naturally poised in movements and experience the 'DQ�7LDQ.256 I never use the terms grounded, balanced or 
centred to describe this practice. Grounded implies only a downward static energy and *ĿQJ�is about move-
PHQW�ZLWKLQ�WZR�HQHUJLHV��&HQWUHG�LPSOLHV�DQ�LQZDUG�DWWHQWLRQ��7KH�FUHDWLYH�DFW�LV�D�SRLVHG�LQWHUQDO�PRPHQW�
which attends also to what exists externally, and the body’s somatic energy that is shifted from that focus. 

In practices that involve *ĿQJ, one recognises the complexity within a widening horizon of attention. This 
is to encounter )ďQJ (㢼²�ZLQG���PRYLQJ�DLU�WKDW�LV�FRQWLQXDOO\�LQ�ÁX[���,I�\RX�KDYH�*ĿQJ you will have 
)ďQJ. Through your heightened senses you experience the shifting energy in the spaces and the moving air 
EHWZHHQ�\RX�DQG�RWKHU�ERGLHV�DQG�KDUG�VXUIDFHV�WKDW�H[LVW�LQ�\RXU�LPPHGLDWH�HQYLURQPHQW��$V�P\�%DOLQHVH�
WHDFKHU�,GD�%DJXV�6XWDUMD��RQFH�VDLG�WR�PH��¶\RX�DUH�WKH�FHQWUH�RI�WKH�XQLYHUVH�EXW�VR�DP�,��:H�DUH�DOO�LQGL-
vidual wonderful mountains but connected in one large mountain range.’ I interpreted this to mean that one 
becomes aware not just of a wider horizon of sensorial elements, but of the energy shifts in the air (wind) 
between those elements. Some Tai’ji practitioners say you embody the horizon.  That is your body is every-
thing in the horizon which allows a greater awareness of the experiences of a moment.257

7KURXJK�WKH�WUDGLWLRQDO�&KLQHVH�*ĿQJ�)ďQJ practices with their sensuous spatial, corporeal, and rhythmical 
awareness, there is a duplication of Ren ே;258 a  heightened transformative state that forms Wuᕩ.259 These 
practices create the potential for a powerful transformational energy in the actor and on the viewer of that 

DFWLRQ��,Q�%DOL��WKLV�PD\�EH�OLNHQHG�WR�WKH�H[SHULHQFH�RI�7DNVX��+REDUW�������S���)260—a vital energy (or 

spirit energy) that changes and transforms you and those around you.261 7KH�%DOLQHVH�VD\��¶'DQFHUV�ZLWK�
Taksu capture the eyes of the audience’ (Swanson 2011, p. 2).

*ĿQJ�)ďQJ practices induce moments of [Ma], the threshold space of increased awareness for potential 
change, but adding practices in 6KXɷ will allow the energy shifts to move from a potentially formless state to 
a visible condensed and focused embodiment; a clear focused light revealed. That is, practices in 6KXɷ will 
give a type of knowing to the experiences created by the practices in *ĿQJ�)ďQJ.

255  7KHUH�DUH�LPSRUWDQW�FRQQHFWLRQV�EHWZHHQ�KDQGV��IHHW�DQG�VSHHFK�DQG�JHVWXUH��,Q�&KLQHVH�WUDGLWLRQ�WKHUH�LV�D�
FRQQHFWLRQ�WKURXJK�WKH�HQHUJ\�FKDQQHO�-ĦQJ /Xz�乷亄�RI�WKH�KDQGV�WR�WKH�KHDUW��;LQ��DQG�WKLV�LV�FRQQHFWHG�WR�JHVWXUH��
7KH�&KLQHVH�ZRUG�IRU�IRRW�㊊ has two symbols: a foot as a platform connected to an open mouth. The energy of vocal 
sound is connected to the feet. McGilchrist (2009, p. 111) suggests there is strong evidence that referential language may 
have evolved not from sounds but initially from hand movements.
256  Practices in *ĿQJ will naturally shift weight slightly more on to the front pad of the feet and into the hands, 
creating a state of poised readiness (not static) balance and connecting movement to gesture and Xin. 
257  7KLV�FRQFHSW�LV�LQ�OLQH�ZLWK�WKH�FXUUHQW�GLVFRYHULHV�LQ�QHXURVFLHQFH�WKDW�VXJJHVW�QR�À[HG�ERXQGDU\�EHWZHHQ�D�
sense of inner and outer realities. See Kemp (2012, p. 11) and McGilchrist (2009, p. 87).
258  Ren ே is the symbol for human.
259  Wu ᕩ is the symbol for the Shaman or witch—a worker of magic—one who has transformed and who 
transforms others.
260 �7DNVX�ZLHOGV�JUHDW�LPSRUWDQFH�LQ�%DOLQHVH�FXOWXUH�DQG�LV�PDQLIHVWHG�LQ�SHUIRUPDQFHV��KHDOLQJ�FHUHPRQLHV�DQG�
LQVSLUDWLRQDO�VSHDNHUV��,W�LV�VRPHWLPHV�UHIHUUHG�WR��E\�+REDUW���DV�WKH�¶/RUG�RI�,QVSLUDWLRQ· (Hobart 2003 p. 88).
261 �,Q�&KLQD��YLWDO�HQHUJ\�ᗣ�MLjQ��GRZQZDUG�HQHUJ\��DQG�NăQJ��XSZDUG�HQHUJ\��DUH�DVVRFLDWHG�ZLWK�RU�FUHDWHG�
by a very strong action that has originated from the Dan Tian, like stamping the feet or hitting something. The collision 
SXWV�WUDQVIRUPDWLYH�HQHUJ\�EDFN�WR�WKH�ERG\��0\�%DOLQHVH�WHDFKHU��,GD�%DJXV�6XWDUMD��PDGH�PH�GR�D�VWRPSLQJ�H[HUFLVH�
in the pathways in a rice paddy. One is reminded here also of Tashida Suzuki’s stomping. 

