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 Working with TOE; dancer Niharika Senapti and voice artist, mover Jenny Ruth Barnes, 
was an appropriate format to push the boundaries and interact with movement1. I then worked 
with artist Domenico de Clario and dancer Janette Hoe at ‘Drawing Now’ part of ‘Melbourne 
Now’, a survey of Melbourne art practices etc., which also contributed to a developing sense of 
theatricality, movement and performance art sensibilities.
For this MIUC event I did ‘encourage’ through conversation, those performers who were able 
to, to relocate during the performance and to provide sufficient physical space between each 
individual’s set-up for this to be possible. I also gave simple different performance-related 
suggestions to different individuals, based on my knowledge of them, to foster divergent actions. 

I was seeking an overall less static performance where a musician’s physicality was considered 
part of the creative output. The dancers certainly helped in this regard. 
The impact of the physical was clear throughout, I came away exhilarated by the changes, feeling 
the music to be freed from a certain seriousness of a ‘music only’ exclusivity. I knew this was the 
direction I wanted to move in.

1  (TOE video links: TOE 1, TOE 2, TOE and Mowson)

THIS Ensemble, Make It Up club 18.03.14
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I am starting to understand more about my desires for an expanded notion of 
performance. Something that started with music now seems energised in a direction 
of inclusiveness of various art making mediums. Experiences of presenting texts 
within academic symposiums as a ‘performance’; incorporating (my own, as well as others) 
voice and movement into the usually static music context; music events in unusual 
contexts; participating in long duration (theatrical) events, etc., all seem to be telling me 
about a refreshed way of approaching my performance practice and of promoting an 
inter-penetration of art and life, life and art.

         THIS Ensemble [at MIUC, March 18, 2014] was a breakthrough event for me. 
        [click on links to watch video 1, video 2, video 3]  It was a creative, chaotic crowd of movement, 

sound and colour. A market place cacophony of 
co-existences, rising and falling intensities, that 
all performers were aware of with varying 
degrees of consciousness.
Within this crowd there was an opportunity for 
individual epiphany and liberation, supported 
and facilitated by those of us not experiencing 
that particular intensity at that particular 
time. Meanwhile, the sounding bubbles along 
containing all mindsets, behaviours, musical 
predilections and so on.

THIS Ensemble had been, until then, a largely 
music-centric gathering, changing line-up 
for each performance. There were events that 
included projected imagery and diffuse spatial 
arrangements of musicians (multi-stages) but the 

music-making always had primary focus.
I realise I had been seeking a larger scale of sonic palette, greater complexity and a broader, 
deeper, richer experience through expanding performer numbers and attempting to undermine 
certain musical and behavioural conventions within performance. Experiences gained in working 
with dancers/movers in recent times rekindled my excitement in the complexity, the mess that 
putting two things together might create. 
I embarked upon this path partly due to dissatisfaction with my own lack of physical movement 
in many conventional music performance situations, having a sense that that this was indicating 
a certain performative tightness and a shrinking creative scope.
 

My static physical pose apparently helped me to focus on listening to the sound and in executing 
technique. But there were times when this static position clearly felt locked and frozen, 
hampering a sense of fluidity in sound making even in physical being and with the apprehension 
that extraneous movements would break my and the audience’s concentration or connection to 
the music. It seemed worth investigating the consequences of employing more overt movement 
and repositioning to help release energies and open my creativity. So, I embarked on a mission 
to free myself up particularly in THIS Ensemble performance contexts.

o
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MOVEMENT
- A realisation of physical movement during music performance by myself and the ensemble was 
facilitated by the addition of two dancers and some direction from me. This was a very successful 
event in terms of shifting the focus for all present from just listening to a musical performance, to 
instead interpreting the whole event, in all aspects as a creative performance. There was an inner 
acknowledgement that I had been, for some time, seeking more from my musical performance practice 
than just standing in one spot playing guitar. I had explored a richer expressive palette in performance 
in the past with THAT (David Tolley and Dur-é Dara) but since David’s illness that direction 
had stalled. That night, there was an inner recognition that finally here was the kind of energy and 
diversity I had been seeking within a music performance context, although this was not a unanimously 
shared perspective as some performers were noticeably less excited by what had unfolded than I was. 

INDEPENDENCE but highly RELATIONAL
- There was also a sense in this performance of a multiplicity of simultaneous creative actions and 
trajectories possibly perceived as being independent (that is strongly self-sustained) due in part to 
performers occupying divergent physical locations and irregularly relocating. They were however 
operating interdependently, making choices based on their relation to the actual context. This description 
echoes and presages the creative workings of GAIP events.

         
         Current: Sound Body [at Conduit Art Space, May 17, 2014] 
         [video 1, video 2, video 3, video 4]

 After presenting three Current events following the same formula, it seemed that an 
injection of difference would stimulate the concept and participants further. 
I saw this as an opportunity to include dancers/movers in working with musicians/sounders. This 
would offer the sounders an alternate reference point or simply be another activity occupying 
the same place and time as their own performance. And, for the movers it would place them in 
a performance situation requiring immediate action (i.e being present to the site, to a ‘live’ musician, to 
no planning), which through conversations seemed an irregular practice within their discipline, 
yet keenly desired.

Tim Crafti, Reuben Lewis, CURRENT ‘Sound Body’ 2014.

o

There was the potential for an aggregation such as THIS Ensemble, to function within 
non-standard performance environments and contexts, to work alongside or to inter-penetrate 
other performance art or non-art type activities, or to test boundaries of standard performance 
durations or criteria of any sort.
In short, I saw an assembly of interested parties, triggered by the THIS Ensemble experience 
of March 18, capable of and interested in a broader social ‘performance’ where people of diverse 
contexts, formats and modes of functioning can meet. It was then I realised that the moniker 
General Assembly of Interested Parties I had been using as an organizational tool could become 
a mode of performance, presentations and events.
The first large scale event opportunity where GAIP could finally come to see itself, was 
presented through the discovery of the extraordinary Testing Grounds space (just around the corner 
from the VCA-MCM) and a consequent invitation to conduct an all day event on Sunday, 31 June, 
2014. Organisation and advertising were required to communicate what the event was and what 
the public could expect. I also had to communicate to potential participants what was required. 
So, I simply wrote some words on what was important to me in sharing a creative process;

Admittedly, there is a desire that each participant is ready, willing, able and stimulated, by bringing an 
attitude and practice of generosity in the facilitation of an individual or collective catharsis/ liberation/ 
moment of transcendence. 
As instances of this nature are rare, the “everyday consciousness” within performance then is made up of 
an underlying attitude of generosity. This may be shown through participative presence without the need to 
be physically active. The act of listening or observation becoming a supportive meditation, that emanates a 
protective field of encouragement, not passive but ‘at the ready’ for any act that might be deemed generative 
or stimulating etc. to be taken. ALERT
So a way of being with each other is evolved where great creative risk and chance are encouraged 
through mutual trust, where we understand we give each other permission to reach beyond what 
we know and have experienced. I will not abnegate a leadership position in offering ideas, critique or 
even value judgments, but this will never be definitive and can only function within a conversational, 
collaborative format.

Consequently, I now understand the General Assembly of Interested Parties [GAIP] as the 
vehicle for this notion to evolve. GAIP already existed as a semi-fictional idea but now seemed 
suited to taking on a more concrete character in the form described above.
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drawing my attention. My interest here reveals a desire to protect, make safe, to nurture and 
encourage those within this frame. To give them a sense of permissiveness, that it is OK to let 
go, to explore and play in any way with the elements at hand. I would like to transmit encour-
agement without the performer having any sense of interference.
This event in general seemed to liberate an energy and enthusiasm from both practices for 
open-ended interaction. Some dancers commented that much of their work was rehearsing for 
choreographed works or ‘directed’ improvisations, with few if any opportunities to just move in 
the moment and rarely in tandem with music made on-the-spot. Some musicians commented 
that the physical presence of performers expressing themselves bodily took the music from be-
ing an internal exploration and exchange of sonic signals to a dialogue with the outer physical 
world; sound then perceived as a temporal object in space, promoting curiosity about the space 
between, the nature of relationship between one phenomenon and another. 
There was a liberation of energies (often untapped when a performer within a single discipline acts on their 
own), through discoveries of similarities and differences in each other’s processes.
The formal broadening of the expressive palette through the introduction of another artistic 
discipline, clearly promoted a more theatrical interpretation of the event. This perception and 
experience contributed greatly in shifting my own performance perspective and practice. 
I had for some time been feeling confined within a patterned mindset attached to my sound 
making practice and was seeking renewal. Through Current, THIS Ensemble and GAIP events 
this was beginning to happen.

N.B 
Chun-Liang Liu
Current May 2014 @ Melbourne
I just came back from an interesting improvisation gig called Current 2014 between musicians (or sound makers?) and 
dancers. I’ve only seen three performances. Just some random thoughts before going to sleep.

1.The Lights. I like how three performances each had subtle differences in lights. Though the audience’s seats remained the 
same, the lights helped in developing different sense of spaces. ( Just want to appreciate the lights there, whoever initiated 
it did a great job).
2.Good to see different means in improv. 
3.Sometimes, maybe just sometimes, when the intention to follow/listen is too strong, the actions become less powerful.
4.It is all right to do your own things.
5.If one insists enough then the worst outcome becomes the best.
6.Improv really requires experiences
7.Always nice to see some supports between performers. I think Nikki did a good job in this.
8.The drummer Sam Hall seemed to be in a trance which I liked VERY MUCH.
9.Silence, or pause, are equally important. Silence, pause, blank, are vital.
10.The sounds on the street permeated into the venue in a very gentle way.
11.To walk away for a little bit, and come back, makes participation true.
12.I always love seeing how Janette reacts to the surroundings and feeds right back into the performances.   
13.Ren gave me a sense of security. His presence and intervention provided great directions, or different vibe, or small 
sparks.
14.Regardless on the intention-being-too-strong thing, when one does want to react (instead of performing the reaction), 
it seems easier for me to stop and appreciate the acts/dance...
all right I’m tired all other thoughts can wait.

My interest in the ‘physicality’, the ‘theatricality’ or the performative aspect of the musician’s 
process had been pushed along by my experience in THIS Ensemble on March 18. 
 However, my interest was not going to be shared by all the musicians invited to Current 
and so I was curious to view their responses to this expanded format. Needless to say some 
musicians embraced the opportunity readily, naturally or self-consciously in signaling their 
receptivity, while others seemed perhaps disinterested or unable to relax their traditional 
performative posture. 

I had brought along various 
‘costumes’ that I could utilise 
through the course of the event. 
Through my multiple roles as 
an MC, performer, facilitator, 
documenter and practical 
assistant, there existed an 
opportunity to be a ‘theatrical’ 
presence. 
I had given this little 
consideration at the time 
but was made more aware of 
this aspect by a co-performer 
who, in noting my ambiguous 
(performative) presence said how 
comforting and encouraging 
it felt (NB see Chun-liang’s 
commentary following this article). 
I immediately understood that 
my behavior (and her perception of 
it) was a reflection of my efforts 
in presenting Current and 
particularly this iteration.
Her comment and my 
awakening triggered my past 
curiosity in the idea of ‘who 
is the performer, who is the 
audience’ and in fostering an 
ambiguity around that in certain 
performance contexts. Not that 

I aim to fool an audience, but to plant the thought in an audience member or performer’s mind 
of the possibility of an engagement by anyone present. Meaning, that in a context such as this 
and if I am so moved, there is the option of active participation or offering into the performative 
field. 
There is also something about the performance perimeter or ‘performative frame’2 that is

2  This interest in the perimeter or frame of the performance site was articulated clearly in my MFA final performance where I had 
a ring of the performer’s personal objects around the perimeter of the performance space. As well, a performer circled outside the 
entire building complex playing a wind instrument, while others performed inside. The outside door to the performance space was 
ajar, so we heard his sounding as he passed by the door, finally entering to join his co-performers inside. 
Program notes from that event; “The lights, candles and objects around the room’s perimeter are there to define, encase, protect 
the performance space and contribute to a sense of ritual. Further, in the final performance Tony Hicks will be circling the entire 
building, supplying yet another concentric ring of subtle energy, performing a dedicated sounding task.”
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ready’ for any act that might be deemed generative or stimulating etc. to be taken. 
So a way of being with each other is evolved where great creative risk and chance are 
encouraged through mutual trust. Where we understand we give each other permission 
to reach beyond where we have been already.
There is no expectation of formality within performers relationships, just mutual respect 
and responsibility.

I wanted to keep a ‘curatorial distance’ anticipating that the performers would organise 
themselves as they wished, whilst being informed by my invitation and the contextual 
requirements of the site. 

This was the first occasion where GAIP 
was able to look at itself, presenting itself 
in a temporally and spatially expansive 
manner, to come to know something 
of what it may constitute as an audible, 
visual, experiential reality. 
Overlapping events of multiple arts 
practices, on-the-spot teamings of per-
formers, gradations in performers and 
audience attention spans, conversation-
al content emerging from participant’s 
proximity, activity spilling beyond the 
perimeter of designated performance 
space, and a curious cocktail of relaxed 
and stimulated energies were all in 
evidence. 

I found that the topically anticipated conditions of inclemency created an unanticipated beauty 
in and around the experience.
Some prospective participants were deterred by the prevailing weather conditions (for various 
reasons), however, I discovered that those who made it along were drawn into an expression of 
strength of spirit perhaps aided by a certain functional adversity. Under these conditions, any 
pretense to entertainment was stripped away to reveal an essential nature of participants being, 
of one’s relationship to a life-art reality. 
The conditions indeed galvanised the disparate group as we were drawn to the hearth, which 
was our little hut, a place of shelter. Those deterred from involvement by the weather conditions 
missed out on an opportunity to participate in another capacity in comings and goings of the 
day.
The social craft group, who happened to regularly meet on the day of our performance, generously 
adapted to their new co-tenants offering to share cups of tea and home-made foodstuffs, whilst 
all sorts of activities carried on around them. 
I sat nearby observing their conversations and direct questions to performers about their practice 
and other incidental topics. Their comfortable presence really helped create a sense of ease and 
integration for all.

PHYSICALITY, THEATRICALITY welcomed
- My interest in the ‘physicality’, the ‘theatricality’ or the performative aspect of the musician’s process 
had been pushed along by my experience in THIS Ensemble on March 18.
- Through my multiple roles as an MC, performer, facilitator, documenter and practical assistant, there 
existed an opportunity to be a ‘theatrical ’ presence.

AUDIENCE/PERFORMER AMBIGUITY 
- Her comment and my awakening triggered my past curiosity in the idea of ‘who is the performer, who 
is the audience’ and in fostering an ambiguity around that in certain performance contexts. Not that 
I aim to fool an audience, but to plant the thought in an audience member or performer’s mind of the 
possibility of an engagement by anyone present. Meaning, that in a context such as this and if I am so 
moved, there is the option of active participation or offering into the performative field. 

Encouraging, permissive PERFORMATIVE FRAME
- There is also something about the performance perimeter or ‘performative frame’ that is drawing my 
attention. My interest here reveals a desire to protect, make safe, to nurture and encourage those within 
this frame. To give them a sense of permissiveness, that it is OK to let go, to explore and play in any way 
with the elements at hand. I would like to transmit encouragement without the performer having any 
sense of interference.

PERFORMANCE PRACTICE (multi-discipline) begins to emerge
- The formal broadening of the expressive palette through the introduction of another artistic discipline, 
clearly promoted a more theatrical interpretation of the event. This perception and experience contributed 
greatly in shifting my own performance perspective and practice. I had for some time been feeling 
confined within a patterned mindset attached to my sound making practice and was seeking renewal. 
Through Current, THIS Ensemble and GAIP events this was beginning to happen.

          General Assembly of Interested Parties and Testing Grounds presents;
         ‘A General Assembly of Interested Parties’ [at Testing Grounds3, Melbourne, June 29
           2014] [video 1, video 2] 

Testing Grounds states their function thus; “it is a free outdoor art space . . . it is a place for exper-
imentation and testing ideas, for public gatherings and educational opportunities . . . is a place 
for new works of art and creative ideas to be developed and shared . . . is also an exploration 
into ways to use vacant or under utilised civic space in order to provide the general public with 
greater amenity.” 
Potential GAIP participants were invited to curate something particular or simply turn up. 
The following is an extract from the full invitation. I was hoping to impart a sense of what 
constituted the attitudinal expectations; 

I am seeing an assembly of interested parties . . . capable of and interested in a broader 
social ‘performance’ where people of diverse contexts, formats and modes of functioning 
can meet. 
Admittedly there is a desire that each participant is ready, willing, able and stimulated, 
by bringing an attitude and practice of generosity in the facilitation of an individual or 
collective catharsis/ liberation/ moment of transcendence. As instances of this nature are 
rare, the “everyday consciousness” within performance then is made up of an underlying 
attitude of generosity. This may be shown through participative presence without the 
need to be physically active. The act of listening or observation becoming a supportive 
meditation, that emanates a protective field of encouragement, not passive but ‘at the 

3  http://www.testing-grounds.com.au

o
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MULTIPLE MODES of PERFORMANCE and BEING, LIFE comes into ARTS PRACTICE 
- Overlapping events of multiple arts practices, on-the-spot teamings of performers, gradations in 
performers and audience attention spans, conversational content emerging from participant’s proximity, 
activity spilling beyond the perimeter of designated performance space, and a curious cocktail of relaxed 
and stimulated energies were all in evidence.

COMMUNITAS appears, TIME AND PLACE FULLY INHABITED
- Toward the end of the night most participants had gathered in the little gallery hut. We cleared a 
space in the middle of the room and Tony (Yap) and Brendon (O’Connor) began moving. Gradually 
all the musicians joined in creating a circle around the dancers, a strong, non-specific sense of ritual was 
generated, huddled together in our hut, we reveled in our communion (or perhaps communitas) while 
the blackness closed in outside us. Somehow, through this generated intensity, our sense of time and place 
was forgotten, transcended, or was it that time and place was rather fully inhabited, fully lived in its 
actuality? 

         THIS Ensemble [at Cross St., East Brunswick, August 1, 2014] [video 1, video 2]

 There was always the possibility, following the previous THIS Ensemble gig that my 
high expectations would be dashed in the next performance. My personal preparations were 
enough to ensure that I was at least aware of this danger and able to start with a fresh mindset. I 
think the natural variation in performers line up also helped the sense that this THIS Ensemble 
grouping was something different6. Other differences from the March 18 event were the 
duration (two hours instead of 30 – 40 minutes) and location (a non-standard performance venue, 
community hall, instead of a conventional one).

The overt theatricality of 
Elnaz (Sheshgelani) and her 
puppetry, dancer Geoffrey 
(Watson) and artist Domenico 
(de Clario) encouraged the 
other performers to embrace 
the creative possibilities 
of ‘bodies in space’ as an 
expanded or alternative 
mode of contribution to the 
performance (instead of only a 
constant sounding, for the musicians). 
The choice of participants 
clearly set this event up to be 
something more diverse than a 
musical performance.

The only directive (apart from a suggested duration) was that each performer’s equipment set up 
should provide enough space to allow for others to move freely around.

6  The original criteria for THIS Ensemble, was that each iteration of the group be a new combination of performers.

o

The blindfolded Chun-liang, guided around the site by the callings of Rob Vincs’ saxophone, 
was offered a trolley ride, eventually hauled upstairs (outside the venue behind the Arts Centre) 
and exposed to an array of market stalls at the top of the stairs. The stall holders reactions to 
Chun-liang’s inquiring senses and this trio of indistinct purpose, ranged from curious and 
embracing to disdainful and panicked. As Chun-liang said, the issue for her was trust in her 
guide, similarly for the stallholders; trust in the motive and degree of care exercised by these 
three strangers. 
Later, youthful Jordan White volunteered to play Chun-liang’s blindfold role while Chun-liang 
acted as his guide, for the first time giving her the other side of the experience, an unexpected 
insight.4 
Musicians gathered to play after casual conversation. Warm mulled wine was offered as we 
stood around the fire in the drizzling rain. 
Toward the end of the night most participants had gathered in the little gallery hut. 
We cleared a space in the middle of the room and Tony (Yap) and Brendon (O’Connor) began 
moving. Gradually all the musicians joined in creating a circle around the dancers, a strong, 
non-specific sense of ritual was generated, huddled together in our hut, we reveled in our com-
munion (or perhaps communitas5) while the blackness closed in outside us. Somehow, through 
this generated intensity, our sense of time and place was forgotten, transcended, or was it that 
time and place was rather fully inhabited, fully lived in its actuality? 