141.

https://chinese.yabla.com/chinese-english-pinyin-dictionary.php?define=%E7%BB%8F
https://chinese.yabla.com/chinese-english-pinyin-dictionary.php?define=%E7%BB%9C


To Professor Gu Yian, 6KXɷ�(water) is a metaphor for the practices that recognise energy or vibration change, 
DV�ZDWHU�FDQ�WDNH�PDQ\�IRUPV��VROLG��OLTXLG�RU�JDV��DQG�FDQ�EH�VRIW�RU�KDUG��HWF��,Q�HYHU\�VSDWLDO�DQG�UHODWLRQDO�
PRPHQW��WKH�H[SHULHQFH�RI�HQHUJ\�LQ�WKH�ERG\�FKDQJHV�DQG�VR�GRHV�WKH�QDWXUH�RU�TXDOLW\�RI�WKH�ZDWHU�LQ�WKH�
body, or what is potentially recognised through that energy change.262�7KLV�QRWLRQ�RI�¶UHFRJQLWLRQ·�UHPLQGV�
PH�RI�D�VRPHWKLQJ�/LQG\�'DYLHV�RQFH�VDLG�DERXW�LPSXOVH�WUDLQLQJ��D�NLQG�RI�PDQWUD��¶DOORZ�\RXUVHOI�WR�EH�
affected by the stillness and the movement, the light and the shade, and the sounds and the silences’. In that 
stillness, the actor does not necessarily DIIHFW anything; not to even know cognitively but to recognise some-
WKLQJ�KDV�VKLIWHG��,�KDYH�ODWHO\�EHJXQ�XVLQJ�WKH�ZRUG�¶LQIHFW·�DQG�QRW�DIIHFW��,W�LPSOLHV�D�VORZ�UHFRJQLWLRQ�
(allowing expanded time and space) a particular dis-ease or disturbance (in-tension) within experience that 
ultimately shifts energy, resonates and engages one’s perception and imaginings (as suggested by the Jo Ha 

Kyu [Ma] process). It calls on actors not to react or immediately perform an action but to allow time for 
multiple voices to be absorbed and contained, and moreover, to recognise the encounter and the change that 
unfolds into an impulse for an action. Through *ĿQJ�)ďQJ�6KXɷ�WKH�DFWRU�EHJLQV��DV�1RH�VD\V��WR�¶GHSOR\�WKH�
skills to bring the ZRUOG into focus’ (Noe 2012, p. 2). 

2.3 [Ma] – *ĿQJ�)ďQJ�6KXɷ�foundation exercises263

7KH�DUW�RI�H[WHQGLQJ�DQG�FRQWUDFWLQJ�¶KDQJLQJ�OLNH�EHDU�DQG�VWUHWFKLQJ�OLNH�D�ELUG·���=KXDQJ]L��LQ�-XOOLHQ�
2008, p. 83)264

)LJXUH�����7KH�%HDU�GLVSOD\LQJ�GRZQZDUG�HQHUJ\�ZKLOH�PDLQWDLQLQJJ�XSZDUG�HQHUJ\�
Source: https://www.123rf.com/photo_9543495_brown-bear-standing-up-and-saying-hello.html.

Foundational practices in *ĿQJ�)ďQJ�6KXɷ�H[SORUH�WKH�HQHUJ\�FRQQHFWLRQV�RU�SDWKZD\V�EHWZHHQ�VSHFLÀF�

262  Similarly, Kemp (2012, p.17) discusses the importance of proprioception, a deeper form of awareness, where 
the nerve endings in our muscles, fascia, tendons, ligaments, joints, and skin, send signals to the brain about deforma-
tions in the tissue. This process is involved in gesture, posture, speech, emotion, and a sense of self. 
263  $OWKRXJK�,�ZLOO�ZULWH�DERXW�WKHVH�H[HUFLVHV�WKHLU�XQGHUVWDQGLQJ�LV�EHVW�H[SHULHQFHG�E\�DFWXDOO\�GR�WKHP���,�
LQYLWH�WKH�UHDGHU�WR�GR�VR��+RZHYHU�WKH�GLIÀFXOW\�LV�WKH\�KDYH�WR�SUDFWLFHG�PDQ\�WLPHV
264  &KLQHVH�SKLORVRSKHU�=KXDQJ]L·V�H[SUHVVLRQ�RI�H[HUFLVHV�ZKLFK�DUH�LQWHQGHG�WR�IUHH�XS�DOO�WKH�GLIÀFXOW�SDV-
sages (qi��DQG�FRPPXQLFDWLRQ�WKDW�PLJKW�EH�LQKLELWHG�WKURXJKRXW�WKH�ERG\�RU�EHLQJ��7KH�¶VWDQGLQJ�EHDU·�DQG�¶ELUG·�
incorporate images for me which animate *ĿQJ, especially when you do both at the same time.
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body parts, both through the physical body and through the moving energy between those parts and the 
environment. The most important focus is not only the movements but the experience of allowing the body 
to enter the space of [Ma] through the Jo Ha Kyu inner movements and their transformative impact on your 
body; that is, your thoughts, perceptions and imaginings. It involves doing *ĿQJ�)ďQJ�6KXɷ�practices for 
many hours until all aspects converge. I will give examples of some foundational exercises and add details 
through a JĦQJ�4u�6KpQ lens (in brackets).265

)LJ�����%LUG�GLVSOD\LQJ�WKH�XSZDUG�HQHUJ\�ZKLOH�PDLQWDLQLQJ�GRZQZDUG�HQHUJ\�
Source: <https://www.gettyimages.com.au/detail/photo/japanese-cranes-standing-upright-spreading-their-royal-
ty-free-image/163243504>.