4  Read Chun-liang and Jordan’s GAIP June 29 account at; http://bodyinplace.blogspot.tw/2014/07/be-my-eyes-gaip-testing-
grounds-and.html
5  A term employed by anthropologist Victor Turner, according to Richard Schechner (Performance Studies, 70), to point to ‘the 
experience of ritual camaraderie. Adding, ‘spontaneous communitas happens when a congregation or group catches fire in the 
Spirit.’ 

The Social Craft group (front) with (from left) Clementine Isaacson, Juana Beltrán, Jordan White, Chun-liang Liu at 
A General Assembly of Interested Parties, 2014.
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I posted the following text to the GAIP website blog after the event; (also viewable at THIS En-
semble August 1, 2014.)

Dear THIS ensemble,
I am still reeling from THIS Ensemble gig on Friday. I love your commitment and devotion to the 
process and preparedness to push personal boundaries in a public space. I felt we all were prepared to 
enter a trance-like condition, coaxing instinct and intuition to the fore. It might sound melodramatic 
but I think there were some brave acts, along with the hilarious, the vulnerable, the passionate, the 
ritualistic. I am particularly enjoying the aspect of ritual, that is a space where we can bring any 
feeling or condition of being to be played out, to be brought to the surface, to be exposed to others within 
a caring, permissive environment where individual process is reinforced by the group, encouraged and 
protected with a pervasive spirit of good will. Each individual takes full responsibility for their action’s 
consequences, as this happens in a context of negotiation, responsiveness and attention to the whole and 
whilst being immersed in, whilst forming a pulsing, fluid organism. 
For me, the density and complexity of the marketplace was played out not through the aural (my usual 
mode of experiencing this) but through a combination of all elements, particularly of movement, of 
physical acts and energetic presence. The dispersal of density/complexity throughout all elements (instead 
of just the sonic) was a relief to this musician.
Thankyou all.
Ren

PERFORMANCE can exist without needing an INSTRUMENT
- Over the course of the event I spent much more of my performance time away from my instrument 
than I ever had previously. I was aware that this was, to a degree, disconcerting for some of the 
musicians who were expecting more sonic interaction with me. But on the whole, I had a liberating 
experience, able to feel comfortable in performance without dependency upon my instrument and yet 
still contributing creatively to the whole event.

THIS Ensemble; in search of a RITUAL 
- I am particularly enjoying the aspect of ritual, that is a space where we can bring any feeling or 
condition of being to be played out, to be brought to the surface, to be exposed to others within a loving 
environment where individual process is reinforced by the group, encouraged and protected with a 
pervasive spirit of good will. (excerpt from a note to performers after the event).

         Current: Sound Body Sight [at Conduit Art Space, September 20] 
         [video 1, video 2, video 3, video 4]

 Yet again, following the renewed energy and enthusiasm for a revised format for the 
previous Current event in May, I felt it important to maintain a certain momentum by 
introducing another variation to the format. This time it was to have a visual artist contribute an 
element into the performance space. The idea was to have the artist offer a visual element that 
did not require any mental or conceptual obligation from the other performers. In other words, 
it needed to be a physical object or otherwise alteration of the space. The performers were then 
free to take up this offering as part of the site. 
It was preferred that the visual artist not be overtly a performer (in the way of a dancer or musi-
cian) in the space, as the physical dimensions of the site were cramped as it was, particularly 

o

Over the course of the event I spent much more of my performance time away from my 
instrument than I ever had previously. I was aware that this was, to a degree, disconcerting for 
some of the musicians who were expecting more sonic interaction with me. But on the whole, I 
had a liberating experience, able to feel comfortable in performance without dependency upon 
my instrument and yet still contributing creatively to the whole event.
My experience was one of ease and great camaraderie with fellow performers. I was able to connect 
with my creative spirit and be guided to spontaneous actions that felt fluent and appropriate 
to my feeling. There were some distinctive ‘theatrical’ passages where performers converged 
into localised spaces of collaboration and intimacy. As this occurred at times coincidentally in 
different locations within the physically large performance space, there was a sense that we were 
evolving a larger overall group energy of connectedness and intimacy.

The experience as I have described seemed to be shared by a number of other performers. A 
sense of discovery, freshness and openness pervaded the proceedings. 
I found the interaction of bodies through movement, gesture and voice brought the physical 
environment into focus as having a part to play, a bearing on the work. It also changed the role 
of sounding allowing it to be free to not be the sole focus. This seemed to my ears, to produce 
a much varied and diversified sound-world offering periods of levity in amongst density and 
weight. Conversely, there were times when our obvious theatricality gave way to more prosaic, 
functional physical movements and where the sounding supplied a dramatic momentum 
occupying ‘centre stage’.

Elnaz Sheshgelani (behind screen), Geoffrey Watson (centre), Adrian Sherriff, Scott McConnachie at THIS Ensemble August 1, 2014.
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Current provides a format for artists to creatively challenge their selves, each other and the 
audience and a location where it is understood and accepted that this is so. This most recent 
Current was a move to provide greater diversity of stimulation for the artists and audience and 
the most variable in process and effect so far.
I would like to see the aspect of direct, creative challenge being emphasised in consequent 
Current events.

In curating Current I have sought to engage performers across the spectrum of age and 
experience. I have also been aware of offering, although not always able to implement, a racial and 
gender mix that reflects our social environment. Gradually, and particularly since Current has 
moved away from presenting only music, the artists and performers interested in and available to 
participate clearly reflective of our diverse culture.

Rob Vincs, Andrew Treloar, Geoffrey Watson, Leo Kavanagh (drums) CURRENT ‘Sound Body Sight’ 2014.

for movers. Many ‘visual artists’ would not consider themselves performers in the public sense 
that dancers and musicians might. Mostly, the visual artist inevitably appeared as a ‘performer’ 
in simply carrying out their creative work, even though it was not their intention to occupy 
the space in the same guise as the dancer or musician. This helped foster a perception that any 
activity within the space at the time of the scheduled performance (and also spilling out to before and 
after that performance) could be interpreted as a contribution, as unavoidably participating in the 
conscious creative and theatrical event currently taking place. 
Each artist would have their own oscillating levels of awareness and intention of their 
performative presence as would the members of the audience. This suggests that the condition 
of ‘performance’ can then be understood as a matter of perception, a matter of awareness, 
intention, attention and choice. 

The visual component in each 
event offered a doorway for 
the committed practitioner of 
music (or dance) to pass through. 
As movement and gesture of the 
dancers embodied opportunities, 
phenomena for the sounder to 
creatively utilise or participate 
in, the addition of visual artists 
provided lights and shadows, 
sculptural forms, masks and 
puppets, props and objects, 
projected image and realtime 
image creation, ritualised 
behaviours and storytelling, all for 
the movers and sounders to take 

up, to expand their performative presence, theatrically.

Again, as in the previous Current, not all performers took the opportunities to challenge 
themselves or expand their creative experience, or so it seemed to me. However, anecdotes 
shared with me since then reveal that this perception may not have been so accurate. 
Changes brought through performance, however slight, in an artist’s internal relationship, do 
not need to be manifest immediately to indeed occur. 

A seed is planted by an experience that may be creatively enriching or confronting, where the 
performer is not, as yet, optimally positioned to benefit from it. Neither the timing nor the 
conditions are right for that person to realise the full potential of that experience. Nothing is 
demanding the performer to be anything other than their self in that moment. Still, at the same 
time and as nourishing as this maybe, there is something creatively potent sensed within the 
experience that can trigger a question. Depending upon intensity, rather like an itch that calls 
for a scratch, the question will persist, fade away or reappear later but the choice is there for the 
performer to investigate the question or not.
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work and thus expectations, prior to and during the performance. Thinking about my work has 
always been an integral and important part of the whole creative process. Knowing when to 
utilise the thinking process and to be able to put it aside is equally important.
I have been thinking about my own persona and position within this evolving ensemble, an 
ensemble that appears to be consolidating itself around a cluster of consistent participants. 
In the previous event, I found a level of comfort in and freedom to engage with sound making 
without obligation, and thereby be responsive to any impulse to use my body to express and 
interact with others. This consolidated a transition for me that had been brewing throughout 
the year from static aural performer to mobile performer utilising a broader creative conception, 
and in that sense acted as a template for my current performing interests (particularly with THIS 
Ensemble).
In this event, I had brought equipment and text that I had not used in this context before. 
Thoughts about the work led me to introduce these new ‘materials’. Employing these materials 
for the first time in performance brought a level of self-consciousness around the intended use 
of those things. Indeed, it took significant performance time for me to come to terms with the 
novelty of my new materials and rediscover the primacy of connectedness with, and openness 
to my co-performers. 

Added to this was a new level of expectation for myself in performance, given the template of 
the previous THIS Ensemble experience. These elements cultivated a sense of distraction for me 
from the vitality and immediacy of our group’s performative focus. Wonderfully, as time went 
on, I was drawn into the communal pool of energy and presence, away from my preoccupations 
and again found my place, feeling inspired by and harmonious within the ensemble. 

During the March 18 performance, I had become particularly aware of the physical location of 
various parts of the ensemble and how this may effect our sense of belonging with each other 
as well as our specific, individual aural experience. In this October 10 event, we seemed to 
have extended our activity more generously throughout the performance space (as the venue easily 
accommodated this) and I became aware of how it was virtually impossible to witness every act and 
sound happening at any one time over this dispersed layout. 

Elnaz Sheshgelani  THIS Ensemble 10.10.2014.

PERFORMANCE as a matter of PERCEPTION
- It was preferred that the visual artist not be overtly a performer (in the way of a dancer or musician) 
in the space, as the physical dimensions of the site were cramped as it was, particularly for movers. 
Many ‘visual artists’ would not consider themselves performers in the public sense that dancers and 
musicians might. Mostly, the visual artist inevitably appeared as a ‘performer’ in simply carrying 
out their creative work, even though it was not their intention to occupy the space in the same guise 
as the dancer or musician. This helped foster a perception that any activity within the space at the 
time of the scheduled performance (and also spilling out to before and after that performance) could 
be interpreted as a contribution, as unavoidably participating in the conscious creative and theatrical 
event currently taking place. Each artist would have their own oscillating levels of awareness and 
intention of their performative presence as would the members of the audience. This suggests that the 
condition of ‘performance’ can then be understood as a matter of perception, a matter of awareness, 
intention, attention and choice. 

         THIS Ensemble [at Cross St., East Brunswick, October 10] [video]

 The third event for THIS Ensemble this year (this group having played once a year since 2008, 
except 2013) provoked the same set of expectations for me as did the second event on August 1. 
Again, how will we reinvent ourselves after the freshness and fluidity of the previous event? 
Again, the same response; there is no need to be concerned about how the event will unfold, it 
is about people’s relationship to each other and their environment, how they are feeling at the 
time and the ensuing negotiation and conversation between all these elements. I understand 
that to give myself a chance of a satisfactory experience, I need to minimise thoughts about the 

 

o
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At times, particularly when the sounding was loud, it was clear that we were in fact hearing 
different aural detail in different locations of the space due to the distance in physical 
separation. This was confirmed when comparing personal reflections on particular periods of the 
performance. And likewise, when a performer, being located a long way from the static audio 
recording device, upon hearing playback of the performance did not recall hearing, could not 
identify certain sections of the recorded music whilst recognising others.

It had also become clear to me during the August 1 event that there were localised physical 
activities and encounters that only those local participants would know the detail of, and 
have the experience of. This was affirmed by the roving and intimate eye of dedicated video 
documenter, Ricardo (Evertsz) who roamed freely through the performance space often filming 
at close quarters. Many of us had not witnessed the detail of what we were then able to view on 
video replay. 
In observing and comparing the quality of environment and relationships prior to performance 
and then whilst the performance is in progress, it can be said that there is a difference. 
As we move through the space and time of performance we are making a world, we are allowing 
ourselves to be guided by our intuitive faculty as it engages in reactions upon reactions and 
energies upon energies. Our inter-being permutates each of us, as a subtle transformation in our 
individual modes of being becomes perceptible.

Our group’s performance space-time is not signified by a formal beginning or ending. It is an 
open-ended duration7 which seems to discourage a perception of linear progress. Instead, an 
ambient, aerial or spherical view can be brought to bear on a geography of sounds, objects and 
people. If I am not making decisions or reacting from a point in a sequential progression, then 
my consideration of before and after the space-time I currently inhabit seems less important to 
be aware of than if I were functioning within a clearly linear movement. 
This conception of linear progress, applicable in performing a set work or functional task, 
provides a perceptual structure enabling a flow and consequent outcome that makes the activity 
holistic in its logic. 
I propose that in THIS Ensemble, a linear conception is gently displaced by clusters of intensities 
of energies, that rise and fall, coalesce and dissipate. This allows a penetration of the moment 
through an alternative perception of a spherical directionality that rather puffs in and out, that 
shrinks or expands.
The diminution of a sense of linearity corresponds with a lessening of concern (or anxiety) of 
what should or should not be happening next in relation to what is happening now and what 
has happened before. I have not discussed this conception with the group. It is not something 
necessary or desirable for me to analyse or discuss as it is simply a philosophical overlay on a 
phenomenon that exists in practice. 

7  Some, not all of us, had been informed that there was no time limit for this event, which may have had a bearing on the three 
hours (approximate) performance duration.

A spherical direction first appeared in the form of a title I gave to a recorded improvisation by performance trio THAT in 1998. 
The phrase conjures a blooming, a point that expands out in every direction simultaneously. 

Expansion or contraction is non-linear, it is not directed up or down, left or right. More, it is in and out, a kind of puffing as the 
inflation of a ball with a pump or blowing up a balloon with one’s breath. A swelling that expands a surface, increasing the space 
within and upon a surface, increasing the range of possibilities. Conversely, a contraction to a point, a point that is not a stop but 
a node of inversion, a sudden shift from positive to negative, a mirroring, a compression of energy to such a density that it must 
find release into an expansion of the opposite.

          NOW THIS 
UNIMPEDEDNES S IS SEEING THAT IN ALL OF SPACE E ACH THING AND
E ACH HUMAN BEING IS AT THE CENTER AND FURTHERMORE THAT E ACH
ONE BEING AT THE CENTER                                                            IS THE MOST HONORED
ONE OF ALL .                  INTERPENE TRATION ME ANS THAT E ACH ONE OF THESE
MOST HONORED ONES OF ALL IS MOVING OUT IN ALL DIRECTIONS
PENE TRATING AND BEING PENE TRATED BY EVERY OTHER ONE NO MAT TER
WHAT THE TIME OR WHAT THE SPACE .                      SO THAT WHEN ONE SAYS
THAT THERE IS NO CAUSE AND EFFECT, WHAT IS ME ANT IS THAT THERE
ARE AN INCALCUL ABLE INFINIT Y OF CAUSES AND EFFECTS, THAT IN FACT
E ACH AND EVERY THING IN ALL OF TIME AND SPACE IS REL ATED TO
E ACH AND EVERY OTHER THING IN ALL OF TIME AND SPACE .8  

  

“We live in a world where there are things as well as people. Trees, stones, water, everything is expressive. I see this situation 
in which I impermanently live as a complex interpenetration of centres moving out in all directions without impasse.”9 (Cage, 
2 2 .05.56)

8  John Cage, extract from ‘Communication - Composition As Process’ (1958 lecture) in Silence; lectures and writings (Middle-
town, Connecticut: Wesleyan University Press, 1961), 46.
9  Kostelanetz, Richard, Paul Cummings, eds. John Cage - Documentary Monographs in Modern Art (New York: Praeger, 1970), 
117.
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SPHERICAL TIME
- Our group’s performance space-time is not signified by a formal beginning or ending. It is an open-
ended duration which seems to discourage a perception of linear progress. Instead, an ambient, aerial 
or spherical view can be brought to bear on a geography of sounds, objects, people and their relation. If 
I am making decisions or reacting from a point understood as a node in a sequential progression, then 
my consideration of before and after the space-time I currently inhabit seems crucial. This conception of 
linear progress, applicable in performing a set work or functional task, provides a perceptual structure 
enabling a flow and consequent outcome that makes the activity holistic in its logic. I propose that in 
THIS Ensemble, a linear conception is gently displaced by clusters of intensities of energies, that rise and 
fall, coalesce and dissipate. This allows a penetration of the moment through an alternative perception of 
a spherical directionality that rather puffs in and out, that shrinks or expands.
The diminution of a sense of linearity corresponds with a lessening of concern (or anxiety) of what 
should or should not be happening next in relation to what is happening now and what has happened 
before. I have not discussed this conception with the group. It is not something necessary or desirable for 
me to analyse or discuss as it is simply a philosophical overlay on a phenomenon that exists in practice.   

BEYOND PERSONAL AESTHETIC
- This year, THIS Ensemble performances have afforded me an ongoing opportunity to challenge my 
attachment to personal aesthetic judgments. My peculiar set of aesthetic value judgments will always be 
close at hand, but I am more able to experience and comprehend this group’s activities as an unfolding 
social encounter where interactions of all kinds are articulated in a unique way, a conglomerative of 
multiple forces, together in presence, similarities and differences. The diminution of the power and 
presence of my inner judge allows me a broader range and scope of performative experience.

         ‘A General Assembly of Interested Parties [again]’ [at Testing Grounds, Melbourne,
         October 12] [video]

 I was informed in advance that on the day of our event, there would also be a group of 
people having an end of year celebration at Testing Grounds. 

o

Allied to a preference for a non-linear conception of space-time in performance, is an attempt 
to marginalise positioning of my individual aesthetic judgments. 
I have cultivated an aesthetic palette (through propensities, desires, habits, education and the like) that 
fosters and funnels the type of activity undertaken in my creative interests. This palette has 
shaped the existence of THIS Ensemble and imbued its functioning with certain characteristics. 

I bring this palette to THIS Ensemble events in the hope that it will be enriched, it will be 
reinvented or that new possibilities for its usage will emerge. But mostly I hope that I will 
forget about all this and ‘lose’ myself in an ongoing creative experience. To forget the constant 
reminder of what constitutes or delimits my palette.
I cannot say with certainty that others in the group share my aspiration. But I do perceive an 
enthusiasm for sharing, where an individual’s current of creative preoccupation or desire can 
act as a portal to a communal performative experience that no one performer alone is able to 
cultivate or contain.
This year, THIS Ensemble performances have afforded me an ongoing opportunity to challenge 
my attachment to personal aesthetic judgments. My peculiar set of aesthetic value judgments will 
always be close at hand, but I am more able to experience and comprehend this group’s activities 
as an unfolding social encounter where interactions of all kinds are articulated in a unique 
way, a conglomerative of multiple forces, together in presence, similarities and differences. The 
diminution of the power and presence of my inner judge allows me a broader range and scope 
of performative experience.    

PRIMACY of the QUALITY of RELATIONSHIP in the MOMENT
- Again, how will we reinvent ourselves after the freshness and fluidity of the previous event? Again, 
the same response; there is no need to be concerned about how the event will unfold, it is about people’s 
relationship to each other and their environment, how they are feeling at the time and the ensuing 
negotiation and conversation between all these elements. I understand that to give myself a chance of a 
satisfactory experience, I need to minimise thoughts about the work and thus expectations, prior to and 
during the performance.