�$��:RUNLQJ�WKH�H[WUHPLWLHV³KDQGV��IHHW�DQG�VSDFH�

�$���6WDQGLQJ�ZLWK�RQH�IRRW�VOLJKWO\�LQ�IURQW�RI�WKH�RWKHU��JĦQg—an asymmetrical position which immedi-
ately creates feeling of movement).266 Touch the middle line of your skull and distinguish the most sensitive 
IRQWDQHO��,W�ZLOO�IHHO�WKH�VRIWHVW��VRPHWKLQJ�OLNH�D�VZHHW�VSRW���,W�LV�TXLWH�FHQWUDO�RQ�WKH�XSSHU�VNXOO��&UHDWH�
the image and adjust your body so a drop of water falls on that spot and then falls through your body and out 
of your anus. (4u�6KpQ keeps the image alive is a powerful frame for sensing energy moving through the 
body). Now using your thumb, press strongly the two hand points— ᐑ OiR�JĿQJ³the palace of ener-
gy, and press strongly on the two feet points—ᾛ Ἠ�\ŁQJ�TXiQ³WKH�EXEEOLQJ�ZHOO���JĦQJ is an active and 
constant physical touch of the spot, while 6KpQ�NHHSV�WKHVH�LPDJHV�DOLYH�DQG�FODULÀHV Qì). You will feel like 
the palm of your hands is holding energy and the front pads of your feet are bubbling energy. (The loss of 
energy in hands and feet is an immediate JĦQJ�4u sign that�*ĿQJ�is lost).  

)LJXUH�����+DQG�Loa Gong and feet points YǂQJ�Quán respectively.

6RXUFH��Alquimia Interna Vol 15,  October 2013 <KWWS���ZZZ�DOTXLPLDLQWHUQD�FRP�EHVDU�OD�WLHUUD�DO�FDPLQDU�FRQ�
\RQJ�TXDQ�> 

265  5HFDOOLQJ�3URIHVVRU�:DQJ·V�FKDUDFWHULVDWLRQV��VHH�&KDSWHU����VHFWLRQ������  JĦQg ⢭��UHÀQHG�DFWLRQ��DV\PPHWUL�
FDO�ERG\���4uỀ��QR�HQHUJ\�EORFNDJHV���and 6KpQ⢭ representing spirit and mind. The spirit or character (both conscious 
and unconscious) of the energy fully emerges in a context, image or a frame. JĦQJ, ZLWKLQ�WKHVH�VSHLÀFLWLHV��ZLOO�JHQHUDWH�
6Kén.
266  Humans rarely stand with two feet together. We are always shifting weight or about to shift weight.
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�$���.HHSLQJ�WKH�VHQVDWLRQ�DQG�WKH�LPDJHV�RI�WKH�GURSSLQJ�water and energy alive in the palm of the hands 
and the bubbling well in the footpads of the feet, stand with feet further apart. With one foot forward, shift 
your weight and raise your hands over your head (JĦQJ, here, creates a more dynamic position). Feel the 
energy entering you hands points and going through your body and out the opposite foot point and feel the 
energy coming through the feet. (JĦQJ, here, may feel like a bubbling well which travels out the opposite 
hands. Qì is an adjustment to check when pathways blocked). Take in the horizon with your eyes, ears and 
skin. The 6Kén will arise through an awareness of external input.

�%��7KH�5LVH��VWUHWFKLQJ�WKH�ELUG��DQG�WKH�)DOO��WKH�KDQJLQJ�EHDU��267
 

�%���7DNLQJ�WKH�VDPH�SRVLWLRQ�DV�GHVFULEHG�LQ��$��,  imagine a drop of water enters your fontanel and falls 
through your body but then it bounces off the ground and enters your anus, moving up though your body out 
the fontanel to the heavens. Now allow downward and upward movements to happen at the same time—a 
drop falling and a drop rising at the same time. (The 6KpQ image heightens Qì, whereas the sense of JĦQJ 
reminds you not to lose connection to hands and feet).  Stand feet apart and bring you hands upward to be 
in line with your belly button. JĦQJ is a sense of the elbows falling ZLWK�GLVHQJDJHG�VKRXOGHUV��$V�\RX�GR�
WKLV��IHHO�DV�WKRXJK�WKH�KDQGV·�HQHUJ\�LV�GHVFHQGLQJ�LQWR�\RXU�IHHW��WKH�¶KDQJLQJ�EHDU·���DQG�WKH�IHHW�HQHUJ\�
LV�DVFHQGLQJ�LQWR�\RXU�KDQGV��WKH�¶VWUHWFKLQJ�ELUG·���5DLVH�WKH�KDQGV�WR�VKRXOGHU�OHYHO�ZLWK�WKH�HOERZV�IDOOLQJ�
into your knees and allow the knees to ascend to your elbows. Raise the hands above your head feeling the 
shoulder falling into the hips and the hip ascending into the shoulders. (To sustain the JĦQJ means to contin-
ually keep the energy in your hands and feet). 