LOCALITY defines PERFORMATIVE EXPERIENCE
- During the March 18 performance, I had become particularly aware of the physical location of various 
parts of the ensemble and how this may affect our sense of belonging with each other as well as our 
specific, individual aural experience. In this October 10 event, we seemed to have extended our activity 
more generously throughout the performance space (as the venue easily accommodated this) and I became 
aware of how it was virtually impossible to witness every act and sound happening at any one time 
over this dispersed layout. At times, particularly when the sounding was loud, it was clear that we were 
in fact hearing different aural detail in different locations of the space due to the distance in physical 
separation.
It had also become clear to me during the August 1 event that there were localised physical activities 
and encounters that only those local participants would know the detail of, and have the experience of.

REMAKING the WORLD through INSTINCT and INTER-BEING
- As we move through the space and time of performance we are making a world, we are allowing 
ourselves to be guided by our intuitive faculty as it engages in reactions upon reactions and energies upon 
energies. Our inter-being permutates each of us, as a subtle transformation in our individual modes of 
being becomes perceptible.
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A communal sharing is not equal, that is fact, but within this gathering there is scope for us to 
practice who we are and the possibility of finding resonance with another. Or, we may just find 
a sense of harmony in our surroundings, even if for a moment.

AFFECT – does the creative work exist in a vacuum?
- I understand people and performers within the GAIP event (whether aware or unaware of their 
inclusion) to be affected by each other and the context in some manner, even if that affect is extremely 
subtle. It is this affect that we have upon each other that is drawing my attention, within a GAIP event.

         Free Play Group A [VCA room 109, October 23]10

 Thursday’s Free Play class final performance was a mature expression of an open-ended 
exploratory process into sound making. The students decided to divide into two smaller groups 
of 5 to 6 each and to share concerted instrumental playing of around 10 minutes per group with 
a brief overlap period where both groups would be sounding.
Importantly (and as we had discovered over the preceding weeks), those not playing were still 
participating in the performance by ‘facilitating’ the creative experience of the others, occupying 
the space, performing tasks, moving and always listening. As suggested by the students, we also 
emphasised the need for avoiding a continuous density of sound with everyone playing 
constantly and at the same dynamic. 
Our regular class preceded the performance and it served our purposes well as preparation, 
through music, discussion and just being together. We were able to have this class in the same 
room in which we would be performing. The situation also allowed for us to set the space with 
lighting and staging beforehand and to be making music as the audience entered. 
All this prepared the group to perform at their optimum. There is never a guarantee though that 
this preparation will translate to a satisfactory performance. The group did however perform 
extraordinarily well. They surprised themselves. It was not only emblematic of their work, their 
progress and their comprehension of approaches and concepts, but they also managed to make 
a leap, a shift into a depth of individual and social expression that constituted a mature artistic 
offering. 
Their first exposure to an audience as an ensemble may have provided an extra spark, but 
undoubtedly in these moments their care, consideration and intent enabled all that we had 
worked on to be present and for their final performance to be the fruition of this was remarkable.

I found myself forgetting that this was a Free Play class concert. I could well have been 
participating in a THIS Ensemble or GAIP event, and from this feeling I draw immense 
satisfaction.
I thank this group for their commitment to the adventure – how inspiring! 

10  ‘Free Play’ is a class first established at the Victorian College of the Arts in 2013 by Alex Pertout and Ren Walters and explores 
improvisational sound-making and performance.

o

This was the Asylum Seekers Resource Centre group (ASRC), which seemed appropriate as 
GAIP is really about a gathering of people sharing an interest. Potentially, that subject could be 
as broad-based as being human. 
In a small way I experienced a shift in the promise of GAIP, whilst admitting to feeling frus-

trated that many artists were not able 
to attend the event. The extensive 
physical space of TG offered the op-
portunity for us to utilise that 
expanse for our work and not just 
huddle around a stage or one area 
where someone may obviously be 
performing. The beautiful sunny day 
also contributed to helping those 
who were there take up the site in 
a more diffuse way. Candice (Boyd) 
arrived early and set up her felt work 
in one spot and remained there for 
the day. Her position and constant 
presence served as a pivot and a kind 
of binding agent for the activities 

swirling around her. Thanks to the ASRC group there was a sense of simultaneity of events in 
which people were genuinely involved and consequently some unique interactions ensued. 
For example, a stumbling, blindfolded and coke drinking Jordan (White) wound up next to 
some ASRC people who were chatting away. He began randomly repeating some of their 
phrases he was hearing and extemporising somewhat. He was also wearing sunglasses over his 
blindfold and could possibly have been interpreted as being agitating or provocative. Instead he 
was artfully included without being made a focus or fun of, just accepted. I found this genuinely 
creative and generous.
I understand people and performers within the GAIP event (whether aware or unaware of their 
inclusion) to be affected by each other and the 
context in some manner, even if that affect is 
extremely subtle. It is this affect that we have 
upon each other that is drawing my attention, 
within a GAIP event. 
Those participants who consciously bring a 
particular activity to a GAIP event, largely 
expect their activity to be affected, to some 
extent, by their being at the event. This is 
indeed why they attend. There is an invitational 
and participative energy circulating because 
of this. 
The degree to which and the manner in which 
each one of us is affected by each other and 
our environment will not be uniform. What is 
more obviously consistent is the sense of camaraderie and generosity of spirit felt and expressed 
by individuals. The warmth and encouragement were abundantly on display, brought forth in 
particular by Dur-é (Dara) and her gift of gourmet nourishment at day’s end. 

Angie Seah group at GAIP [again] 2014.

Dur-é Dara at GAIP [again] 2014.
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But I also found no tightening up of behaviour, rather, in some cases there was a clear pushing of 
personal boundaries. One student spent much time sounding in cupboards and behind baffles, 
in clear contrast to his extroverted character.
Their direct interaction with the audience (something I tend to turn away from) was bold and largely 
successful from what I could see. Some blindfolded themselves from the beginning of the per-
formance, others blindfolded audience members, tied hands to objects or other people, folded  
blindfolds into neat bundles and handed them out. One student sat quietly in between an elder-
ly couple who had appeared somewhat confused by the proceedings.
From what I was able to see, there was no coercive or abrasive behaviour by the performers, and 
at the close the audience appeared unanimously pleased by their experience. 
The sense of unity that had been clearly developing within this group from early on in our process 
was at its peak today. Their performance was a testimony to their commitment in following the 
process through to wherever it may lead. I know they arrived at a place that none had expected 
but all were thrilled to find, no one more so than I. 
The students were comfortable performing in a way that could involve taking physical actions 
with a theatrical awareness of bodies in space. These actions do not necessarily have a sonic 
output but rather foster a sense of ritual and engagement in a framed creative process. Yet, the 
pathway to this mode of performance stems from and is informed by sound-making. The kinds 
of relationships that have developed through their performative behavior and interactions have 
shaped a distinct group interest.  

GAIP “events” can occur whenever and wherever GAIP consciousness exists
- The realisation that what transpires in these classes can be interpreted as a version of a GAIP event. 
This kind of activity, communing, challenging ourselves, trying to open ourselves, support each other fits 
neatly into descriptions of a GAIP performance. 
 

         GAIP at Melaka Arts and Performance Festival, Malaysia [November 21, 22, 23] 
         [video 1, video 2, video 3, video 4, video 5, video 6]
 A pleasing aspect of this GAIP adventure for me was in how it became an official part 
of the festival. 
I was invited along with Dur-é Dara (and our duo TABLE MUSIC) to participate in the program, 
which we happily accepted. I saw this also as an opportunity to implement an ‘unofficial’ GAIP 
event outside of the festival, whilst we were amongst so many potential participants and in a 
new environment. I communicated with artistic director, Tony Yap; “… I am writing to you 
with the proposal to activate General Assembly of Interested Parties events at random times 
throughout our stay in Melaka and Malaysia. The nature of the event would be determined by 
the conditions and the context, and assembled on the spot, requiring little (if any) infrastruc-
ture. I would like to invite some other Festival performers to participate …”

Tony thought that sounded good and the next thing I knew he had programmed four different 
groups of artists at four different settings within the festival site, with each performance 
beginning on the hour and able to continue longer than an hour if desired. Performers were free 
to get involved with other GAIP groups as well.

o

         Free Play Group B [VCA room 113, October 24] 

 After Thursday’s Free Play event I told myself not to expect a similar level of perfor-
mance from the Friday class. A different group of people will express themselves differently and 
their process and expression will be peculiar to them.

So, we talked through how they would like to approach the twenty minutes. They all agreed upon 
not dividing the group or imposing any structure except for the beginning where we would all 
stand in a tight circle facing in and begin from ‘silence’ into sounding and moving. There were a 
couple of suggestions on how to end but nothing was decided. In the class beforehand, we had 
a couple of twenty minute sessions to get ourselves in the right frame of mind. We had some 
discussions about what was important to us and shared some ideas about how to interact with 
each other and the audience. Except for utilising the blinfolds, nothing else was set. 

We then adjourned outside to take advantage of the beautiful Spring afternoon. Brittany had 
brought some champagne and strawberries to celebrate as we chatted away. We talked of a Face-
book page to keep the group connected and some photos were taken. There has developed, over 
the weeks, a very strong sense of unity amongst these students with each successive class seeing 
a deepening connection and conversational sharing. 
Fortunately, we were able to have time in the room before the performance to set up the space. 
However, a VCA technician required a number of alterations to our preferred set up, as we were 
apparently challenging the Occupational Health and Safety regulations. Carla observed later, 
how the change in environment had no negative impact on the performance, without fuss we 
just adapted. 
As the audience found their way to the random and chaotically arranged seating, I was pleased 
to observe how quickly and easily the group slipped into their work. In fact, I was inspired to 
participate more actively than I had normally done during our classes. I observed a general 
‘compression’ of activity, which was a completely appropriate response to their first ‘performance’. 

o

Free Play class semester 2, 2014.
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All performances were conducted outdoors within specified areas. Some groups relocated 
during their performance with the audience following. It was clear that the geography and 
environment were a strong influence; the ruins of the Portuguese church on the hill (itself a tourist 
destination) set in a city with a rich mix of Chinese, Indian and Malay cultures, the high humidity, 
and audience/tourist curiosity.
I found the outdoor setting an inspiring release from the confines of the four walls of a 
performance venue. Most participating artists with whom I spoke described a sense of joy and 
a pleasure in the freedom to devise an interaction with others in the moment. 

Expanding PERFORMANCE LOCATION and GEOGRAPHY providing inspiration 
- All performances were conducted outdoors within specified areas. Some groups relocated during their 
performance with the audience following. It was clear that the geography and environment were a 
strong influence; the ruins of the Portuguese church on the hill (itself a tourist destination) set in a 
city with a rich mix of Chinese, Indian and Malay cultures, the high humidity, and audience/tourist 
curiosity.
I found the outdoor setting an inspiring release from the confines of the four walls of a performance 
venue.

         THIS Ensemble [at Cross St., East Brunswick, December 12] [video]

 For this event, I was keen to encourage a performance duration beyond what we had 
achieved in the past. This was largely due to information I had received, that the venue could 
accommodate us for as long a period as we desired. I had not known this previously and had felt 
that we ought to be finishing by a certain time, even when there seemed to be the energy among 
us to continue performing longer 
than we did. Now, I thought I might 
encourage all to freely explore an ex-
tended duration by suggesting we 
continue for four or more hours, if 
appropriate. Remarkably we per-
formed for around four hours.

For the previous THIS Ensemble 
performance I had taken on untried 
technology (laptop processing of guitar 
signal and samples) and found myself 
‘preoccupied’ during much of the 
performance with getting this set 
up to function satisfactorily. Whilst 
mildly ‘disturbed and distracted’ 
from performative presence by this 
functional baby-sitting, in retrospect 
(through video/audio documentation) and with the ‘distancing’ (even depersonalising) effect of the 
passing of time, I responded to my own (at least sonic) contributions, more positively than I had 
during and immediately following the performance.

o

Elnaz Sheshgelani THIS Ensemble, December 2014.

I had supplied a conceptual preamble for what was expected of the performers, similar to 
that written for ‘A General Assembly of Interested Parties’ [at Testing Grounds, Melbourne June 
29, 2014] earlier in this document. Again, nothing about the content of the performance was 
communicated. Tony curated and co-ordinated the line-up of each group and spoke briefly to 
participants and fielded questions about it in a general meeting at the start of the Festival. I had 
nothing to do with implementation other than the initial suggestion and a brief description.
 

This lowered the expectations I, or others may have had about me being the organiser and 
thereby responsible (as is usual) for such an event. It was an opportunity to participate and at the 
same time observe GAIP in action without my obvious imprimatur. 
From my observations of each event and in brief discussions with participants, there was a real 
pleasure felt in the on-the-spot negotiations and interactions. Apparent was an embracing of 
the open nature of the format, a demonstration of commitment to the proceedings and a distinct 
emergent character in each work. Whilst there may have been some preparatory discussions 
within some groups beforehand the substance of each performance was revealed as it happened. 
What was evident was each group’s distinctive modus operandi set in motion by the manner in 
which the artists related to each other, but also by the physical geography of the performance 
locale, and the location of and atmosphere created by the audience. 

GAIP group 4: (top) Meredith Elton, Rithaudin Abdul Kadir, Siti Abriyanti, Victoria Chiu, Nakarin Jaikla, Lee Kien Fai, Alan Schacher, MAPfest, Malaysia, 2014. 
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I cannot accurately state with surety as to what may be the individual’s and group’s intent in any 
given performance, as it is not a subject discussed (to my knowledge) within the Ensemble when 
we are together. But my sense is that we are seeking an experience of positive energetic flow, 
of ease and vitality that has some degree of freshness and difference from previous experiences. 
This difference could extend from a subtle variation upon a well-rehearsed theme to a full-
blown revelation. I unashamedly seek the latter experience.
It would be reasonable to assume that I was bound toward a deeply unsatisfactory experience, 
disconnected from the rest of the group as I struggled with prosaic issues within a valuable 
performance opportunity. However, in THIS Ensemble’s general ambience of acceptance, 
generosity and commitment to an unfolding process, an energy is created that permeates my 
experience and allows my personal struggle to be integrated into the whole, the community. 
Disappointment and resistance to new input is diminished within me and during performance 
I am able to start again, to rethink my experience of struggle, as it is; past, and so be able to 
release its hold. 
As well, being able to reflect upon the performance through reviewing the audio and visual 
documentation proved helpful in perceiving aspects of my contribution not obvious to me during 
the experience, as I was so self-absorbed. 

After two weeks or so, the experience had receded in my imagination and the details of the 
experience not so keenly felt, allowing me more separation and thus able to interpret and 
experience the documents afresh. I realised that my contribution was less overt, less declaiming 
‘here I am’ as a performer, doing less to ask for ‘focused’ attention, less ‘purposeful’ in my 
performative approach. I occupied the background more, more a foil for the others, and more 
haphazard in sounding. 

Ren Walters, Elnaz Sheshgelani THIS Ensemble, December 2014.

A very similar scenario unfolded for this event, although on this occasion I was even more 
ambitious in implementing an unsure technological set up. I was genuinely preoccupied with 
serious functional problems this time. There was a fallback option, but I kept struggling away in 
the hope that a breakthrough was imminent. Not to be. So, I bumbled along partly present to 
the performance, partly to problem solving.

There is a rich history of taking unsure technological devices/processes into a performance that 
I share with my mentor, David Tolley. He was a master at changing an entire set up just before 
a performance (this is really asking for trouble, particularly with complex electronic and procedural instruments 
and modes of performance) and somehow, some way equipment or emotional collapse and chaos 
seemed to be only a hairsbreadth away at each event. Those close to David knew of and accepted 
this aspect of his nature, indeed, I attempted to emulate his example. This (possibly involuntary, yet 
aware) attempt to subvert one’s secure and proficient operating base, was (in my case and I suspect 
largely in Tolley’s) a device used to stimulate a fresh experience that the patterned and habitual 
methodology of working with a particular set of materials can discourage. 

The result of my preoccupation with technical challenges meant that I was in part absent 
from the immediate and physical performative presence of the others. So I became a kind of 
background, peripheral participant. 
It is often the case that I/we bring concerns or preoccupations into the performance time/space 
that take all or part of our attention for all or part of a performance. My preoccupation may 
register as a kind of absence to the other performers but within THIS Ensemble there appears 
to be a level of acceptance of the variation in a performers ability/willingness to be fully present 
to the actuality of this moment. We can bring material, states of mind/being consciously or un-
consciously to the performance and we can be wrestling with their influence, but we are pleased 
if we can allow these things not to predominate, if we can encounter something fresh to us, or 
something coming from a general energetic flow the source of which is not obvious to pinpoint. 
In short, there is a large degree of tolerance and acceptance exercised within our relationships. 

Michael McNab THIS Ensemble, December 2014.
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The reading of our performance space as a geographic one has found resonance with a 
perception of my life, over the last few years, where I had been considering my physical 
movements as four facets of location. 

There are four destinations between which I consistently travel. I have aligned each place with 
a locational aspect; Location; (my long-term place of residence) my home base, a sense of security, a 
place of rest and revival, of consolidation, of the known. Relocation; (a studio/work space provided 
by an old friend) a shifting mindset, flexibility, to still be able to function albeit in a different 
manner, perhaps addressing different aspects of being. Also included here are my places of 
employment at several universities. Dislocation; (the family home in which I stayed through a period of 
familial dissolution, also including my mother’s residential care hostel which I regularly visited). Non-location; 
the relatively new space of the internet where we are all beginning to have a ‘virtual presence’ 
and where I project an aspect of self via digital sounds, text and imagery.
As my best friend, my uncle and both my parents have died in the last fourteen months, I have 
significant, ongoing relationships with physical absences or, subtle vibrational residues within 
myself.

In our performance and through play we uncover actions or behaviours 
that resonate well for us that become through repetition ritualised, 
symbolic. As this is acted out it becomes a lived reality. 
This movement of energy, lubricates, salves and frees aspects and energies 
of self and non-self. It is a therapeutic action with the possibility of 
healing, release of negativities or an opportunity for revelation.

This was not a remarkable personal performance, but upon reflection, I think the ‘space’ created 
by my relative absence contributed to a tonality of relaxed unfolding, allowing others to be 
foregrounded and for a gentler, soft probing energy to be established.
This experience has inspired me to consider playing more with coming and going from a 
definitive performance mindset, moving more between foreground and background and 
inviting the energy of others. I also realise that my desired role is to be present as a 
supportive, facilitating energy (which may sometimes be direct, purposeful action) and that the old 
practice of self-subversion is no longer apposite, having passed its use-by date.

I submitted this text on social media following our December 12 performance;
 
 Thank you to THIS Ensemble for the journey that is always never the same.

I understand the work, facilitated by our physical configuration, as geographic soundings 
and experience specific to micro-locations within the general space. What I hear in my 
location is possibly distinctly different to what you hear and experience in another part 
of the room. 
Temporal sound and energy mapping reminding me of aboriginal song lines and the 
unique nature of place and points in space. Interestingly, I had been working all that 
afternoon on a huge pastel drawing on the floor the dimensions of which allowed me to 
consider the work also as geographic, topological, map-like, each area a connected but 
discrete spatial terrain/experience.

 Due to a comparatively large performance venue at Cross St., and that we had spread 
our set up more widely to take advantage of this, it clearly occurred to me that different 
sonic and physical experiences were being had in different locations, and that there were in fact, 
different locations within the territory covered by us.
It now seemed so appropriate to consider our relationships geographically as well as sonically, 
energetically, socially, etc. I could see our location as constituting all the different available 
experiential factors, or, all the different factors constituting our experience of a ‘place’ (and time) 
in space. 
So, the difference in my unique location geographically compared to the other performers, 
enabled because of the larger physical dimensions of this venue and our sprawling set up, meant 
that I could have a physically different aural and kinetic experience due to my position, in 
relation to the other listeners and performers. The physical and aural activity in any given 
location within the performance space was just as likely to be shared by only those in the 
immediate local vicinity, as it was to be shared by everyone present. 
A traditional performance perspective is one where there is a central point of focus to which 
other activities would consistently refer. On this occasion it became clear that there was 
not one central focus point but a number occurring simultaneously, without any performers 
self-consciously demanding priority of focus. And so it follows that there is no single point of 
view from which to see/hear the work. 
In this event, as a listener/viewer and performer we do not have our attention consistently 
channeled to a particular location, we have options as to where within the performance we 
locate our focus and so can access different perspectives from which to experience.
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Appendix A image credits and hyperlinks

pA_1: promotional flyer RW. Video 1 https://youtu.be/4rlLJYpJRD0, 
video 2 https://youtu.be/tNAtk-ZvZ4Y, video 3 https://youtu.be/XKibhbTk4zA  

pA_2: photo Juana Beltrán, image processing RW. Footnote video; 
TOE 1 https://youtu.be/5Eq4qMUsAPw, TOE 2 https://youtu.be/mWdrlczSSfY, TOE and 
Mowson https://youtu.be/mWdrlczSSfY  

pA_4: photo RW. Video 1 https://youtu.be/-s477JyANAo, 
video 2 https://youtu.be/a8ayWXzTkYE, video 3 https://youtu.be/iyjO8f7sDzs, 
video 4 https://youtu.be/ICvq_PUQV14

pA_5: promotional flyer RW. 

pA_7: video 1 https://youtu.be/aTv-ndcgqcA , video 2 https://youtu.be/CYaymcMVHDI
footnote link; http://www.testing-grounds.com.au

pA_8: promotional flyer RW

pA_9: photo RW

pA_10: promotional flyer RW. Video 1 https://youtu.be/oZRjGA0n3cU, 
video 2 https://youtu.be/q-xZVR_UahU 

pA_11: still image from video by Ricardo Evertsz

pA_12: video 1 https://youtu.be/_FDlxPWmfIQ, video 2 https://youtu.be/ozMsBtF5QAk, 
video 3 https://youtu.be/p0F36SU3ApM, video 4 https://youtu.be/smqw4ruOZNo

pA_13: promotional flyer RW

pA_14: photo RW

pA_15: promotional flyer RW. Video https://youtu.be/oXNguftPnBc

pA_16: image from video by Ricardo Evertsz

pA_20: promotional flyer RW. Video https://youtu.be/0wABCgIfodA

pA_21: photos RW

pA_23: photo unidentified author

pA_24: video 1 https://youtu.be/I03AtzSutVo, video 2 https://youtu.be/
F8fW4OWfxWs, video 3 https://youtu.be/9vERX_7w3Ns, video 4 https://youtu.be/
jsx6rAYCQPk, video 5 https://youtu.be/dsPbhTZOYwU, video 6 https://youtu.be/
pVZOW08dTFU
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the PERFORMANCE has its own duration
- For this event, I was keen to encourage a performance duration beyond what we had achieved in the 
past. This was largely due to information I had received, that the venue could accommodate us for as 
long a period as we desired.

Changing MINDSET DURING performance
- This experience has inspired me to consider playing more with coming and going from a definitive 
performance mindset, moving more between foreground and background and inviting the energy of 
others. I also realise that my desired role is to be present as a supportive, facilitating energy (which may 
sometimes be direct, purposeful action) and that the old practice of self-subversion is no longer apposite, 
having passed its use-by date.

LOCALISED EXPERIENCES, MAPPING and CONNECTING SPACES/PLACES
I submitted this text on social media following our December 12 performance;

 “Thank you to THIS Ensemble for the journey that is always never the same.
I understand the work, facilitated by our physical configuration, as geographic soundings and experience 
specific to micro-locations within the general space. What I hear in my location is possibly distinctly 
different to what you hear and experience in another part of the room. 
Temporal sound and energy mapping reminding me of aboriginal song lines and the unique nature of 
place and points in space. Interestingly, I had been working all that afternoon on a huge pastel drawing 
on the floor the dimensions of which allowed me to consider the work also as geographic, topological, 
map-like, each area a connected but discrete spatial terrain/experience.”

DECENTRALISED LISTENING/VEIWING enabling ALTERNATIVE READINGS
- On this occasion it became clear that there was not one central focus point but a number occurring 
simultaneously, without any performers self-consciously demanding priority of focus. And so it follows 
that there is no single point of view from which to see/hear the work.
In this event, as a listener/viewer and performer we do not have our attention consistently channeled 
to a particular location, we have options as to where within the performance we locate our focus and so 
can access different perspectives from which to experience. 

SELF DISCOVERY in PERFORMANCE 
- In our performance and through play we uncover actions or behaviours that resonate well for us 
that become through repetition ritualised, symbolic. As this is acted out it becomes a lived reality. 
This movement of energy, lubricates, salves and frees aspects and energies of self and non-self. It is a 
therapeutic action with the possibility of healing, release of negativities or an opportunity for revelation.
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pA_26: still image from video by Ricardo Evertsz. Video https://youtu.be/kF70NtwpKLs

pA_27: still image from video by Ricardo Evertsz

pA_28: still image from video by Ricardo Evertsz, edited by RW
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Extra 2014 video hyperlinks

- The OTHER Intensive, March 2014 https://youtu.be/SzRs_s3c37U

- ‘Let Them’ Jenny Ruth Barnes + RW https://youtu.be/eTenTyulWck
From an audio recording: http://www.panyrosasdiscos.net/pyr130-jenny-ruth-barnes-
and-ren-walters-we-had-a-language-of-the-rabbit-into-the-latin-middle-ages/
http://www.panyrosasdiscos.net/jenny-ruth-barnes/
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         THIS Ensemble [at Quiet/Noise IV, February 28, 2015] [click on link to watch video 1]

 THIS Ensemble was invited by Clinton Green to perform at his annual event Quiet/
Noise, a domestic music event with an invited audience occupying his expansive backyard.
We began with most of the performers gathering in one spot to generate a ‘loving-kindness’ 
energy. This was a suggestion of mine in response to a query by Carmen as to whether I had any 
specific directives in mind for her. My preference is to not provide any instructions to THIS 
Ensemble apart from basic organisational parameters, however there are some participants that 
enjoy some directive stimulation. 

I am challenged by this; how to devise stimulating direction without being too restrictive on the 
performer or interfering with others, and whilst maintaining an ensemble of self-determination 
that is attentive to co-performers, site and context? Any directive I might offer is usually 
designed for each performer individually (informed by my experience of them over time) and at their 
request, although during a performance I have been known to offer a suggestion to a performer 
that certain actions be taken.

There is often minimal formality with the beginning and ending of our performances. This time 
however we (most of us) quietly clustered together in a circle and after a reflective period slowly 
began to move, eventually dispersing throughout the yard. At the same time others had already 
begun to sound and move. Adrian (Sherriff ), in fact, had set himself up at the back of the 
garden on the verandah of the shed surrounded by a vast array of instruments and had been 
there playing since before I had arrived. I am very pleased by this independent action, that for 
Adrian the performance had already begun.

o

THIS Ensemble at Quiet Noise IV, 2015 .

 
 The dispersal of the ensemble throughout the garden and its general mobility, at times 
occupying part of the house as well, clearly illustrated my perceptions from the previous event 
of our work as traversing varied geographic locations and providing experiences peculiar to 
those places. If the audience chooses to relocate from a static position and physically follow their 
observed activity of interest, as some did, we have created a fluid arrangement for both performer 
and audience with a variety of experiences available from ostensibly the same performance. 
I am excited by the potential for creative activity in differing geographic locations to offer 
distinct experiences for both audience and performer, whilst concurrently being part of a 
network of interrelated activities that feedback into each other.

The spatially and temporally expansive per-
formance parameters of THIS Ensemble have 
provided me with fresh shades of comprehen-
sion in relation to simple performance compo-
nents. 
In moving from one location to another I 
stopped by a man seated in a chair facing the 
garden. He was sitting quietly, apparently 
relaxed. I gently rested my hand on his shoulder 
and began to observe the scene in front of us. 
After a period of time I realised I had been 
absorbed in listening and viewing the unfolding 
activities before me. I had become unaware of 
my position next to this stranger and had felt 
no pull from an obligation to perform.

I had not had an experience quite like this before where I was behaving, even if temporarily, like 
an audience member who was absorbed and engaged by what was occurring around him. 
Through this, I understand that our roles as performers can be blurred. As a performer I can also 
be an audience member in the way in which I pay attention to the work of my co-performers 
and in the way in which I bear witness to my urges to sound or move that arise in me during 
performance. As an audience member I can allow myself the scope to feel all kinds of responses 
to what I am witnessing, or not. I will interpret what I am witnessing in my own unique way 
based upon my personal history, capacities and proclivities. And in this instance, I am also able 
to see myself and be seen as part of the theatre of the work by relocating myself to different 
locations in order to avail myself of an alternative experience.

To what degree is LEADERSHIP through ARTICULATED DIRECTIVES necessary for my per-
formance events?

I am challenged by this; how to devise stimulating direction without being too restrictive on the per-
former or interfering with others, and, whilst maintaining an ensemble of self-determination that is 
attentive to co-performers, site and context? Any directive I might offer is usually designed for each 
performer individually and at their request, although during a performance I have been known to offer 
a suggestion to a performer that certain actions be taken.

When does the performance BEGIN and END? Encouraging a performer’s INDEPENDENCE.
There is often minimal formality with the beginning and ending of performances. Adrian (Sherriff ), 
in fact, had set himself up at the back of the garden on the verandah of the shed surrounded by a vast 
array of instruments and had been there playing since before I had arrived. I am very pleased by this 
independent action, that for Adrian the performance had already begun.

Ever curious audience member Paul Kidney, at Quiet Noise IV.
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Performance that traverses PHYSICAL SPACE offering LOCALISED EXPERIENCES.
The dispersal of the ensemble throughout the garden and its general mobility, at times occupying part of 
the house as well, clearly illustrated my perceptions from the previous event of our work as traversing 
varied geographic locations and providing experiences peculiar to those places. If the audience chooses to 
relocate from a static position and physically follow their observed activity of interest, as some did, we 
have created a fluid arrangement for both performer and audience with a variety of experiences avail-
able from ostensibly the same performance. 
I am excited by the potential for creative activity in differing geographic locations to offer distinct ex-
periences for both audience and performer, whilst concurrently being part of a network of interrelated 
activities that feedback into each other.

Performer as AUDIENCE (bearing witness).
The spatially and temporally expansive performance parameters of THIS Ensemble have provided me 
with fresh shades of comprehension in relation to simple performance components. In moving from 
one location to another I stopped by a man seated in a chair facing the garden. He was sitting quietly, 
apparently relaxed. I gently rested my hand on his shoulder and began to observe the scene in front of us. 
After a period of time I realised I had been absorbed in listening and viewing the unfolding activities 
before me. I had become unaware of my position next to this stranger and had felt no pull from an 
obligation to perform.
I had not had an experience quite like this before where I was behaving, even if temporarily, like an 
audience member who was absorbed and engaged by what was occurring around him. Through this, I 
understand that our roles as performers can be blurred. As a performer I can also be an audience member 
in the way in which I pay attention to the work of my co-performers and in the way in which I bear 
witness to my urges to sound or move that arise in me during performance. As an audience member I can 
allow myself the scope to feel all kinds of responses to what I am witnessing, or not. I will interpret what 
I am witnessing in my own unique way based upon my personal history, capacities and proclivities. 
And in this instance, I am also able to see myself and be seen as part of the theatre of the work by 
relocating myself to different locations in order to avail myself of an alternative experience.

         Current: 2015 [at Conduit Art Space, March 21, 2015] [video 1, video 2, video 3]

 After presenting five Current events I thought it would be stimulating to have a guest 
curator bring something fresh to proceedings. I asked friend and voice artist Jenny Ruth Barnes 
to help as she knew the history of the event and understood its purpose.
She broke from the symmetrical formula of trios that I had employed and included contributors 
who would be performing domestic-type functional tasks throughout the day. These helpers 
could choose from a range of activities such as folding sheets, washing up, making roti bread and 
so on, in between or during allotted performances.
 “My consideration to employ these activities into the Current event comes from acknowledging 
interest in the social outskirts of performances, the art that lays within the activities, pleasure, and to 
serve as respite from a long duration of personal interactions and concentration on generation and 
creativity.” (Note to performers - Jenny Ruth Barnes, March 2015.)

The promotional text for the event described a
 “A celebration of performance made in the moment with an inquiry into the artfulness 
of domiciliary activities. This Current event will feature improvised performances from pairs of 
musicians coupled with a dancer. These sets will be interspersed with solo performances from 
artists using words and language. And ….. all the while an assortment of domestic activities will 
be performed by a variety of artists.”

o

 My mother passed away in February this year and every performance since then until 
now has occasioned a connection with my feelings of grief. This time I sought quietude and 
a slow deliberateness of action and sounding from my performance. I communicated this to 
Chun-liang Liu (who was a last minute replacement for my missing co-performer) because I knew her to 
be a highly energetic performer and that she responds favourably to information of this nature. 
I’m not sure I communicated this to Carmen Chan, the third participant. 
I understand the performers inner being as a part of the ‘site’ of the event, constituting the 
context, and so the sharing of feelings and information before the event is included as site. 
This time I was articulate about a personal preference in approach that I hoped the others would 
take into account. There was nothing said as to the details of how our work should manifest. 
I was touched by the sensitivity and generosity of my co-performers as we navigated our way 
through what was a delicate yet expansive performance with a reflective, melancholic undertone.
I have recently been reminded of the tension existing in my personal trajectories of performer 
as professional ‘entertainer’ and performer as one presenting a mode of being. Both pathways 
are accompanied by a set of expectations and at times it can be unclear as to which path is being 
taken. 
My focus is the latter path, but I have often experienced leakages from the entertainer’s path 
that have either undermined my performance or left me questioning my reason for doing what 
I do at all. Whilst questioning my self, motives, and actions is worthwhile, emotional knee-jerk 
responses can be unnecessarily debilitating. So I have adopted a tactic of clarifying to myself an 
upcoming event’s criteria and its basic, minimal concerns or requirements in order to free myself 
of inappropriate, unnecessary and distracting expectations. This deliberation has so far assisted 
me very well in facilitating satisfying performative experiences. 
 
In noticing my persistent anxiety about audience numbers at a performance for example, I have 
now begun to anticipate this and to reiterate to myself that I am attending this event because 
it is an opportunity to commune with like-minded performers, to hear where my musical 
relationship with my fellow performers resides, to lose myself in the work, discover new things 
and so on. 
It is stimulating and preferable to have people attend an event, but the event is not dependent 
on people other than performers turning up, for it to occur. Unless of course the context requires 
an audience, such as when a venue operator requires an income from ticket or bar sales. This is 
when it would be wise to consider the criteria applicable to the event to ensure I am bringing, if 
any, an appropriate set of anticipations.
In a domestic music making session, my expectations may only concern being with my friends. I 
might have an instrument with me but if the opportunity to make music does not arise nothing 
is lost. This is a common experience.

On Saturday, March 28, I had organised a trio performance with a percussionist visiting from 
overseas and a close friend. We were to play on the same bill with another trio of perform-
ers, some close friends also. As noted earlier, I had been grieving deeply over the death of my 
mother, I was physically exhausted and quite unwell. Sadly, the percussionist rang to say he was 
unable to make the event. I also thought my illness might be contagious and so I was on the 
verge of withdrawing altogether.
This Saturday event was important to me as it marked the culmination of a ritual process I had 
embarked upon since my mother’s death (and the date was coincidentally my grandmother’s birthday). I 
knew there would be a very small audience for the event and it was a long drive from my home, 
yet, I knew I must go.
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So I ended up performing with my friend, the remaining musician from the trio. There were 
indeed only a few people in attendance but it was a vitally significant experience for me that 
vindicated the effort. Communing with co-performers and interested parties, exposed to the 
energies of people practicing what they love and giving voice to my own inner condition was 
ultimately uplifting.
The next day my health had improved and I felt a freshness and lightness of being that I had 
not felt for sometime.

PREPARATION through AWARENESS of a performance event’s expectations and context.
I have adopted a tactic of clarifying to myself an upcoming event’s criteria and its basic, minimal concerns 
or requirements, in order to free myself of inappropriate, unnecessary and distracting expectations. This 
deliberation has so far assisted me very well in facilitating satisfying performative experiences. 
 In noticing my persistent anxiety about audience numbers at a performance for example, I have 
now begun to anticipate this and to reiterate to myself that I am attending this event because it is an 
opportunity to commune with like-minded performers, to hear where my musical relationship with my 
fellow performers resides, to lose myself in the work, discover new things and so on.
I had been grieving deeply over the death of my mother, I was physically exhausted and quite unwell. 
Sadly, the percussionist rang to say he was unable to make the event, I thought my illness might be 
contagious and so I was on the verge of withdrawing altogether.
This Saturday event was important to me as it marked the culmination of a ritual process I had 
embarked upon since my mother’s death (and the date was coincidentally my grandmother’s birthday). 
I knew there would be a very small audience at the event and it was a long drive from my home, yet, 
I knew I must go.
So I ended up performing with my friend, the remaining musician from the trio. There were indeed only 
a few people in attendance but it was a vitally significant experience for me that vindicated the effort. 
Communing with co-performers and interested parties, exposed to the energies of people practicing 
what they love and giving voice to my own inner condition was ultimately uplifting.
The next day my health had improved and I felt a freshness and lightness of being that I had not felt 
for sometime.

         THIS Ensemble ‘under the circumstances’ [at Cross St., April 24, 2015] [video 1, video 2]

 ‘under the circumstances’ was the first time in a few years that I had brought specific 
performative suggestions to the ensemble. I called these suggestions ‘enabling strategies’ (taking 
cue from Brian Massumi and Erin Manning’s idea of enabling constraint). Below is an email I sent to 
participants describing the ideas;

Dear THIS Ensemble,

I would like to share with you some ideas for our April 24 event.
I entitled the night, ‘under the circumstances’. 
I have devised three, what I’ve termed, ‘enabling strategies’. They are as follows;

#1:   An invitation for any performer to assume a static physical pose or position for precisely one minute               
 duration.  
 You could set a timer on your phone to alert you to one minute, so you don’t need to think about 
  it. 
 

o

Treat this as an opportunity to ‘empty the mind’, just breathing, attending to the pose, as a break 
from what you were doing.

 Musicians in a fixed position might like to use this as an opportunity to temporarily relocate to   
somewhere else within the space. 
This could be repeated, with the same or different pose, a number of times in succession or at 
random throughout the event. 

#2:   Provision of an ‘Activities List’; a collection of notes describing a series of actions to be undertaken.
 Performers can go to the list and browse through the notes, choosing an action sequence, to carry  
 out, or not.
 It would be preferable for the action sequence to be memorised, then enacted. 
 If not, take the note with you as you follow the activity. When you have finished, return the note  
 to its place.
 
#3:   Reading.
 I may or may, not read part or all of a paper I wrote for a symposium last year entitled; 
 “Empowered, integrated performance practice; an investigation into musicking.”

 I will have another copy available for someone else to read simultaneously if desired.

Importantly, these ideas are presented to offer some stimulation for a ‘shift’ in the performer’s process. As 
you would know, there is no necessity to take up these activities at all.

I used the phrase ‘under the circumstances’ 
as an introduction to performers taking up a 
suggested activity, such as;

Under the circumstances, you could;  
Remove an item of your clothing/   fold it neatly/   
wait 5 seconds, and put the folded garment back 
on/  repeat this action if desired/

I gave a semi-formal talk around the enabling 
strategies before we began (as there were some 
newcomers also), which was a little strange as I 
am accustomed to a more organic pre-perfor-
mance process. However I found the entry to 
performing smooth and easy. 