�%���1RZ�UHYHUVH�WKH�PRYHPHQW�GRZQZDUGV��6KRXOGHUV�IDOOLQJ�LQWR�WKH�DVFHQGLQJ�KLSV��HOERZV�IDOOLQJ�LQWR�
ascending knees and hands falling into ascending feet. Now with the correct order of feet and hands, elbows 
DQG�KLSV��DQG�VKRXOGHU�DQG�KLS�PRYHPHQWV�UHSHDW�WKH�XSZDUG�PRYHPHQW��$V�\RX�ULVH��IHHO�WKH�IDOO���,Q�WKLV�
state of JĦQJ�4u, i.e.do not let the energy leak from your hands or feet, and allow the eyes, ears, mouth and 
skin to be alive).�$OORZ�\RXU�H\HV�WR�OHDG�WKH�KHDG�DQG�WDNH�LQ�WKH�KRUL]RQ�ZLWK�\RX�H\HV�DQG�HDUV�DQG�VNLQ��
(The 6Kén is revealed listening with your eyes and hearing with your eyes).268 This exercise, when per-
IRUPHG�LQ�LWV�HQWLUHW\��FDQ�EHFRPH�D�IUHH�IRUP�VHTXHQFH�ZKHUH�HDFK�PRYHPHQW�EHFRPHV�D�OLYLQJ�JHVWXUH�RI�
RXWZDUG giving and LQZDUG�UHFHLYLQJ�RI�HQHUJ\��,W�IRUPV�WKH�EDVLV�RI�P\�SUDFWLFH�RI�/DQG�6XUÀQJ�DQG��DGGL-
tionally, the creative Jo Ha Kyu explorative exercise called Drafting.269

 

�&��7KH�FKDQJLQJ�ZLQG�EHWZHHQ�REMHFW��ERGLHV�DQG�KDUG�VXUIDFHV� 

�&���6WDQGLQJ�ZLWK�RQH�IRRW�VOLJKWO\�LQ�IURQW��GR�D�����GHJUHH�WXUQ�WKDW�LV�OHDG�E\�\RXU�KDQGV��0DNH�VXUH�
WKH�VKRXOGHUV�KLSV�DQG�NQHHV�DUH�LQYROYHG�DQG�WKH�H\HV��HDUV�DQG�VNLQ�IROORZ��7KHQ�GR�WKH��$���SURJUHVVLRQ��
5HEDODQFH�WKH�ZHLJKW�RQ�ERWK�IHHW�DQG�MXPS�LQ�WKH�DLU��0DNH�VXUH�ERWK�KDQGV�DUH�HQJDJHG���(YHU\�PRYHPHQW�
must have its own rhythm; it cannot become a patterned routine. When this movement progression can be 
H[HFXWHG��ZRUN�LQ�D�À[HG�VSDFH�ZLWK�RWKHU�DFWRUV�DQG�DQ�REVHUYHU�ZDWFKLQJ�WKH�SURFHVV���<RX�QRZ�EHFRPLQJ

267 �7KH�7DL·ML�SULQFLSOH�RI�¶XS�LV�GRZQ�GRZQ�LV�XS·��¶LQ�LV�RXW�RXW�LV�LQ·�
268 �7KLV�LV�HVSHFLDOO\�DQ�LQVWUXFWLRQ�JLYHQ�E\�6ODPHW��%\�VKLIWLQJ�SDWWHUQV�ZLWK�VHQVHV��H�J��VHHLQJ�ZLWK�HDUV�QRW�
eyes) it heightens the senses for encountering the horizon.
269  6HH��IRU�LQGLFDWLRQ�RI�ERG\�PRYHPHQWV�$SSHQGL[: 9LGHR�/LQNV��������/DQG�6XUÀQJ�7ZR�7UHHV and 21 b) /DQG�
6XUÀQJ�:LGH�$QJOH to indicate the wide horizon of attention that goes beyond  the physical movements in this exer-
cise.
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aware as you play with four shifting spatial energies: your own energy, the space energies between yourself 
and another (i.e., another person, object or hard surface that is more in eye or ear focus), the wider horizon, 
and an observer (a director or anyone watching).270 When you gradually become more aware of the energy 
shifts and retain *ĿQJ�FďQJ�6KXɷ� the exercise can increase in complexity with added movements (walking, 
UXQQLQJ��IDOOLQJ�HWF����REMHFWV��FKDLUV��SURSV�HWF���DQG�ÀQDOO\�ZLWK�WH[W�271 Foundation practices of *ĿQJ�)ďQJ�
6KXɷ�sensitize the actor to the space of [Ma] and deepen and sustain the creative progression of Jo Ha Kyu 
in all later processes involving speech, language, character, scene and rehearsal processes and even scripr 
development.272 