I found the activity of moving into and then holding a physical position a helpful device. 
It provided a purpose for my movement (which is sometimes useful to get me going), brought a 
consciousness of sculptural physical form in space (contrasting against a lot of continuous movement), 
and provided an opportunity to be mentally inactive whilst still offering something to the 
performance. 
The Activities List of enabling strategies was perhaps under utilised in terms of knowing how 
effective it was. Still, its purpose was simply to provide an option for stimulation if desired, as 
were all the strategies. I would like to think these strategies are subservient to the flow experience 
arising for us in the immediacy of making. I had a suspicion that these strategies might have 
been unnecessary distractions for the performers to even have to be aware of. 
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But then we navigate our way through many choices prior to the event such as the choice not to 
think about the immanent performance, making decisions about what to wear, what attitude to 
take, to eat or not beforehand, to take these instruments or those and so on. 
Enabling strategies can be seen in this light.

At a later stage I realised that the printouts I had supplied of my thesis had been taken up and 
voiced, quite deliberately. It was both strange and exciting because the text seemed to fit very 
well in amongst all the other the activity and it immediately occurred to me that this is exactly 
the context in which a paper like that should be presented, as much of what it was articulating 
was being enacted in and around the reading. 
It was a moment of connectedness for me. 
Suddenly, this notion I had been playing around with in past paper presentations became full 
blown and clearly articulated. Two people were reading different parts of the text, in different 
locations, at the same time and yet I recall not feeling as if I was missing something through the 
text being read in such a manner. 

THIS Ensemble is unfolding itself, inviting new participants and new scenarios. I posted a 
comment on the gaipsite following the event where I expressed my delight at our adaptability 
in working with new co-performers and environments: 
 

Toward the end of our journey I was sitting on the edge of the stage between Adrian 
and Michael (wearing a string of pearls!). I felt a deep serenity; enlightened and enlivened 
through the process experienced with friends. The sensitivity and cooperation untainted 
by obligation inspires me toward openness.
Gratitude and love to all.

Direction as OFFERINGS of stimulation for those performers wanting it.
- “Importantly, these ideas are presented to offer some stimulation for a ‘shift’ in the performer’s process. 
As you would know, there is no need to take up these activities at all.”
The Activities List of enabling strategies was perhaps under utilised in terms of knowing how effective 
it was. Still, its purpose was simply to provide an option for stimulation if desired, as were all the strat-
egies. I would like to think these strategies are subservient to the flow experience arising for us in the 
immediacy of making. I had a suspicion that these strategies might have been unnecessary distractions 
for the performers to even have to be aware of. But then we navigate our way through many choices, 
prior to the event, such as the choice not to think about the immanent performance, making decisions 
about what to wear, what attitude to take, to eat or not beforehand, to take these instruments or those, 
etc., etc. Enabling strategies can be seen in that light.
- At a later stage I realised that the printouts I had supplied of my thesis had been taken up and voiced, 
quite deliberately. It was both strange and exciting because the text seemed to fit very well in amongst 
all the other the activity and it immediately occurred to me that this is exactly the context in which a 
paper like that should be presented, as what it was articulating was being enacted in and around the 
reading. It was a moment of connectedness for me. Suddenly, this notion I had been playing around 
with in past paper presentations became full blown and clearly articulated. Two people were reading 
different parts of the text, in different locations, at the same time and yet I recall not feeling as if I was 
missing something through the text being read in such a manner. 

         INTERSECTION [at cnr. Swanston and Latrobe Sts., May 19, 2015] [video]

The following is the invitation/proposal to participants;

 GAIP presents                    INTERSECTION

INTERSECTION – (a point or line common to lines or surfaces 
that intersect.) 

Participants continuously cross at the four traffic lights on each 
corner of the intersection, for one to two hours duration.
The dream is to be invitational through practicing/embodying 
openness and generosity toward the environment and fellow 
pedestrians. Taking the uncontrived opportunities that arise 
through this immanency.
This mode of being may be enhanced or facilitated by particular 
movements, gestures, appearances, sounds, props etc., when 
understood as ‘enabling strategies/techniques’ to generate 
momentum, to supplant self-consciousness, to stimulate a 
‘performative frame’.
In circumnavigating this space, our attentive presence and 
movement will charge an energetic field in the vicinity.  

If for some reason you become diverted from this prescribed 
activity (by engaging in conversation, missing the green light 
because you were staring at the sky, taking a tourist to the nearest 
bus stop, etc.), this can be considered fortuitous. Then, just return 
to your activity.

There will be a “time-out” station nearby to reset, pause from the 
activity, to empty the mind and begin again.

Date:    Tuesday, 19th May, 2015. 
Time:    12:00 – 2:00 pm.
Location:   corner of Swanston St. and Latrobe St., Melbourne.
Meeting point:  State Library lawn near Latrobe St.

o
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 I arrived by tram at the intersection around 11:30, got myself a coffee and began 
strolling. Initially I was a little self-conscious but quickly I realised that no one was staying 
still enough or surveying the intersection to ever notice my repetitious behaviour. The thought 
of documentation occurred to me, as did the issue of ethics if any of my video is used as PhD 
material. I used the audio component of the video and filmed legs and feet of strangers to avoid 
an individual’s identification.
I began to notice the rhythmic cycles of clicking lights, shuffling feet, and the intervals of my 
pausing at red lights. There was a sense of camaraderie with other pedestrians as we bunched 
together at the red light, the green light releasing us on our trajectory in which crossing the 

street was an almost unnoticeable part. 
Yet this simple sequence seemed to impart, 
even to me (who was going nowhere) a subtle 
feeling of purpose.
As I was strolling I received a text from 
Taka (Takiguchi), the first invitee to make 
contact, asking where I was. It seemed 
he had not recognised me as my appear-
ance was different to usual. He then asked 
where was the music! Where was the 
performance?
After connecting we began traversing in a 
different direction having a conversation 
on personal issues, plans and profession-
al/artistic practice. I said to Taka that my 
preparation for this event was a gradual 
shifting from non-performer to ready-to-
be-performer whilst driving in. Once I 

boarded the tram on way to the site I felt a significant shift toward the condition of performing. 
So as I arrived at the location, buying my coffee had become the performance.

I suddenly realised Clinton (Green) was present, under umbrella. He seemed to have assigned 
himself a specific and repetitive task crossing Latrobe St. back and forth, pausing with arm 
extended to reveal his watch at eye level. Then when the light allowed he would resume a slow 
measured walk back across Latrobe, and so repeat. 
When Taka left, I began pausing at green lights sometimes for multiple cycles, standing at the 
kerb while others rushed forward and others came at me from across the street.
Eventually I began to close my eyes for extended durations. I gradually felt very comfortable 
in this position. No one brushed or touched me through these poses. When I opened my eyes, 
there was an intensity of light and kinetic energy, I somehow felt I could penetrate peoples faces 
more easily than if I too were moving. Perhaps I could focus more on them and receive their 
energy more deliberately. This sensation did not last very long. I felt in a private state even 
amidst a swirl of strangers.
In one instance of stillness, two women excused themselves and inquired of me “are you alright?” 

As I opened my eyes to respond I struggled to get my mouth to work, an awkward moment 
ensued as I fumbled to find the words, “yes I’m very well . . . and thankyou for your concern” was 
all I could manage.
 

 Soon Chun-liang (Liu), Gabi (Green) and Shani (Mohini-Holmes) had joined in. I 
don’t recall the exact sequence but a number of other things occurred; 

- During an instance of stillness, Chun-liang crossed Latrobe St. and put an apple in my mouth,   
from which I took a bite.
- I began crossing on the green light walking whilst facing backwards.
- I held out an apple toward Gabi, who crossed the intersection to take it from me and proceeded 
to eat it.
- I joined Chun-liang in reading aloud as I peered over her shoulder at the lights.
- Gabi performed ‘half-dance’ moves half way across the street on the green light and then 
returned to where she started, repeating again on the next green light.
- Shani was still at a light for an extended duration. I came up behind her and grabbed her arm, 
shunting her across on the green light. Later she remarked, that she had been bumped by many 
people, I said no one had even brushed me and we speculated if this had to do with me being an 
old white man in a business suit and her a young woman or just happenstance.
- I began rushing across on the orange light after extended periods of stillness whilst missing 
green lights.
- I took Chun-liang’s book and passed it on to Taka as we were crossing at the lights.
- Gabi struck a pose with a scarf covering her entire head, and with her arm outstretched holding 
$20 in her hand. As this went on I assisted her by holding up her arm.
- A woman dropped a large bottle of medicine in front of me and glass flew everywhere. I started 
scraping bits out of the way with my foot and another gentleman picked up a few large shards. 
The woman was grateful we stopped.
- I stood on a corner facing Taka diagonally opposite on another corner. We focused our attention 
on each other and were motionless for an extended time. We vanished from each others gaze 
as trams and trucks passed between us, suddenly, there we were again. I was mesmerised, 
transfixed. The ceaseless activity around and between us was passing through with an entirely 
different purpose to us. Somehow we formed an alternative energy, a way of being in that space/
time. It had the effect of reducing all the surrounding activity to a kind of shimmering, and the 
light seemed electric. I was feeling a groundedness and a simplicity of being at that moment that 
persisted for many more.
At some point, the experience was shifted by a young couple gently excusing themselves and 
asking if what was happening was a performance, or what? I responded that it was a public/
private performance and that it felt like we were transforming the space. They were happy with 
my explanation.
- Shani was hungry so she went and got some chips. I then noticed she was standing on the 
corner with a large brown paper bag over her head and her arm outstretched holding a bucket 
of chips. She began singing, mimicking the beeping traffic light. I joined in mimicking a clicking 
sound. Soon I supported her tiring arm. She then began a movement shaking her wrist, which I 
also enhanced. This eventually led to chips flying onto the footpath forming distinct and attrac-
tive patterns. Soon the seagulls got involved and we were molested by hordes of them. During 
this time, Shani received verbal abuse from an elderly man suggesting she should be taken to a 
psychiatric hospital, etc. Both she and I received abuse of an indistinct nature from another man, 
who later returned with a female companion who kept asking Shani if she was OK. A couple 
approached me and said I was the exact double of a performance artist in Barcelona and could 
they take our photo.
- Shani and I were the last remaining performers, so we shared some food and an extended 
conversation before parting ways.
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The event, marked by my presence, then being joined by co-performers, and then our absence 
from that intersection, lasted around 4 hours and left me peaceful, open, tired and exhilarated at 
the same time.

Kathleen (Gonzalez), who was invited to participate (a performer who I did not know well), turned 
up to the location and, as she said; ‘I went and I didn’t see nothing’. 

INTERSECTION it seems was not so much for the observer as for the participant (as in Free Play 
when people ask to come; ‘yes, if you’re prepared to participate’ is the response). Intersection was not offering a 
spectacle through intent, although some actions taken became more externally legible as theatre.
I realised that this event was bringing into question the condition of the ‘performer’ (and the 
performance) as distinct from a non-performer living life and, by extension, the space between these 
modes of being/experience. There was indeed preparation in conception and implementation 
of the event, and thought process in terms of how my part would unfold. Here was a fitful, 
haphazard emergence of the potentiality of what Intersection might be, and a morphing 
between imagined possibilities and actual unfolding of site related performance. 

In the morning, the drive to the city enabled a 
clarification that if no co-performers joined me 
that was fully acceptable, and not a disappoint-
ment. I also began clearing my mind of 
pre-empting what may happen. I had explored 
this in my imagination previously, playing out 
possible scenarios of behavior and approach, 
deciding for myself (I had invited others to bring 
whatever they wanted to the event) not to bring 
anything special but to allow the circumstances 
to supply the material to work with. 
As I parked the car and gathered my gear and 
put on my hat, I felt the performative figure 
clarify. The walk to the tram, moving from the 
insular car to the more exposed and public entity, 

Gabriela Green INTERSECTION 2014

Clinton Green INTERSECTION 2014

was another shift. On the tram ride I became aware of the gaze of the other (‘the audience’) 
and the sense of being a player, and an awareness of a rising energy of someone about to do 
something purposeful, with intent.
I was concerned with not looking for anything in particular from my activity of crossing at the 
lights but to listen, to wait for the experience to offer up the subject matter of the conversation 
and engagement. 
It has occurred to me since that this space between living life as life and living life as 
performance is a central feature of my research, occupying the space between comings and 
goings, beginnings and endings, definition and non-definition, invited and uninvited, official and 
unofficial, private and public, this and that.

TRANSITIONING - LIFE INTO PERFORMANCE and vice versa
I said to Taka that my preparation for this event was a gradual shifting from non-performer to ready-
to-be-performer whilst driving in. Once I boarded the tram on way to the site I felt a significant shift 
toward the condition of performing. So as I had arrived at the location, buying my coffee had become 
the performance.

WHEN, WHERE, HOW, WHAT is PERFORMANCE?
As I was strolling I received a text from Taka (Takiguchi), the first invitee to make contact) asking 
where I was. It seemed he had not recognised me as my appearance was different to usual. He then asked 
where was the music! Where was the performance?
Kathleen (Gonzalez), who was invited to participate (a performer who I did not know well), turned 
up to the location and, as she said; ‘I went and I didn’t see nothing’. 

The EXTRAORDINARY emerges from the ordinary. 
I was mesmerised, transfixed. The ceaseless activity around and between us was passing through with 
an entirely different purpose to us. Somehow we formed an alternative energy, a way of being in that 
space/time. It had the effect of reducing all the surrounding activity to a kind of shimmering, and 
the light seemed electric. I was feeling a groundedness and a simplicity of being at that moment that 
persisted for many more.

PUBLIC/PRIVATE PERFORMANCE
At some point, the experience was shifted by a young couple gently excusing themselves and asking if 
what was happening was a performance, or what? I responded that it was a public/private performance 
and that it felt like we were transforming the space. They were happy with my explanation.

MIND as PERFORMANCE enabler
The event, marked by my presence then absence from that intersection, lasted around 4 hours and left me 
peaceful, open, but tired and exhilarated at the same time.

OBSERVER becoming PARTICIPANT
Intersection it seems was not so much for the observer as for the participant (as in Free Play when people 
ask to come; ‘yes, if you’re prepared to participate’ is the response).

LIFE AS LIFE/ LIFE AS PERFORMANCE and the SPACE BETWEEN
It has occurred to me since that this space between living life as life and living life as performance is a 
central feature of my research, occupying the space between comings and goings, beginnings and endings, 
definition and non-definition, invited and uninvited, official and unofficial, private and public, this 
and that.
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         THIS Ensemble ‘under the circumstances, again’ [at Cross St., May 30, 2015] 
         [video 1, video 2]

 ‘under the circumstances, again’ was somewhat of a continuation from the previous 
THIS Ensemble event employing ‘enabling strategies’ but omitting the reading of my paper. I 
modified and added the Activities List to bring variation. 
We were to begin proceedings at 5 pm. and decide through the course of performance if there 
were to be a ‘second set’ perhaps after a meal break. We were to bring food so we could eat at the 
venue. Some people were not able to be there from the beginning and others had to leave early.

I arrived around 3 pm. as I had a substantial set up ahead, 
indeed I was still involved in that process at 5 pm. when a 
very prompt audience began to arrive. It is clear amongst 
the group that set up is a key part of the shift from a 
non-performative consciousness to a performative one, 
making the transition between the two conditions a
spatial field rather than crossing a sharp line. By 5 pm. 
some performers had moved well and truly into perfor-
mance while others were still transitioning or yet to arrive. 
I understand there is potential for this format to confuse 
the audience but equally it may intrigue them.
I had two ‘stations’ set up – one for horizontal guitar 
on a stand, the other a table with laptop computer – on 

opposing sides of the space. I was able to set either of them sounding in auto-motion (the guitar 
using a looper device) whilst attending manually to the other, if desired. This meant traversing the 
space between the two stations, encouraging an opportunity for me to be ‘hijacked’ by some 
roving movers. This indeed happened to an extent that I had not previously explored in past 
THIS Ensemble events. 

o

Chun-liang Liu, Jordan White, Michael McNab, Shani Mohini-Holmes THIS Ensemble 30.05.15

It seemed that there was more transitioning and traversing of the space by performers than in 
the past. Equally, there was more exploration of the ‘other’s space’, meaning musicians moving 
and movers sounding and so on. For the first time, my guitar, as it was apparently quite inviting, 
perched horizontally on a table top, was played by others in performance. 
The investigation of ‘unfamiliar’ territory, increased movement, late arrivals and unexpected 
‘guest’ performers created a sense of busyness and a decentralised focus that I had previously 
been espousing as a characteristic or even an aspiration of/for the ensemble. In a subsequent 
conversation, I used the paintings of Hieronymus Bosch to illustrate my vision of the experience 
as a somewhat cacophonous marketplace of bustling activity. It was also brought to my attention 
how certain acquaintances of mine felt free to turn up (not being specifically invited as official perform-
ers) and participate even bringing their own friends to do the same. I take this as a credit to the 
open, invitational quality of what THIS Ensemble offers and as an indicator of its evolving 
qualities. One acquaintance, when I suggested he participate, remarked he was happy just to 
observe the unfolding proceedings. Some time later I noticed him roaming the space with 
Shani’s viola in hand, he was obviously drawn into the whirlpool of activity unable to maintain 
his detached observation!

Jordan White who was officiating for the venue (and also very familiar with the ensemble) likewise 
was drawn into the activity, employing vacuum cleaner, moving, sounding and at the same time 
acting as a kind of gate-keeper/host between the inside and outside world.

Food had been laid out on tables near the venue entrance and there seemed to be an ongoing 
indulgence by audience and performers alike. Some 5 or 6 hours after starting a number of 
performers had left and a lull in proceedings became apparent, at which time those remaining 
shifted towards a meal break. It was still unclear whether this signified the closing of performance 
or was just a pause between ‘sets’!
At the time that Dur-é (Dara) arrived there were four of us remaining. We carried on eating 
and conversing then decided that we would play some music for Dur-é who wanted to listen. 
So Adrian, Jordan and myself began playing. 

Chun-liang Liu, Takashi Takiguchi, Jonathan Rainin THIS Ensemble 30.05.15
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Adrian later remarked how Dur-é’s presence was so tangible it felt like she was ‘playing’ the 
music with us. She was indeed shifting about the space as we were playing, relocating to gain 
new experiential perspectives. Her understanding of the musical processes and characteristics of 
Adrian and I particularly, are substantial.
As Dur-é and I slowly departed, Adrian and Jordan had embarked upon a multi-tiered 
conversation beginning with Bela Bartok, taking in Indian rhythmic systems and much else. 
They barely noticed us depart such was their involvement.
The next day I discovered through social media that their conversation terminated at 3:00 am. 
Adrian posited that this may well have constituted the ‘third set’ (a THIS Ensemble first!) and I 
whole-heartedly concurred, the energetic momentum of the whole suite of activities wrought 
one response after another, colouring each in turn.

Awareness of the subtle space/process of the transitioning from a NON-PERFORMATIVE CON-
SCIOUSNESS to a PERFORMATIVE ONE

It is clear amongst the group that set up is a key part of the shift from a non-performative consciousness 
to a performative one, making the transition between the two conditions a spatial field rather than 
crossing a sharp line. By 5 pm. some performers had moved well and truly into performance while 
others were still transitioning or yet to arrive.

Permission to enter OTHER’S SPACE, experience the OTHER’S PERSPECTIVE
It seemed that there was more transitioning and traversing of the space by performers than in the 
past. Equally, there was more exploration of the ‘others’ space’, meaning musicians moving and 
movers sounding and so on. For the first time, my guitar, as it was apparently quite inviting, perched 
horizontally on a table top, was played by others in performance.

RW (obscured), Jonathan Rainin, Chun-liang Liu, Tony Yap, Elnaz Sheshgelani 
THIS Ensemble 30.05.15

Multiple SIMULTANEOUS ACTIVITIES and DECENTRALISED FOCUS, OPEN INVITA-
TIONAL QUALITY

The investigation of ‘unfamiliar’ territory, increased movement, late arrivals and unexpected ‘guest’ 
performers created a sense of busyness and a decentralised focus that I had previously been espousing 
as a characteristic or even an aspiration of/for the ensemble. In a subsequent conversation, I used the 
paintings of Hieronymus Bosch to illustrate my vision of the experience as a somewhat cacophonous 
marketplace of bustling activity. It was also brought to my attention how certain acquaintances of mine 
feel free to turn up (not being specifically invited) and participate even bringing their own friends to 
do the same. I take this as a credit to the open, invitational quality of what THIS Ensemble offers and 
as an indicator of its evolving qualities.

         THIS Ensemble ‘a yawn and things change’  [at Cross St., July 31, 2015] [video 1, video 2]                 
        (not reviewed)

GAIP with MARP [at Performing Mobilities outside ACCA Southbank, Melbourne, 
October 10, 2015] 

GAIP joined Malaysia Australia Raft Project (MARP) at the Performing Mobilities event 
for an extended duration performance with participants from GAIP, MARP and visitors (not 
reviewed). See Anthony Pelchen’s MARP . There is an account of one of my experiences from this 
event in the publication ‘Non-Representational Theory and the Creative Arts’ in the chapter 
‘Where Does ‘Your’ Space End and the Next Begin? Non-Representational Geographies of 
Improvised Performance’1.   

1  My text related to this event and other GAIP performers experiences appear in the publication by Candice P. 
Boyd, Christian Edwardes, eds. Non-Representational Theory and the Creative Arts (Singapore: Palgrave Macmil-
lan, 2019), 169 – 180.

o

o
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         THIS Ensemble [Wimmera tour October/November 2015] [video 1, video 2, video 3]
 
 Participants would come and go over the six-day journey beginning with a gathering at 
Watford House, Avoca, Victoria.

Four of us began the trip to Avoca where Lyndal Jones 
had organised twenty or so locals to attend a dinner, with 
THIS Ensemble to perform some time during the evening. I 
realised, coming upon a banquet style set up and with all the 
preparatory work Lyndal had put in, that this was indeed 
an event and I was a little concerned about there being an 
expectation of us as the entertainment. But this was not 
the case. What transpired was a very organic process 
of shifting into performance. The preparatory and 
setting-up consciousness of Lyndal became clear, thus 
enabling all, including guests, to feel part of the event. 
As dark descended Simon’s (Fisher) projections onto the side 

of the two-story house began to exert an effect. A silhouetted Elnaz (Sheshgelani) appearing at 
the window amidst Simon’s projection was a particularly poignant sequence, as if a past resident 
of the house was going about her everyday affairs oblivious to the gaze of outsiders from another 
time.
I found that socialising and performing emerged and intertwined in a very easy manner. 
Some guests indeed found their way 
to contribute to the performative 
energies by singing, reciting poetry, 
or wandering through the bushy 
environs. It was a very gentle time 
that drew an articulate and partic-
ular expression of energy from the 
environment, guests and performers. 
The next day I helped a man cut 
down a tree that needed to be 
removed from an adjacent property. 
It felt somewhat like a continuation 
of the previous night’s event, further 
enhanced by an extensive lunch and 
returning guests comments on how enjoyable last night’s experience was.
Such an encouraging entry to our tour.
The next destination was Jeparit but it became obvious that a visit to Simon’s home in Minyip 
was a worthy stopover, being on the way. Elnaz arrived there earlier with Simon and began 
what appeared like a frenzied reorganising of Simon’s rather chaotic backyard as part of and 
preparation for a night performance. Meanwhile Clinton and Chun-liang on their way to meet 
us in Jeparit diverted to join us. A rambling long-duration event evolved in Simon’s garden 
amongst his sculptures and projections until some of us had to depart for Jeparit for sleeping.

o

Lyndal Jones’ Watford House, Avoca, Victoria, Australia

After a night in the 1950’s splendor of the Hindmarsh Hotel we emerged the next day into the 
laconic pace of downtown Jeparit. Chun-liang set the tone with a pre-breakfast balcony dance. 
Wandering the under-crowded streets we came across a disused garage and began sounding it.

I found myself combing an abandoned 
house opposite as it seemed a goldmine 
of found instruments. While Clinton 
and Dur-é were brewing up a storm, I 
noticed Chun-liang further down the 
street loitering around a bus stop shel-
ter, so I joined in. I later considered that 
sequence something beautifully reflec-
tive of the waiting, in a town devoid of 
human bustle, for a bus to arrive. 
The timetable is irrelevant. The waiting, 
the heat, the flies and our sporadic 
soundings punctuating the Jeparit quiet 
in the shimmering vastness. 

The worst breakfast I 
have ever faced helped 
bring on a bout of 
vomiting and dizzi-
ness that reduced me 
to an immobilised 
mess, fortunately, this 
was preceded by a de-
lightful human-body-
meets-car interven-
tion on the main 
street. 
Clinton had vanished 
from our play and 
as we moved on in 
search of the home of 
our Jeparit host Rod, 
I heard some loud rock music emanating from a passing car seemingly a little out of place on 
this placid morning. The offending vehicle passed by again, windows down, music louder, I 
suddenly recognised the driver. Deep laughter acknowledged this twist in proceedings. Clinton 
was ‘lapping the main’, a great country town tradition of cruising up and down the main street 
when there’s nothing to do (possibly most of the time). His repetitions were duly impeded by a 
somewhat somnambulistic Chun-liang wavering down the middle of the road. What ensued 
was a push-pull encounter between flesh and metal at a snail’s pace in the main street on a lazy 
Jeparit morning watched by the odd passers-by, all to the accompaniment of a blaring Cold 
Chisel soundtrack. 

Hindmarsh Hotel, Jeparit, Victoria, Australia

Simon Fishers’ backyard, Minyip, Victoria, Australia
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https://youtu.be/vyWX3DknSvk
https://youtu.be/C9Xc-QmJ-y4
https://youtu.be/TUu7CJYQlbg


Chun-liang in her shorts, big hat and sixties sunglasses conducting a sensuous encounter with 
an automobile, where Clinton (looking like a Blues Brother) appeared almost a passive observer 
behind the wheel, the super slow motion forward and reverse of the machine nudging and 
taunting Chun-liang in a dance with numerous interpretive possibilities, suddenly cut short as 
a rusted, roofless 1930’s or ‘40’s jalopy manned by an old beard with flowing white hair rapidly 
rounded the corner into the main street oblivious to the peculiar exchange.

We came across Rod’s residence, an oasis of abundant green in the golden dusty grey, chock full 
of ornaments, figurines, flowing materials, ponds, little pathways, incredible array of plants and 
flowers and two dogs. He gave us a little tour as I gradually descended into dizzying illness and 
the others generated a performance into the evening. He left us to continue as we wished while 
he went off to work in another town. Such generosity and hospitality to people he had only just 
met.
From this point on I know little of what happened around me. Some visited nearby Lake 
Hindmarsh2 for a short performance and as night approached we headed for Natimuk (Festival 
location), where I collapsed into oblivion.

The next day more of the ensemble 
arrived, joining the rest of us for some 
sporadic performative forays, later lead-
ing into a substantial and focused event 
at night when the festival seemed to 
come alive. One of our group ap-
proached a policewoman who had been 
viewing our work for an extended dura-
tion whilst taking photos or video. He 
asked her if we were under surveillance 
and her response was that she found our 
activities absolutely fascinating, she’d 
never seen anything like it before and 
wanted to capture some moments to 
show her friends. 

Our work was all outdoors and free 
to occur when the time was right, 
enabling us to coalesce when, where 
and in whatever format and groupings 
we chose. As I was still very unwell I 
do not recall much detail of the night’s 
proceedings, but Clinton, who was 
perched on a walking bridge overlook-
ing our performance site, claimed it as 
an extraordinary event. It was certainly 
a well-attended one as we were situated 
centrally outside between indoor venues 
on a balmy summer’s night.

2  I understand that this location is known as Gurru in the local indigenous language.

Michael McNab, Natimuk, Victoria, Australia

Reuben Lewis and Elnaz Sheshgelani, Natimuk, Victoria, Australia

The next day, we were again quite 
dispersed as an ensemble. Gradually 
some of us gathered in relatively close 
proximity and committed to some in-
tensive and extended performance.
Extended performance duration and 
extended physical distance between 
performers were features of our work 
that held an interest for me. 
The interpersonal complexities arising 
as a result of spending hours together 
in close proximity were also prominent 
and had to be considered and embraced 
as part of our performative experience. 

As the festival drew to a close, some of our group departed while the remainder headed up the 
road to Quandong and Anthony Pelchen’s property (Anthony was a catalyst for this tour, helping with 
contacts etc.). 
After a warm welcome and a chat around the fire some of us moved out into the surrounding 
paddocks bordering the Wimmera river. 
Darkness descended as we dispersed on our unspoken sounding spree. I slowly became aware 
that only three of us were out there. There were plenty of strange and particular sounds being 
offered up to the starry night. I had found a bone, which I discovered made quite a screeching 
scream when dragged forcefully along fencing wire. I was hearing sounds of people running, 
intermittent radio static and chatter, things being dragged on the dry earth, distant yelling 
voices, low rumblings, the source and location of these sounds a mystery in the darkness, yet 
somehow there was a sense of intimacy and focus even across significant distances. 

After some time, our paths finally converged as we continued moving and sounding, then 
coming to rest and a quietness of just listening. I found myself speaking of personal things, 
communing with Michael (McNab) and Clinton. Some strong emotions emerged to do with 
my deceased father and I found myself asking both men to accompany me on a journey to 
scatter his ashes somewhere, later that year. 
We returned to the fire and the others, feeling deeply affected by our experiences. Dur-é had 
been saying to me the whole trip that this was also a journey of process for me in relation to my 
father and to David Tolley (her partner and my best friend and mentor who passed away in 2014). 
I had not really given it much thought, but here it was on this night coming to me in full force. 

Adrian Sherriff (hard at work), Natimuk, Victoria, Australia
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The following day, with five of the ensemble remaining, we headed toward Dimboola and the 
pink salt lake. At Dimboola we reconnected with the Wimmera river and after lunching on its 
banks proceeded to sound out the location. Elnaz built what appeared as some kind of shrine, 
which again had a resonance for me as I contributed some found objects, perhaps as a focal 
point, a catalyst, a dedication to whatever was coming up from my subconscious, from deep 
within my heart. 

As I was collecting objects I realised I was moving further away from the group. Gradually the 
sporadic clanging of the bridge being sounded by the others receded, yet I did not feel I had left 
my co-performers. There is no official marking of a performance consciousness as we come and 
go, from whatever this space is, as we feel. I felt and I knew the threshold into performance had 
been crossed and even with my co-performers out of sight and earshot I still felt connected to 
them and to a performative consciousness.

I heard a panting jogger approaching and turned to see it was Elnaz. When she arrived, I 
strangely felt there had been no break in seeing her, as if my walk alone happened not in 45 
minutes but in 45 seconds or no time at all. As I returned to the others I also had the sensation 
that I had heard and experienced all that they had generated in my time away. 

Dur-é Dara, Michael McNab, Clinton Green, RW. Lunch by the Wimmera river, Dimboola.

Were these experiences a result of spending a lot of time together as a group and so generating 
powerful, collaborative, energetic consciousness? Was it to do with a deepening of presence 
to the natural environment and diminishment of existential anxiety? Was it a resonant, 
unmediated experience of time and place? Perhaps. But the ideas of indistinct beginnings and 
endings, of extended performance duration, of stretching physical distances between 
participants, of seeking to bring the subconscious in to play and in to relation with fellow 
performers, all this was circulating my consciousness and so predisposed me to interpreting 
experience through the prism of these things. 
I propose that all the reasons articulated here and the earlier speculative questions all played 
their part. 

These ideas and a communally generated consciousness in tandem with a perceptual and lived 
readiness to acknowledge another dimension laid the ground for a deep connective experience.

Elnaz Sheshgelani, Wimmera wheatfield, Dimboola.
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The air-conditioned car was a welcome respite from the intensity of the heat and the relentless 
throng of flies. There was a certain sadness in leaving behind a location we had spent time get-
ting to know. We had marked this spot at Dimboola beside the Wimmera river as it had marked 
us. 

As we crested a hill the landscape seemed to have changed, suddenly seeming a little more 
cultivated almost garden-like, even though it was not (deliberately by white man at least). Over the 
next rise an extraordinary sight of a pinkish-coloured lake appeared, hovering there. At first I 
thought it was water, and it was only after I focused on two dots out in the middle that I realised 
they were people and the lake was in fact, solid salt.
Solid, but wet as well, and we were to find out later that the solid surface was delicately thin in 
places. Clinton and I both found ourselves losing a leg or two beneath the surface into a rather 
foul-smelling mud. Clinton in fact cutting his foot on the sharp salt crystals leaving a trail of red 
stains as he traipsed back across the lake to attend to the wound.
We were all very excited by this soft floating vision as instruments were dragged out to the 
middle and we dispersed in all directions, moving and sounding. The crackling crunch underfoot, 
my laboured breathing and the pinkish patterns of salt (that I kept thinking of as ice) hypnotised me 
and I found myself trudging great distances tapping out a haphazard rhythm on a little drum 
to accompany me. The lack of obstruction meant I could keep in visual contact with the others 
and our sounding began to feel as if we were helping the lake to generate its own sound with us.

Our movements in relation to each other were somehow informing our sounding, and our 
soundings were somehow informing our movements, which although detailed seemed vast and 
slow. Something was being brewed up that was more than just random movement and sounding 
but I am unable to articulate what that was. I can say it felt like an experience without edges, 
boundless in what was possible to feel.

Pink Lake (Lake Lochiel) Dimboola.

That night in Horsham, myself Michael and Clinton braved the desert chill and set out for the 
Wimmera river which runs through the middle of town. I was beginning to feel the river, it felt 
important to say goodbye to it, as it seemed like a witness to our activities and we had made our 
marks by its side. Our sounding was void of conversation and minimal, a fitting farewell.

When speeding through a landscape in a car you may notice gradual or sudden shifts in the 
terrain and its atmosphere but you cannot hope to experience the real character of a place in the 
way you can when spending a chunk of time in one spot. This had become a feature of our trip 
for me. 
Spending time in a physically small location allowed a relation with the details, with the 
feelings of that spot. Observing a tree, from different visual perspectives, in changing light and 
temperature, observing the space between that tree and the river, noticing the slight rise and fall 
of the earth, particular plants, fallen logs, certain sounds and their resonances or lack of, treating 
this spot as ‘my’ place because I’ve spent time observing and listening there and experiencing 
how it relates to neighbouring areas as I walk through ‘my’ space to adjoining spaces. 
Where does ‘my’ place end and the other place begin? The places I have experienced begin to 
feel like a pathway, a trail, perhaps even a version of songline3. I invest something of myself into 
the land as I perform it.

3   A songline belongs to deep aboriginal culture. I refer to the English word with utmost respect and use the term as the beginnings 
of a white Australian coming to terms with the land and culture within which he lives.

Last Supper, THIS Ensemble, Horsham, Victoria.
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EXPANSIVE and SOCIAL DIMENSIONS of an emerging performance practice
I found that socialising and performing emerged and intertwined in a very easy manner. Some 
guests indeed found their way to contribute to the performative energies by singing, reciting poetry, 
or wandering through the bushy environs. It was a very gentle time that drew an articulate and 
particular expression of energy from the environment, guests and performers.
The next day I helped a man cut down a tree that needed to be removed from an adjacent property. It 
felt somewhat like a continuation of the previous night’s event, further enhanced by an extensive lunch 
and returning guests comments on how enjoyable last night’s experience was.

HEIGHTENED PERCEPTIVE POWERS, EXTENDED PERFORMANCE DURATIONS and 
ENVIRONMENTS

I heard a panting jogger approaching and turned to see it was Elnaz. When she arrived, I strangely felt 
there had been no break in seeing her, as if my walk alone happened not in 45 minutes but in 45 seconds 
or no time at all. As I returned to the others I also had the sensation that I had heard and experienced 
all that they had generated in my time away. Were these experiences a result of spending a lot of time 
together as a group and so generating powerful, collaborative, energetic consciousness? Was it to do with 
a deepening of presence to the natural environment and diminishment of existential anxiety? Was it 
a resonant, unmediated experience of time and place? Perhaps. But the ideas of indistinct beginnings 
and endings, of extended performance duration, of stretching physical distances between participants, 
of seeking to bring the subconscious in to play and in to relation with fellow performers, all this was 
circulating my consciousness and so predisposed me to interpreting experience through the prism of these 
things. I propose that all the reasons articulated here and the earlier speculative questions all played 
their part. 
These ideas and a communally generated consciousness in tandem with a perceptual and lived readiness 
to acknowledge another dimension laid the ground for a deep connective experience.

KNOWING a PLACE, a PLACE of KNOWING: DETAILED EXPERIENCE. Where does a 
“PLACE” BEGIN and END.

Spending time in a physically small location allowed a relation with the details, with the feelings of that 
spot. Observing a tree, from different visual perspectives, in changing light and temperature, observing 
the space between that tree and the river, noticing the slight rise and fall of the earth, particular plants, 
fallen logs, certain sounds and their resonances or lack of, treating this spot as ‘my’ place because I’ve 
spent time observing and listening there and experiencing how it relates to neighbouring areas as I 
walk through ‘my’ space to adjoining spaces. Where does ‘my’ place end and the other place begin?  

         Journey to disperse my father’s ashes [November/December 2015] [video]

 My father Wesley died on the 19th of August 2014. His remains, in the form of ashes, 
were sitting in my studio (next to my mothers’ ashes, she died on 16th February 2015) and I felt I wanted 
to disperse them before the year was out. So, on the night of the 28th of November I began that 
journey . . . .

My writing of that experience is contained in Appendix E. 
There is also a video I constructed, ‘what remains’ (edited version) currently an unlisted viewing 
only on YouTube (link above).

INTERNAL and EXTERNAL MARKINGS or MAPPINGS of SIGNIFICANCE through ‘PER-
FORMANCE’

Slowly, I began to realise that the purpose of this journey, beyond the practical, was a creative one, not 
a duty to perform some kind of familial rite or to fulfill a loved one’s wishes, it is about me and my 
relationship with my father – at best, inspiringly creative. 
Not only did I realise that this process is a performance and about me now, but I also knew it to be 
implicated in my PhD work and that I should document the experience! This was quite a shift in my 
perception of what I was doing, it was a liberation allowing my whole being to be present, allowing all 
emotions, thoughts, physicality, the space for expression. I knew now that I would ‘perform’ a series of 
rituals over the next few days dispersing the ashes not just once but in numerous locations.

o
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pB_1: photo Ricardo Evertsz. Video https://youtu.be/_w82DbkOhgI

pB_2: still image from video by Ricardo Evertsz

pB_3: video 1 https://youtu.be/dxCGRg1PAIE, video 2 https://youtu.be/ci9ZtGAZWaM, 
video 3 https://youtu.be/Q6l_1j03oTQ

pB_5: video 1 https://youtu.be/WHGey8lBqWU, video 2 https://youtu.be/S6SgYBNxojs

pB_6: promotional flyer RW

pB_8: video 1 https://youtu.be/9ATB_csUYSk

pB_9: promotional flyer RW

pB_11: photos RW

pB_13: (1) promotional flyer RW, (2) still image from video by Ricardo Evertsz. 
Video 1 https://youtu.be/XvgLwg__T9U, video 2 https://youtu.be/6IvVfCpqSMQ

pB_14: still image from video by Ricardo Evertsz

pB_15: still image from video by Ricardo Evertsz
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video 2 https://youtu.be/C9Xc-QmJ-y4, video 3 https://youtu.be/TUu7CJYQlbg 
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pB_19: photos Dur-é Dara
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Appendix C        Improvisational music performance; 
                                 empowering and integrating a relational practice 

ABSTRACT: My PhD research project has been actuated through the mechanism of GAIP (General 
Assembly of Interested Parties) a vehicle for multi-faceted performance events established in 2011. 
In this presentation, I use the lens of GAIP experiences, to discuss; responses to the limitations of 
conventional music performance practice; the introduction of movement and diverse mediums; 
inclusiveness as a creative and philosophical tool; the place of generosity and individual liberation 
within the chaotic, creative crowd, and; relationship of performers to performance site, environment 
and social structuring. [event video]
 

This paper was presented at a talk given at the Victorian College of the Arts, University of 
Melbourne on the 17th of July, 2015.