3. Jo Ha Kyu [Ma]�²�D�ÀYH�OHYHO�DSSURDFK�WR�SHUIRUPDQFH�FUHDWLRQ

From very early in my artistic practice, I understood training as creative research exercises in the making of 
SHUIRUPDQFH��$OO�WUDLQLQJ�SURFHVVHV�LQYROYH�D�FUHDWLYH�LPDJLQDWLYH�FRQWH[W��Through my evolutionary prac-
tice (productions, pedagogy and personal events), as understood through the lens of Jo Ha Kyu, I developed 
D�ÀYH�OHYHO�UHVHDUFK�DQG�SHUIRUPDQFH�SURFHVV��7KH�IROORZLQJ��)LJXUH�����VXPPHULVH�WKLV�RYHUODSSLQJ�DQG�
integrated investigatory process:

270 �5HFDOOLQJ�/LQGVD\�'DYLHV·�UHPDUN�HDUOLHU�LQ�WKH�FKDSWHU��¶$OORZ�\RXUVHOI�WR�EH�LQIHFWHG�E\�WKH�VWLOOQHVV�DQG�
WKH�PRYHPHQW��WKH�VRXQGV�DQG�VLOHQFHV��WKH�OLJKW�DQG�WKH�VKDGH���%HFRPH�LQIHFWHG�E\�WKH�VLPLODULWLHV�DQG�WKH�GLIIHUHQF-
es’. 
271 �:KHQ�XVLQJ�WKLV�H[HUFLVH��,�KDYH�DGGHG�VSHFLÀF�HOHPHQWV�RI�D�SDUWLFXODU�VFHQH�EH�H[SORUHG��H�J��REMHFWV��VSD-
WLDO�GHVLJQ��ZRUGV�HWF���DQG�WKLV�FDQ�OHDG�WR�WKH�LQYHVWLJDWLRQ�RI�IRUP�DQG�WKH�VSHFLÀF�VSDWLDO�DQG�SK\VLFDO�PRYHPHQWV�
within that scene. 
272  Drafting can be used to create Text. See Appendix: Video Links - 22. Marcus McKenzie-Individual Drafting Jo 
Ha Kyu Scripting.

Jo: Foundation training in Jo Ha Kyu [Ma]

1. Repetitive Foundation Practices *ĿQJ�)ďQJ�6KXɷ�
���5HSHWLWLYH�&UHDWLYH�3UDFWLFHV�LQ�Jo Ha Kyu [Ma]

,QGLYLGXDO�GUDIWLQJ��6HH�$SSHQGL[��9LGHR�OLQNV���22. Marcus Mackenzie Grafting - Jo Ha 
Kyu Scripting.

'XHW�GUDIWLQJ��6HH�$SSHQGL[��9LGHR�/LQN�������'XHW�'UDIWLQJ�²�$FWRUV�*KRVWLQJ.
 • Group drafting – chorus
Ha: Poetic research – explorative application of Jo Ha Kyu [Ma]

3. The echo in the empty valley- bridging foundation and creative practices: 
� ��P\WKRV��LQWXLWLYH�WDFLW��	�ORJRV��ORJR�UDWLRQDO��SURFHVVHV
 • right and left hemispheres functionalities

Kyu: Production processes – explorative outcomes of Jo Ha Kyu [Ma]

4. Rehearsal Processes:
 • script creation and /or analysis 
 • stage action
 • character ands design elements (space, costume, set, light sound etc.)
5. Ongoing development through public performances: 
 • ongoing Jo Ha Kyu [Ma] training and rehearsa

Figure 75 : Five Levels of Research and Performance and Practices.  
Source: Draffin.
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Chapter Eight

Conclusion - Living in [Ma]

 
If you have the gift of silence and immobility, if you don’t move, if you join yourself with the silent wait-
ing glade, with the sweetness of the air and the branches, you will see all creatures come to you. (Copeau, 
quoted by Leabhart 2004, p. 328).273

)LJXUH�����'UDI�'UDIÀQ�SRVW�/DQG�6XUÀQJ�ZLWK�XQFOHV�FDQH�
6RXUFH��-RVKXD�'UDIÀQ��

Having just returned from my trees, I sit here contemplating in this ongoing ripening Kyu phase. I realise I’m 
IDU�IURP�ÀQLVKHG�LQ�WKLV�Jo Ha Kyu journey.274 The Higher Doctorate seems far from a conclusion having start-
ed with the following premises:

 •  Jo Ha Kyu, a transformational rhythmical embodied progression in time and space is the central  
 principle underpinning the somatic creative processes in my productions (theatre making), pedagogy  
 (the training I teach and undertake) and the understanding how life events impact on my practice; 
 • To fully experience and exercise the practice Jo Ha Kyu, one’s body has to enter the space of [Ma],  
 that liminal space where revelation and the imagination is sustained; 
 • [Ma] can be trained through the embodied practices of *ĿQJ�)ďQJ�6KXɷ�
 • The effectiveness of these practices can be evaluated through the Chinese philosophic lens of -ĦQJ  
� 4u�6KpQ. 

They are all concepts for practice that have no value to (or effect on) anyone’s creatively if they don’t enter the 
body. In this Higher Doctorate, I have essentially used them to describe, analyse and generate a sense of the 
unfolding realities of my performing arts career and emerging somatic pedagogy in the present. To enter into 
an embodied state, I have also in a sense performed the research activity (my immersion in memory rooms 
as depicted below). Through this action, I sense I had to live the combination of writing, retrospection, and a

273 �$�TXRWH�DWWULEXWHG�WR�FKDUDFWHU�6DLQW�)UDQFLV��LQ�Le Petit Pauvre E\�-DFTXHV�&RSHDX. 