Event description

This paper is designed to be presented in conjunction with sounding, either as interlude or simultaneously 
with speech, for the duration of 20 minutes. It is also to be considered a performance in that spontaneous 
movements, gestures etc. are welcomed as constitutive elements along with spoken word.
[Assistants: Janette Hoe, Elnaz Sheshgelani, Jordan White, Dr. James Oliver.]

Equipment: Clear umbrella, ping pong balls, acoustic steel string guitar and stand, tibetan bell, 
assorted percussion, 2 x music stands, table, material and cardboard for headstand introduction, 
20 copies of audience text. 

The speaker will be mobile about the space during the presentation.

Clapstick and/or bell sounds activated by James are cues for a shift in position or movement by 
Ren and co-performers.

The text is to be understood as a script/score with ‘suggested’ actions to take place at specified 
moments during the reading of the script. 

At a designated point the audience is encouraged to; make audible any sound that comes to you, and 
next, to; audibly read along with the presented text.

SCRIPT

The purpose of the assistants activity is to add other layers to the performance or to embody-enact an 
aspect of the text.

James: strike Tibetan BELL to start and then every 5 minutes. 
Ren: head stand - cardboard box (positioned by James?) INTRO.
Jordan: Reads 2013 GAIP quote beginning somewhere in proceeding paragraph, speaking over Ren. 
(Might like to be moving or in an unusual physical position).
James: Strikes CLAPSTICK at the designated point in text. Then, again at other ‘junction points’ 
(whenever these are deemed to be by James) at his discretion.
Janette: sits in audience until first CLAPSTICK - her cue for moving.
ALL performers to utilise CLAPSTICK and BELL strikes as opportunities to change position or 
movements.
Jordan: uses his discretion as to when he might take over Ren’s recitation.
James: likewise uses his discretion as to when to interject or repeat fragments of text (may even interrupt 
Jordan).
Speakers decide for themselves whether to continue reading when interrupted or stop.
Ren: opens umbrella for end story
Elnaz: begins throwing ping pong balls onto the umbrella on the phrase; ‘Here, take this umbrella’.
Others join in!

https://youtu.be/QyhAIsoVZ_Y
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BELL to start
Introduction (to be delivered by the speaker assuming a headstand posture).

To begin, I need to define my interpretation of music.

I use the term music to describe an optimal experience 
of energetic flow, where engagement with performative 
process is to such an extent that awareness of a separate 
self is minimal. 
I refer to music as a quality of experience, rather than a 
coordinated language of sounds.
Instead, to describe what is usually called music, I will 
refer to as sound-making. ‘Music’ being something more, 
that I hope to accompany my experience of sound-
making, but do not expect it as a matter of course. 

Also, in describing my work as ‘performance’ (whether 
‘music’ or ‘sound’ precedes this word or not), I allow myself 
the opportunity to claim performance as a non-delineated 
space, brimming with a multitude of alternative modes of 
expression other than a specific aural language.

In essence, I understand performance as a condition of 
mind and a process of/in ongoing negotiation.

The methodology is one that examines the phenomenon 
of lived experience through observation in the field of practice. The actualisation of my sound-
making practice is not exclusively predetermined, even the guitar, an instrument I have spent 
decades exploring, sits as just one of a number of various devices and methods of sound-making/
performance activity available to me.

Ren begins here: 
General Assembly of Interested Parties (GAIP) is a vehicle for multi-disciplinary, multi-
faceted performance events, and a context for unpredictable creative interactions often in non-
conventional performance environments. As such it tends toward placing performance within 
a non-specialised, even non-specific, broad social frame allowing for a fluid definition of what 
constitutes ‘a performance’. 
The following is an excerpt from a description I wrote to GAIP participants in 2013.
  

 I am seeing an assembly of interested parties, capable of and interested in a broader 
social ‘performance’ where people of diverse contexts, formats and modes of functioning 
can meet. 
Admittedly there is a desire that each participant is ready, willing, able and stimulated, 
by bringing an attitude and practice of generosity in the facilitation of an individual or 
collective catharsis/ liberation/ moment of transcendence. As instances of this nature are 
rare, the ‘everyday consciousness’ within performance then is made up of an underlying 

attitude of generosity. This may be shown through participative presence without the 
need to be physically active. The act of listening or observation becoming a supportive 
meditation, that emanates a protective field of encouragement, not passive but ‘at the 
ready’ for any act that might be deemed generative or stimulating etc. to be taken. 
So a way of being with each other is evolved where great creative risk and chance are 
encouraged through mutual trust, where we understand we give each other permission 
to reach beyond where we have been already.
There is no expectation of formality within performers relationships, just mutual respect 
and responsibility.

For me, GAIP experiences, a multi-disciplined history and a personal openness to change, have 
facilitated a blooming art-consciousness. Triggered in large part by a re-invitation of physical 
movement into my sound-making practice, the desire to single-mindedly pursue conventional 
music performance has been recalibrated through giving credence to once considered ‘peripheral’ 
performative experiences, releasing a vast palette of expressive, dramatic possibilities existent in 
this space between concerted sound-making practice and its opposite. CLAPSTICK

Potential creative material exists within the performance conditions of environment and context, 
as it does within performers and audience relationships. 
Acknowledgement of the existence of this material, this phenomena, begins my conscious 
relationship with it and admits its affect into what, how and why I choose to perform. 
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So, energetic, vibrational residue of a performance space and environment, physical materials 
and acoustic properties, information pertaining to the context, conditions and personal history 
of the event, historical usage and human geography of performance location, weather conditions, 
co-performers, audience, etc., all constitute the material with which I (with my personal history and 
specific conditionality) interact.

In GAIP performance, an appropriate expressive response or involvement may mean that 
instead of playing the guitar I find other ways to sound, I may instead gesture, move, sit still, 
talk, arrange objects or make marks. I can now be creatively engaged in performance, through a 
mode of being that is, simply, participatory; and from there, an act of being, intuitive in how it 
offers, alongside what it offers. 

The form of this participation is shifting in its specificity and is located between the conditionality, 
proclivities and capabilities of self and the aforementioned conditions of performance context 
and environment. Included here is audience, with its own individual and group layers of 
expectations and conditionalities, contributing energetically to the event.

The space between all performance components is a misty multifarious confluence, imprecise, 
fluxing, conversational and never static. But this felt and physical space continually offers the 
artist a plentitude of difference in inspiration. 

At this point the reader is encouraged to make audible any sounds that arise as a result of following 
the text.  

For example, GAIP functioning within the Melaka Arts Festival works around an ancient 
ruined building with its historical, cultural layers and human geography that also hosts a throng 
of hungry tourists all seeking an experience. The backdrop is the rich Malay, Chinese and Indian 
mix of Malaysian society with all its religious and cultural practices. To fit a programmed Festival 
GAIP is divided into four groups of artists each working for one hour, sequentially, but from 
different sites. Each group contrives a motif as a reference point in order to focus performers 
energies and generate momentum more readily.

This setting is in stark contrast to an eight-hour event in Melbourne in an open space between 
high rise buildings in the city centre in mid-winter. The audience is made up mostly of 
participants, with little pre-determined activity and mostly on-the-spot collaborations. 
In each case, acknowledging, taking to, participating in the conditionalities of the specific 
context invited the external phenomena to flavour my creative inner mix, thus giving my output 
a responsiveness, a directionality toward the other, toward the hosts that frame the event’s space-
time. 

The form of this output is now modulated 
by an invitational energy, a magnanimous 
attitude toward the materials of the context 
and a decentring movement of attention 
toward the peripheries of my own creative 
predilections. This is not to deny the self, 
rather, to allow the self the scope to be 
transformed, however subtly, by all elements 
pertaining to the performative process, 
seeking a fluidity and a reciprocity in 
relationship. In this way, I the performer, 
can make an offering to the other with a 
spirit of inclusiveness, inviting relationship, 
at the least a shared experience, which may 
well be one of difference but afforded with 
harmonious intent.

I confront my artistic identity/credibility 
as an achieved, dedicated musician when 
I consider my physical body in space as 
valid a form of creative expression as my 
sound-making practice. But this is only a 
confrontation, if I place such importance on 
my artistic identity/credibility. 
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If I reduce or eliminate my attachment to artistic persona as an ongoing concern, then all 
actions or ways of being become possible and plausible modes of creative articulation. So then, I 
am more free to find an appropriate extension of my sound-making activity, whether it be; voice 
into text, functional gestures into full body movement, or aurally-stimulated visions into actual 
mark-making or impulse to manipulate objects.

In INTERSECTION, the detailed chaos of bodies formalised on a macro level by traffic lights 
and streetscape geometry, brought forward the contentious, conversational space between a 
private and public performative mode. As I stood motionless at the kerb through 10 sets of 
traffic light changes, I observed the complexity of bodies in motion and the super responsive 
navigation systems that enabled pedestrians to avoid physical contact, even with head down and 
earplugs in. 
I also noted that I occupied another spatial condition to the brisk pedestrian whose energy was 
directed inward against the inclement weather. My stillness removed me from their fraternity. 
I was suspended, slightly removed, in a parallel realm occupied by other immovable objects. I 
was cocooned and also unbumped by passers-by. I felt safe, at home and peaceful and was aware 
of emanating that energy into the surrounds. Being at a stand still for an extended duration 
within constant movement I felt almost alone, and in that sense private amidst a swirl of human 
busyness.

In another GAIP performance event curated by me, though not officially ‘performing’ as such, I 
saw myself as a partial facilitator of the artist’s performances unfolding before me.

At this point the reader is encouraged to audibly read along with the text.  

During one such performance I had the impulse to grab a nearby broom and sweep the floor, 
which immediately saw me shift my position from peripheral viewer/listener to active participant. 
On another occasion, an asylum seekers support group happened to be present at the same 
location where GAIP was being held. They were celebrating something or other and their activity 
became framed by our simultaneous performance, or was it that our performance became framed 
by their celebration? 
This points to the possibility that artistic interactions can be open to a broader social space 
inviting life into art and art into life. That an individual or groups differing modes of being, can 
coexist even co-inform each other without posing a threat to either group’s integrity. 

My sudden act of sweeping and the coincidence of GAIP and the asylum seekers group brought 
to the self-contained, delineated activities of each, a glimpse of the other, creatively stimulating 
or renewing what may constitute each discrete body and opening to a broader sense of inter-
relatedness, connectedness.

This mode of creativity is naturally not for everyone and every situation. 
Implemented inappropriately the behavior described above may have been construed as hostile, 
antagonistic, disrespectful, etc. Still, given the exposed nature of performance, even when 
this mode of behavior is understood and accepted, a modicum of care is the minimal and a 
magnanimous spirit the maximal requirement for working in close creative proximity to each 
other; forwarding trust, that the others intentions are good-willed, and tolerance when things 
may not be exactly as I like. 

For me, feeling fundamentally accepted, supported and included lures my intuitive faculty into 
playing with the freshness of the moment, flushing out habitual concerns or preoccupations, 
awakening to the encounter. Not a bland, glib acceptance but an undertaking of the vivid, 
enlivened energy of bodies on the move, vibrating, a friction of pulses in a community of 
difference.
On offer within the presence of this mode of relation, is contact with a supra-personal, collective 
energy, inviting encounters with the core of connectedness, a thorough resonance.
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To end, I would like to tell a brief story;

I was walking with some friends down a back street in Melaka, and it began 
raining heavily. I was the only one without an umbrella and was getting drenched. 
An elderly woman had stopped and was observing our group when she beckoned 
me to her. 
‘Here, take this umbrella’ she said. I didn’t understand at first, then I refused 
but she insisted, I said OK because my friends were saying she would be offended 
if I did not accept. I wanted to escort her back to her nearby house, but she 
refused. 

I was genuinely shocked by this act of overt generosity, later on pondering if 
this would have occurred in my own culture. 

This uncalculated improvised act inspired me to give generously of myself, whenever possible.

Appendix C image credits and hyperlinks

pC_1: photo Elnaz Sheshgelani. Video https://youtu.be/QyhAIsoVZ_Y
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Appendix D                             PhD Confirmation

Confirmation presentation [video] 
at Lionel’s Bar Victorian College of the Arts, Grant St., Melbourne, 6:00 pm. 27 October, 2015.

Begins with pre-recorded spoken Introduction and guitar playing.

GAIP, General Assembly of Interested Parties is what we have here today and is a vehicle that 
assists my journey of research into the nature of performance originating in a personal practice 
of sounding.
Today I will talk of episodes of experience as textual reports. I will pose questions as indicators 
of further research. Importantly, I want to emphasise that whatever transpires here today be 
understood as an opportunity for those present to creatively participate, actively or passively. 
I wish to engender a GAIP consciousness using ‘techniques of relation’ to activate energies. 
Like any performer/performance, all is susceptible to the conditionality of the moment, to the 
unexpected and to failure, yet I am clear that my methodology is appropriate for my subject 
matter. 
The process and the intention is to create significances for consciousness in relation to General 
Assembly of Interested Parties events and to its participants, and, to examine every tenet and 
assumption of my own performance practice. There are GAIP events being organised for 2016 
at Testing Grounds behind the Art Centre in Melbourne and in rural locations in Victoria as 
further research-in-practice opportunities.

GAIP is existent insofar as an event’s self-awareness emerges into consciousness, as its 
filamentary embrace tempts participation in similarity or difference, always with the pleasure of 
an invitational welcoming to the stimulation of change. 
I am led to ask, if the discrete nature of a performance or an entire event is challenged by a 
seemingly irrelevant force, can this intrusion be generously acknowledged as inclusive or does it 
register, at the very least, as a distraction? So then, what is the role of ‘distraction’ in knowledge 
production, in the listening experience, in performance? What is significant in this?

I currently understand this Confirmation, within the PhD process, and each subsequent 
presentation as a progressive ‘liberation’ of the audience’s position as audience only, toward an 
offering for audience of potential participation (be it active or passive). And, that my performance 
is such that it nourishes certain attendee’s own creative work/ideas. 

At this point I encourage you the listener, to refer to the Activities List1 on the back page for 
suggestions on some enabling strategies of participation that you may wish to take up or be 
encouraged by.

I would now like to quote some excerpts from field notes that articulate key points of interest 
emerging over the past year or so. Some of these experiences precede the official beginning of 
my PhD candidature, but are included as they throw up clear instances of issues directing my 
research.

Pre-recorded playback of Field Notes and guitar playing here:

 March 25, 2014
I am starting to understand more about my desires for an expanded notion of performance. Something 
that started with music now seems energised in a direction of inclusiveness of various art making 
mediums. The experiences of presenting texts within academic symposiums as a ‘performance’; 
incorporating (my own, as well as others) voice and movement into the often static, music context; 
music events in unusual locations/contexts; participating in long duration (theatrical) events, etc., all 
seem to be telling me about a refreshed way of approaching my performance practice and of promoting 
an inter-penetration of art and life, life and art.
 Current: Sound Body [at Conduit Art Space, May 17, 2014] 
There is also something about the performance perimeter or ‘performative frame’ that is drawing my 
attention. My interest here reveals a desire to protect, make safe, to nurture and encourage those within 
this frame. To give them a sense of permissiveness, that it is OK to let go, to explore and play in any 
way with the elements at hand. I would like to transmit encouragement without the performer having 
any sense of interference.   
 ‘A General Assembly of Interested Parties’ [at Testing Grounds, Melbourne June 29, 2014]
Under these conditions, any pretense to entertainment was stripped away to reveal an essential nature 
of participants being, of one’s relationship to a life-art reality.

 

1  Attached at the end of Appendix D.

https://youtu.be/-99TcpY-uRw
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THIS Ensemble [at Cross St., May 30, 2015] 
I arrived around 3 pm. as I had a substantial set up ahead, indeed I was still involved in that process 
at 5 pm. when a very prompt audience began to arrive. It is clear amongst the group that set up is a key 
part of the shift from a non-performative consciousness to a performative one, making the transition 
between the two conditions a spatial field rather than crossing a sharp line. By 5 pm. some performers 
had moved well and truly into performance while others were still transitioning or yet to physically 
arrive. 
I understand there is potential for this format to confuse the audience but equally it may intrigue them.

 

 As performer, I shuttle between modes of practice, and of being. I shuffle modes of 
consciousness.
An event distinguishes itself from the infinitude of possible events as a proposition arising 
in my brain or someone else’s brain. I anticipate organisational and other components in a 
relational manner; has the proposal precedence? How might it relate to any previous events 
I have experienced? Who has invited me to participate and why? What is the current and 
historical context of the proposal? What impact will the logistics of staging the event have on 
myself and other participants? What resources are required to progress the event in the most 
simple and effective manner possible? What is the creative potential of the participants (if known 
to me) combined? 

Often, factual information concerning an event’s parameters is co-causal with, or primary in the 
events emergence, perhaps coaxing its very manifestation with little leeway for variation; such 
as the event being held at a particular venue, at a particular date, time and duration. Often, my 
co-performers happen to be the only ones who are available on that particular date. 
In these aspects, the decision-making in response to the questions above is largely a binary one, 
sometimes however there may be the possibility of a subtle shaping to lubricate and activate 
potential within the accepted conditions of the event.
Nested in responses to these organisational questions is a decision about what kind of equipment 
will I supply myself to perform with. I have a wide variety of devices and tools to shape the 
manifestation of creative energy from a particular array of potentialities, whichever I choose acts 

as an ‘enabling constraint’, and as such forms part of the conditions of the performance site/
space/time. Activist philosopher Brian Massumi and Cultural Theorist/artist Erin Manning use 
the notion of enabling constraint to talk of ‘relational technique in its event-conditioning role. 
An enabling constraint is positive in its dynamic effect, even though it may be limiting in its 
form/force narrowly considered.’2 In this case I am applying the term not to a technique but 
to an object that is functionally limited through its particularity of manifestation, yet provides 
the user with a means of participation and expressive distinction and scope through that very 
particularity.

Responses to all the questioned event-related phenomena described above, feeds the evolution 
of the performer and the event. An actualising energy of the performers consciousness allows 
the performance-event to be fully recognisable as such, distinguishing itself from the non-
performance of life, revealing the performer from the non-performer. 

Pre-recorded playback of  INTERSECTION and guitar playing here:

Here I will briefly recount a section of my review of the GAIP event INTERSECTION [cnr. 
Swanston and Latrobe Sts., May 19, 2015] describing the transitional phase; 

I realised that this event was bringing into question the condition of the ‘performer’ (and 
the performance) as distinct from a non-performer just living life, and, by extension, the 
space between these modes of being/experience. There was indeed preparation in 
conception and implementation of the event, and thought process in terms of how my 
part would unfold. Here was a fitful, haphazard emergence of the potentiality of what 
INTERSECTION might be, and a morphing between imagined potentialities and actual 
unfolding of site related performance. 