274  My body still reigns supreme though it may have different ideas of a conclusion. I’ve just recently been diag-
nosed with early stages of emphysema lung disease.
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UHJLPH�RI�SUDFWLFH��SHUKDSV�D�6DQ�Ko Fa moment to re-discover what I may have already known, or needed to 
know again, and to make what was at times implicit or unconscious (in journals, notes, images, books, recol-
lections, etc.), explicit in the present. 

/LNH�6ODPHW�5DKDUGMR�DQG�KLV�WUHHV��VHH�&KDSWHU�����LQ�WKLV�ÀQDO�VWDJH�,�PHGLWDWHG�RQ�WKH�[Ma] wall projection 
and danced across all the blue bridging [Ma]’s and yellow micro [Ma]’s in my Jo Ha Kyu evolutionary pro-
JUHVVLRQV���6HH�)LJXUH����EHORZ��DQG�VHH�$SSHQGL[��&KDSWHU���&RQFOXVLRQ���[Ma] Wall map).

Figure 77: Final Memory Room, standing in front of projection of my entire [Ma] Evolutionary Map.   
6RXUFH��'UDIÀQ�

A reminder that micro [Ma]’V� �VLJQLÀHG� E\� WKH� ER[HG�LQ� WH[WV� WKURXJKRXW� WKH� UHVHDUFK� GRFXPHQW�� DUH� DOO�
the revelations from past sources and documentation (e.g., journals, notes, letters, and emails) and also 
SUHVHQW�GD\�UHÁHFWLRQV�JHQHUDWHG�IURP�WKH�PHPRU\�URRPV���%ULGJLQJ [Ma]’s are those present creative rev-
elations of major [Ma] moments propelling the progression between a Kyu and the next Jo (see below). 
 

 
)LJXUH�����6XVWDLQLQJ�PLFUR�[Ma] and bridging [Ma] – see also Figure 3. 
6RXUFH��'UDIÀQ�

Through the yellow micro [Ma]’s and blue micro [Ma]’s (or ‘bridging [Ma]’s) in the memory room projection  
I was reminded of the multitude and increasing density over time of revelations through so many somatic 
experiences associated with embodied practices.  For example, the mask, Tai’ji, and traditional Asian philos-
ophies and practices mixed with productions and personal events and were important in shaping my work as 
an artist.  However the journey of [Ma] in my body, through past and present time and space, now ends with 
a visceral sense, a formal consciousness of what happened, to make more overt a framework which may have 
been there, embedded in the inter-relation of practice, production and personal events, and which I sense has 
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a direct bearing on my current unfolding practice and creativity. The irony is that this new consciousness has 
come at an age (or timing) where this more overt form of knowing may not be valued (or demanded) of my 
WHDFKLQJ�ERG\��2QH�FDQQRW�KHOS�EXW�UHÁHFW�RQ�WKH�PDQ\�PHQWRU�DUWLVWV�ZKR�KDYH�ORVW�DQG�IRXQG�WKHPVHOYHV�LQ�
$XVWUDOLD·V�ÀQDO�[Ma] of cultural amnesia, of (and ultimately) invisibility. If I were starting anew in this un-
ÀQLVKHG�Kyu-phase, a new title would emerge, submitting to the necessary ambiguity of where I sense [Ma]:

 
/LYLQJ�LQ�>0D@��-R�+D�.\X��D�VRPDWLF�FUHDWLYH�SUDFWLFH�LQ�SHGDJRJ\��SURGXFWLRQV�DQG�SHUVRQDO�HYHQWV� 

,Q�UHVSRQVH��P\�ÀQDO�WDVN��WR�LQGLFDWH�VRPH�SRVVLEOH�IXWXUH�Jo) was in the [Ma] memory room to enter the 
space of [Ma]�DQG�VHH�ZKDW�ZDV�EHLQJ�SUHVHQWHG�WR�PH��:KDW�ZDV�FOHDU�ZDV�LPSRUWDQW�DQG�HIÀFDF\�WR�PH�RI�
such training principles, of Jo Ha Kyu, have been extensively pursued yet there is more to be experienced and 
investigated. They are never totally known and in the horizon of [Ma] moments to come in future productions, 
SHGDJRJ\�DQG�SHUVRQDO�HYHQWV�,·P�VXUH�IXUWKHU�FODULÀFDWLRQ�DQG�LQVLJKWV�ZLOO�UHYHDO�WKHPVHOYHV���

5HFHQWO\��D�FROOHDJXH�DW�WKH�9&$�0&0��GHVSDLULQJ�RI�\RXQJ�VWXGHQWV·�FUHDWLYLW\��RQFH�DVNHG�PH�ZK\�WKH\�
lack the ability to engage with their imaginations: was it a generational, societal or cultural problem? I felt a 
better question was to explore was: what practices could help train perception and the imagination? Not that 
embodied practices are necessarily attractive to all students-in-training. A student once informed me that al-
though this ‘body stuff’ was interesting, as a theatre director he was not interested in training actors. I sensed 
from this bold opinion that I had failed to convey the value of my pedagogical viewpoint: it was not my in-
tention to train actors but artists; that any artist in any art form that creates is in fact engaging their body in 
a somatic creative act.  What major training insight I wanted to impart was related to the instruction that the 
SUH�6RFUDWLF�SKLORVRSKHU�(PSHGRFOHV�JDYH�WR�KLV�VWXGHQW�3DXVDQLDV��

Outwardly he needs to watch and listen … use all his senses with maximum alertness and inwardly 
press the words he hears below the compact muscle of the diaphragm – deep inside his abdomen – bury 
them deep inside he’s own entrails like seeds. In other words there is nothing except for the sense of the 
world outside and the invisible gems within the body. (Kingsley 2003, p. 523)

6R�,�FRQWHPSODWH�WKH�ORRPLQJ�Jo in this incomplete .\X��5LSHQLQJ? As long as I have the gift of a park of 
trees, the sweetness of air and leaves, and a body to play in and sustain a space of [Ma]—a space of awareness 
RI�UHÁHFWLRQV�DQG�UHYHODWLRQV��SDVW�DQG�SUHVHQW��FRJQLVLQJ�DQG�GRLQJ³D�ZRUOG�RI�FUHDWLYH�SRVVLELOLWLHV�ZLOO�
emerge and present themselves to me. Nothing really has changed from that small boy in 1957, except that it 
is clearer to me now.
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)LJXUH�����$�VHYHQ�\HDU�ROG�'UDI�'UDIÀQ�LQ�KLV�SDUN�RI�WUHHV�DQG�VZHHW�DLU�
6RXUFH��0XULHO�'UDIÀQ�
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 • Rigoletto Script Scene 16 
 • Bower Black book quote:  “It was its own beast”
 • Two page Review Spread review of Rigoletto
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 • VCA Application letter, 1995 pp. 1–4

Reviews:
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 • 40 Lounge café (Herald)
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 • Song of songs (Jason Romley, Len Radic)
 • The Last Supper (Jason Romley)
 • Rigoletto: a perversion (Jim Davidson, Len Radic, Jason Romley)
 • Poster for Last supper (Japan)

CHAPTER 5: Development Ha: Entering the Cloister of Pedagogy (1996-2003)

VCA Documents:
� ��9&$�&RQÀUPDWLRQ�/HWWHU�������SS���²�
 • The Australian Interview with Lindy Davies
 • VCA Drama School Mission (Autonomous Actor ) pp. 1–10
 • Organics Subject Outline, 1996
 • Organics Class Working Notes, 1996 pp. 1–2
� ��&KULV�.RKQ�6WXGHQW�,QWHUYLHZ�RI�'UDIÀQ�������SS���²��
 • Some Thoughts I Have Had, 1999
 • University of Melbourne: Teaching Excellence Award, 2000
 • Singapore workshop, 2000 
 • Email to Pao Kun, 10th May 2000
 • Email Singapore Workshop – about my work p. 3
 • Singapore Acting Workshop Intensive, May 2000
 • TTRP Teachers Conference Brief, Sept. 2000 pp. 1–2 
 • Notes on conference – I’m a child
 • Journal: Concept paper TTRP,  Sept. 2000 pp. 1–2
 • Modes of teaching TTRP pp. 1–2
 • Notes From Pao Kun Opening speech  
 
TTRP Documents:
 • Email Pao Kun, 26th February 2001 
 • TTRP Prospectus for 02, 03 pp. 1–5
 • Subject Outline Laying Foundation 
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 • The TTRP Experiment: A Personal Perspective pp. 1–12
 • The Empty Cup 26/02/2001 pp. 1–7
  ° Jotter Book #2 February / March 2001 pp. 1–3 
  ° Jotter Book #3 March 2001 pp. 1–4
  ° Jotter Book #8 April May 2001 pp. 1–2
  ° Jotter Book #11May 2001 pp. 1–4
  ° Jotter Book #15 2001 p. 1 
  ° Jotter Book #16 2001 p. 1
  ° Jotter Book # 17 2001 p. 1
 • Sardono Program Semester 2 (July/May) 2001 pp. 1–2
 • Sasitharan Email, Oct 2001 pp. 1–2
 • Resignation Letter  17th October 2000 pp. 1–7
 • Letter from Leng Leng pp. 1–2
 • Email Notes for meeting with Sasi, March 12 2002 p. 1
 • Hungary Teacher Syndrome/ The Bloated Student
� ��9LJLO�7753�5HÁHFWLRQ�RQ�3DR�.XQ�9LVLRQ��6HSW�����
 • November TTRP Report, 2002 
 • Obituary: Kuo Pao Kun pp. 1–2

Reviews / Paper Articles: 
 • VCA The Idiot (Helen Thompson)
 • Bringing  ‘Myth And Madness to Life’

 • A Strategy with Teeth Hilary (McPhee, The Age 17 December 1999)

Photo Roll:
 • The Idiot
 • VCA Writing Shrine
 • TTRP Writing Shrine
 • The Jotter Book
 • TTRP Teachers, 2001
 • Acting Class TTRP, 2001
 • Chinese Lecture Series
 • TTRP Teachers, 2001

CHAPTER 6: Completing Ha: Descending into the Heart of the Matter (2003-2012)

Documents:
 • Script Sotoba Komachi 2005 p. 7 
 • Pitch Notes Mishima Project Vision pp. 1–5
 • Sotoba Komachi / Kantan Marketing Card, 2005
 • Sotoba Komachi and Kantan Program pp. 1–4 
 • Poetic Research Summary pp. 1–4
 • Asialink Application, 2005 pp. 1–2
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 • Australia Council for the Arts Fellowship Application pp. 1–3 
 • Damask Drum (a Technology of Suicide) Application pp. 1–3
 • Damask Drum Script p. 6
 • SIPARC Compilation
 • Dragon Book Calligraphy, example pages with Gu Yian pp. 1–4
 • Dragon book for original copies transcript pp. 1–7
 • Gu Yian Interview Tape #1 6th September p. 4
 • Original Calligraphy notes by Gu Yian
  ° Art
  ° Gong
  ° Wu
  ° Xin
  ° Jing Qi Shen
  ° Practice
 • Damask Drum Marketing Material pp. 1–2
 • Damask Drum Program Notes pp. 1–4
 • Damask Drum script p. 6
 • Green Room Award - & Lighting/ Audio April 2007 Visual (Theatre)
 • Fellowship Acquittal Report (160 pages) #19, 25, 52, 54, 55, 43, 66, 71, 73, 79, 84, 85, 87
 • Hong Kong: Liminal Training Workshop, 2007 
 • Notes Gu Yian Interview transcript # 1 2008 tape 1 (tension /down/up  – up/ down) 
 • Gu Yian Interview transcript # 2, Tape 2 (twist / yin yang), 2008 pp. 3–4
 • The Art Centre, Kenneth Myer Medallion Award Letter, 2009
 • Liminality and Practice: a Personal Perspective p. 1
 • &KL�GDQFLQJ�RU�/DQG�6XUÀQJ�,QIRUPDWLRQ�6KHHW������SS���²��
 • Liminal Theater and the Future, March 2011
 • Dr. Hale and Dr. Williams heart reports 2005/2006/2011/2012 

Reviews:
 • Damask Drum Review title John Bailey (Real Time Arts), Alison Croggon (theatre notes)
 Kisah Seribu Satu Malam 2009, Tempo (Jan 2010) 

Original Calligraphy notes by Gu Yian:
 • Art
 • Gong
 • Wu 
 • Xin
 • Jing Qi Shen
 • Practice 

CHAPTER 7: Kyu: Mind the Gap, the heart of the matter [Ma] (2012-present)  

 

Documents:
 • Gu Yian Calligraphy Xiang 

 • Directing Methodologies Subject Notes 2012
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 • Invitation Letters, 2014. (Directing Master Class Shanghai Theatre Academy and Lithuania Acade 
 my of Music and Theatre)
 • Dr. Williams Cardiology Reports, 2013, 2014, 2015, 2017 

Photo Roll:
 • Photo “my two trees” 
 • 5 Levels of Research and Performances Practices 

CHAPTER 8: Conclusion – Living in [Ma] 

Documents:
 • [Ma] Wall Map

Video Links: 

1. Wall Map – Performances, Pedagogy and Personal Events:
https://youtu.be/9GpeB6qWYTw

2. La Balcon: Le experimentation:
https://youtu.be/cSI7hu4tqCA

3. Passport Journey Asian Entries 2000–2012:
https://youtu.be/-2PGA6hSqdQ

4. Liminal Beginnings 2004:
https://youtu.be/yVJos_S2xbA

5. Inhabited Voice 2004:
https://youtu.be/LUtyWYykdEw

6. Facial Mask Corridor & Sotoba Komachi Rehearsal Subway Corridors 2004:
https://youtu.be/xbfO-2kXaAM

7. Kantan and Sotoba Komachi Performance 2004:
https://youtu.be/qyuul6YlaSU

8. Liminal Living 2005/06:
https://youtu.be/IIsalY5Wk_U

9. Damask Drum Convergence Workshop 2006:
https://youtu.be/IIsalY5Wk_U

9. b) Damask Drum Poetic Acting rehearsal:
https://www.youtube.com/watch?v=sDV0IKnbgFY&t=25s

10. Tai’ji in the Streets Shanghai 2006:
https://youtu.be/jvOJIktoMyM

11. Shanghai Theatre Academy Acting Presentation 2006:
https://youtu.be/g-hx0oQPuoI
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12. Damask Drum Performance 2006:
https://youtu.be/1Xv0XMu7LWU

13. Hong Kong Research Laboratory 2007:
https://youtu.be/0D3-i7HlVTo

14. Taiwan Amis Tribe 2008:
https://youtu.be/2I6X2k-L6kc

15. a) 1001 Malam Project 2008:
https://www.youtube.com/watch?v=T_oRNLNfo2s

15.b) INDONESIAN Kisah Seribu Satu Malam Rehearsal 2009:
https://youtu.be/heDz_rxk0Ms

16. INDONESIA Kisah Seribu Satu Malam Production 2009: 
https://youtu.be/tDXjmXjEtAk

17. Kenneth Myer Award Compilation: 
https://youtu.be/bqyb0JlLFns

18. The Mist: Liminal Teater Populer Collaboration 2010:
https://youtu.be/JVVQvy3xGLk

19. Mr Wang Tai’ji video excerpts 2015:
https://youtu.be/d5rEqcuYvJ8

20. Tree Meditation 2018:
https://youtu.be/S74TiYkeyjQ

����/DQG�6XUÀQJ�7ZR�7UHHV�����
https://youtu.be/ib5eNMs-NUA

����E��/DQG�6XUÀQJ�:LGH�$QJOH�
https://youtu.be/GLsY8Y2RYas

22. Marcus Mackenzie Grafting - Jo Ha Kyu Scripting:
https://youtu.be/SKnqC6kycGA

23. Duet Drafting – Actors Ghosting: 
https://youtu.be/XobWIDcpbtw

24. Southern Cross Standing Meditation:
https://youtu.be/Q9gp63dSRMI
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