2  Erin Manning and Brian Massumi, Thought In The Act, (Minneapolis: University of Minneapolis, 2014), 93.
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In the morning, the drive to the city enabled a clarification that if no co-performers 
joined me that was fully acceptable, and not a disappointment. I also began clearing 
my mind of pre-empting what may happen. I had explored this in my imagination 
previously, playing out possible scenarios of behavior and approach, deciding for 
myself (I had invited others to bring whatever they wanted to the event) not to bring anything 
special but to allow the circumstances to supply the material to work with. As I parked 
the car and gathered my gear and put on my hat, I felt the performative figure clarify. 
The walk to the tram, moving from the insular car to the more exposed and public 
entity, was another shift. 
On the tram ride I became aware of the gaze of the other (‘the audience’) and the sense of 
being a player, and an awareness of a rising energy of someone about to do something 
purposeful, with intent.
I was concerned with not looking for anything in particular from my activity of crossing 
at the lights but to listen, to wait for the experience to offer up the subject matter of the 
conversation and engagement. The experience of the actual emergence of this subject 
matter was a signifier of performance under way.
It has occurred to me since that this space between living life as life and living life 
as performance is a central feature of my research, occupying the space between 
comings and goings, beginnings and endings, definition and non-definition, invited 
and uninvited, official and unofficial, private and public, this and that.

As an episodic interlude and as related background information, I include this quote from 
Massumi, in which I see parallels for GAIP performance practice with his philosophy;   
       

Technically speaking, for activist philosophy, the end of the experience knows its beginning 
( James 1996a, 57). All that a self-creating occasion of experience ultimately “knows” of 
the world’s activity is how it has taken up a portion of it into its own becoming. “What” 
this will have been exactly, retains a certain indeterminacy as long as the becoming is 
still in process. The “what” of an experience is only fully definite at its culmination. The 
knower, according to James, is the end of the experiences becoming. What it “knows” 
is its own beginning, retroactively. An experience determinately knows what it’s been 
only as it peaks – which is also the instant of its “perishing” (Whitehead). The “creative 
advance into novelty” runs from the objective vagueness of a quasi-chaos of activity 
already going on, to a terminal definiteness of an experience subjectively “satisfying” its 
enjoyment of itself in a final fulfillment knowingly felt3. 

Part of the fabric of being accepted into a PhD candidature is the requirement to present one’s 
research for scrutiny, the first occasion being a Confirmation paper. The experiences understood 
and codified in text that are constituting a substantial part of my Confirmation performance, 
have been emerging through creative actions over time before I was conscious of the existence 
of a Confirmation. 
What textual material finds itself included or excluded depends upon what is deemed most 
important to satisfy the standing requirements of this event. The scaffolding that gives rise to 
the content of the eventual presentation is as in any other performance; historical, logistical, 
expectational, conditional, circumstantial, etc. 

3  Brian Massumi, Semblance and Event, (Cambridge, Massachusetts: The MIT Press, 2011), 9.

The date of my presentation will be the occasion to recount my research experiences and their 
interpretations translated into a text and voice performance to address the Confirmation criteria. 
As I am inquiring into the nature of performance I am compelled to attempt to discover the 
beating pulse of performative energy at any and every opportunity. Each performance event is 
novel and does not require the same attitude, skill-set or way of thinking but does provide the 
potential for discovering and/or practicing performative nuance that may reveal a glimpse of an 
unseen sight, an unheard sound, an unknown knowledge, a coming into consciousness.

Can this performance embody the salient notions and understandings that past performances 
have set in motion, with the vitality and revelatory presence of the singular now? Can my 
presentation methodology convey reflective information (traces of past events) coursing through 
into a fluid event-form, that relays the ‘momentum of its occurrence’4 and its potentiality to seed 
new events, offering a creative experience for all? I pose these questions now as indicators of 
some challenges ahead. 

I was asked the question; ‘When is performance?’ My unstated response was, ‘When an awareness 
of the poetic arises in consciousness. When music arises in consciousness.’ Later on I thought; 
‘performance being a condition of consciousness, in its incipiency it is a condition of mind.’

As I write this and for sometime I have been thinking that there is no definitive, stable ‘answer’ 
as such to this question, however there is a response when this question addresses a lived or 
living situation. That is, the response is contingent upon the particular set of conditions to which 
the question is addressing itself, including the conditions of the one who is questioning. 
So, when is and when isn’t performer/performance?

4  Massumi, Semblance and Event, 9.
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If I am alone what, why, how is the idea of performer/non-performer, performance/non-
performance relevant? Perhaps it is when I am in a rehearsal mindset, practicing for an upcoming 
event or to refine skills, practicing being a performer – which may or may not involve imagining 
the other, the witness.

To encompass the possibility that performance/performer exists for a person alone, I propose 
that performance/performer exists not only within relationship of one being to another, but 
also within imagined space (that is; performing to one’s historical knowledge, to future possibilities, to an 
imagined audience) with conscious to unconscious mind, and with performer to energies and other 
life forms and inanimate objects. 

As I was asked ‘When is performance?’ I also then considered the variation; ‘When is GAIP?’ I 
found little difference in my response to each question when replacing ‘GAIP’ with ‘performance’. 
Importantly, I resolved that every meeting I attend, where feasible and advantageous, shall 
contain the possibility of a GAIP consciousness, so, the coming Confirmation can be included 
as a singular occurrence in/of the process of GAIP and be treated accordingly. If the notion 
of performer/performance is as intertwined with being as I am suggesting, then why would 
‘performance’ and the possibility of a GAIP event be excluded as a mode of presentation 
for my Confirmation, unless the stated parameters of Confirmation presentations preclude 
‘performance’ as a primary mode of delivery.

The becoming Confirmation is a research into and activation of, where is performance/performer, 
when and when isn’t performance/performer, how is performance/performer? When, where 
and how does the consciousness of performance/performer distinguish itself from that of non-
performance/non-performer?

Do I have an efficient and effective methodology (technique of process) to ‘tick all the necessary 
boxes’? Will this simply manifest as a half-arsed performance and an ineffective academic 
treatise? 
Maybe, maybe not; the aim is to coax an experience for those present through an invitational 
energy toward participation (passive or active) that extends this event’s momentum of becoming, 
registered, taken-up as an actualising force for other events. This again, in effect, constitutes a 
GAIP experience. 

I am heartened in this pursuit by a description used by Montreal-based SenseLab5 of their 
initial research-creation project; 
 

for an “event” to be an event, it is necessary that a collective thinking process be enacted 
that can give rise to new thoughts through interaction on site. It is equally important that 
potential for what might occur not be pre-reduced to the delivery of already-arrived-
at-conclusions. The SenseLab took as its challenge to adapt this criteria to research-
creation. What makes a research-creation event?6

5  http://senselab.ca The SenseLab is a laboratory for thought in motion. Based in Montreal, the SenseLab is an international 
network of artists and academics, writers and makers, from a wide diversity of fields, working together at the crossroads of 
philosophy, art, and activism.
6  Manning and Massumi, Thought In The Act, 90. 

The success of the SenseLab’s project was measured ‘not by any easily presentable product 
produced during its three-day duration, but by whether the event itself had set anything in 
motion.’7 Had any other collaborations or processes been stimulated through participation in 
this event? 
SenseLab ‘wanted to set in motion something that could grow and take us with it. In short, the 
event be evaluated according to what it seeded rather than what it harvested.’8 My motivation 
for this Confirmation, belongs to the domain of any GAIP event/experience; to set in motion 
creative processes of thought and action, to inspire through doing, through making in proximity 
to each other, and where possible extending ourselves beyond the space of our current knowledge/
experience in a whole-hearted energetic offering, with interpenetrative possibilities.

Are the ‘rest of life’ experiences, delineated from events adjudicated as ‘performance’, to be 
considered as non-performance?
The performance is always becoming, always susceptible to changes in momentum, always an 
emergent configuration. Within the non-performer/non-performance space and duration is 
the work/workers virtual appearance and ultimate arising, as well as its ‘perishing’. ‘When is 
performance’ is a consciousness that emerges in relation to (certain and unpredictable) life events 
that gather in a commonality to compress an activating energy of realisation. 

7  Manning and Massumi, Thought In The Act, 92.
8  Manning and Massumi, Thought In The Act, 92.

http://senselab.ca
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I would now like to relate a story of a recent experience I had when attending a VCA School of 
Art Research Seminar.

Admittedly, (in response to promotional material) I was hoping for a presentation of performance. 
What I encountered was a traditional story telling replete with all the formalities of a generic 
research seminar.
However, this event proved to be surprising. The predictable and flat tonality of the proceedings 
led my attention to wander, leading to questions about format, context, and purpose, leading to 
observations on my immediate surroundings.
After the speaker’s initial introduction, I noticed that a considerable portion of the audience 
where busy with electronic devices. The four most visible to me where occupied with an activity 
other than note taking. Three I could discern where involved in a task clearly independent of the 
proceedings in the auditorium. 
As time progressed I estimated about a third of the room were ‘distracted’ or preoccupied with 
an activity other than just listening or note taking. 

A woman entered late, a sudden aroma filled the room, she had opened a cooked lunch from 
which emanated a pungent Asian-style bouquet, the person next to me held her nose in mock 
disgust at this culinary intrusion. Heads turned, but she was not perturbed. The munching and 
masticating sounds were attention-grabbing indeed, most of the occupants in my row and in 
front were clearly captured by her activity.
As her meal drew to a close she summarily departed, not long after being replaced by someone 
else, a young vegetarian, I guessed. His gastronomic preference was for celery, at least that’s 
what it sounded like. Such a crisp and crackling crunch consequently consumed into a mightily 
sustained grazing Hereford-style muted munching, then reproduced faithfully and consistently 
with unswerving purpose and intent.

Courtyard sounds of people having fun intruded into the centralised seriousness with all chairs 
facing front, it suddenly occurred to me that all the ‘distraction’ was actually where it was 
happening that this was where the vitality and the dynamism of the moment, of now, really 
existed. The stiff formalism of the seating arrangement and the conveyor-belt, academically 
tailored presentation causing half the audience to fidget was masquerading as the main attraction. 
Our part of the bargain is to play our role as the attentive listener to the privileged voice. 
Yet it occurs to me that our ‘distraction’ is entirely reasonable when the incidental sights and 
sounds unfolding about us, include us all, draw no distinction between the sensory organs of an 
audience or performer, have no interest in a passive or active recipient, do not participate in an 
arbitrary system of values.

When I am alive-to and actually listening-in the space and if I’m lucky, or at the least even if my 
sub-conscious mind is receptive to it, an emergent value may become apparent in the peripheral, 
the insignificant, the incidental. 
The virtual sphere of potentialities co-existent with the scripted event has bestowed an 
unexpectedly fresh and rich experience.

And so another question appears - what is a fresh experience, a rich experience? 

This story leads me to query; what place has the co-occurrent material/phenomena/object/
simultaneous event within the privileged, centralised, stated event we are ‘purposefully’ attending 
to? 
Does acknowledgement of this ‘incidental’ material simply notify of our inability to focus the 
mind and so amount to a lost opportunity of real engagement with the centralised figure. Or 
is there possibility of new knowledge and experience lurking within an excluded territory of a 
social convention? 

What transpired as an experience for me, during the research presentation, would quite possibly 
not correspond to what the speaker would have expected as an optimum result from the 
presentation of his devout labours of research. Could/would my story from the event be included 
as a relevant, even desirable outcome of his focused and particular research presentation? 
I remember very little of his story, but I can still smell the visitor’s lunch. Did my experience 
constitute a simultaneous, yet parasitic event, as it took no organisational work to be what it was, 
rather just fed off the original events efforts? Does the answer matter?

I must make brief mention of the extraordinary opportunity afforded me by the Free Play breadth 
elective class I began teaching in 2013 at the VCA School of Music. The class combines VCA 
musicians and cross-faculty students with an interest in music improvisation, whether they play 
an instrument or not9. It is almost a model GAIP environment. The students have chosen to 
be there, however there is a fabrication about it as they are required to take a breadth subject, 
they are not artists choosing to be involved as a matter of interest. Their interest, by and large, is 
piqued by an unfolding process requiring their participation in challenging exercises. 
They discover commonalities, they discover a sanctuary in community, safety in mutual 
vulnerability, strength in simple, direct action, tenderness in responsive listening and provision 
of aural space, fun, permissiveness, trust. A place to put experience first, before judgment and 
assessment. They are encouraged to include and embrace, and their reward is an expanded 
listening consciousness that brings a rich quality to sound-making and performative experience, 
and in some cases to a mode of living until now absent. 

We work on bringing ourselves into the present moment through the sound. 
The sound is our medium for travel, for integration, for clearing. 

9  As of 2019 and for the last few years this is no longer the case. Music Improvisation students are no longer allowed to enrol in 
this subject.
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So, how does it begin?                                                                     - it has always begun.

The [always] beginning emerges into consciousness and then appears if it has miraculously 
begun. 
In retrospect there are attributable causes or triggers apparent that have brought about this 
‘sudden appearance’. I surmise that during the time before this full emergence, the occasional 
glimmers of apprehension, of these virtual forces constitute a glimpse of an ‘always beginning’, 
that I am, at that time, unable or unready to actualise. 

The performance/event emerging now has always been coming and was always there. The 
performance/event indicates itself periodically until it emerges fully present, it does not just 
miraculously appear from nothing. Consciousness, of the conditions of emergence suitable to 
manifest the performance/event precipitated and facilitated its becoming. All the emergent 
properties are in dynamic relationship, highly susceptible to shifts in emphasis, new inputs and 
awareness. There is no certainty ‘it’ will ever come, at all.

As the unconscious makes itself conscious, listening asserts its primacy 
as the key technique in the process of realisation.
As the performance/event clarifies, the performer is becoming the performer.

ACTIVITIES LIST of enabling strategies.

Importantly, this activities list is provided to offer some stimulation for a ‘shift’ in the audience’s process. You may be 
encouraged to take a self-decided action, or you may simply prefer to just listen.

Remove an item of your clothing/   fold it neatly/   wait 10 seconds, and put the folded garment back on/  repeat 
this action if desired/

-  -  -  -  -  -

Stand up from your seat/   whisper sounds or words for 15 – 30 seconds/   resume your seat/

-  -  -  -  -  -

Go quietly to a door/   open it and walk through, close the door/   recite a sentence from this paper/   quietly 
open the door and return to the same or another seat/

-  -  -  -  -  -

Take a blindfold fold and tie over your eyes/   use it to focus your attention on the sounds in the room/  remove 
the blindfold whenever you wish/

-  -  -  -  -  -

Go quietly to a window/   open the window and listen to the sounds for about 10 seconds/ close the window/   
resume your seat or remain at the window/

-  -  -  -  -  -

Leave your seat stand with legs apart, facing any direction/   place one arm behind your lower back and begin 
waving (as if to a parting friend) with the other arm for 10 seconds/  turn and face the opposite direction and 
repeat this action using your opposite arm to wave/   when complete, return to what you were doing prior to 

performing this activity/

-  -  -  -  -  -

Read along with the text (if available) as it is being read by the speaker/   either voiced quietly, or not at all/

-  -  -  -  -  -

Select an instrument provided, or use any object/   make a sound with the object at the end of any paragraph of 
text, during the recital/

-  -  -  -  -  -

Whisper any word or sentence from the text to anyone seated at the front of you or beside you/   in any order/   
at any time/

-  -  -  -  -  -

Move away from your seat, into assuming a static physical pose or position for any duration/ repeat by moving to 
another location and another pose, or resume a seat/

-  -  -  -  -  -

Stand on your seat/   stretch your arms as high as possible/   resume your seat/
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heat and the spreading plains of the Wimmera4, a country I realise I am very attracted to. I am 
not in a rush. I like to notice the shifts in the landscape, the subtle changes in terrain and 
feeling. Gradually the bush becomes more scrubby as the red ochre soils of the Mallee region 
begin to appear. The last stretch of highway from Ouyen to Mildura is flanked by much National 
Park contributing to a sense of arriving at an oasis when finally the scrub gives way to the 
verdant vines and fruit trees fed by the Murray river irrigation system and surrounding Mildura.
 A friend had recently moved to Mildura and made his bungalow available for me to 
stay. As I reached the city, I recalled a primary school student of mine moving here with his 
family a few years ago. He was popular at school, always surrounded by others, especially 
girls. A little later, that night on my way to eat, I was parking the car and noticed a cluster of 
young people in front of me. Gradually it dawned on me that here was that young student, 
Nathan now a teenager, surrounded by girls. What were the chances of seeing him at nine 
o’clock at night in central Mildura? Why did I remember him, even his name? It felt like another 
omen of synchronicity.
The next day I headed across the border into New South Wales to Lake Victoria5 beyond the 
town of Wentworth. I have a charcoal drawing of Wes’s on my wall depicting a gnarled tree 
and an horizon line, one of many I know as forming the Wentworth series. 

 

4  The Wimmera is a region occupying much of central western Victoria with the Western District to its south and Mallee to its 
north.The traditional owners of these lands are the Wotjobaluk, Jaadwa, Jadawadjali, Wergaia and Jupagalk peoples.
5  The Lake Victoria area has a deep cultural heritage and it is my understanding that it belongs to the Barkindji people.

Country near Wentworth and Lake Victoria, N.S.W

Charcoal drawing from ‘Wentworth series’ by Wes Walters.

Appendix E           Journey for Wes

Journey to disperse my father’s ashes, November/December 2015 [video]

 My father Wes died on the 19th of August, 2014. His remains, in the form of ashes, 
were sitting in my studio (next to my mothers ashes, she died on 16th February, 2015) and I felt I 
wanted to disperse them before the year was out. 
So on the night of the 28th of November 2014, I began my journey stopping first at my sister 
Lisa’s home in Ballarat, the town where Wes grew up and the following day I departed for 
Mildura, my fathers birth place. 
Before leaving I went for a coffee in town and as I was returning to my car I bumped into 
Shelley Hinton curator at The Post Office Gallery where my father held his final exhibition a 
couple of years ago1. Shelley was hanging a new show at the gallery. I recognised the man 
helping her and we recalled how we had conversed at Wes’s opening about having grumpy 
old artists as fathers. I had not seen Shelley since then and our chance meeting as I was 
embarking on this journey gave me a sense of timeliness. 
I was heading for the Sunraysia Highway to drop in at Avoca just in case 
Lyndal Jones2 was there. I was unclear where I was, and stopped to 
check directions. As I looked around I saw the sign Ballarat High School, 
the school my father had attended and which we had been in contact with 
prior to his death to coordinate an annual art award that would include a 
book about Wes and his work3. 

After a pleasant stop, lunch and conversation with Lyndal and guests, I headed off into the 

1  Wes was an artist who earned a living as a commercial illustrator and portrait painter.
2  Lyndal runs Watford House in Avoca. She hosted THIS Ensemble on our trip to the Wimmera in October 2015. 
https://www.theavocaproject.com
3  David Thomas, Walters, Art of Realism & Abstraction, (Melbourne, Australia, Macmillan, 2009). 

Double cross, painting begun during time spent with my father’s body after death, 2014.

https://youtu.be/yhN9VsyP-yY
https://www.theavocaproject.com
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My plan had been to find a site somewhere in the vicinity of the Murray-Darling where I used 
to camp with my father, uncles and extended family for many years at Easter time, duck 
shooting and fishing. Lake Victoria and the nearby Great Darling Anabranch river were some 
of those places we often visited.

As I trundled along a very bumpy dirt road in my city-centric vehicle, I decided to veer off in another 
direction following the Darling Anabranch river, a name I remembered from those days. I was looking for 

a track to get access to the river but fences restricted me, I don’t recall so many fences in the 1960’s. 

   
   
   
Eventually I found what I was looking for and set about preparing myself some food next to 
the river in what looked like an idyllic setting. However the flies and the ants eventually drove 
me back to the safety of the car – how thoroughly urbanised I was, I thought. 

I walked extensively in both directions alongside the river; abundant birdlife, 
feral goats, sheep, wallabies, a bloated cow’s carcass snagged on a river bank, saltbush 

and serious heat. 
Gradually I was becaming mesmerised by the landscape, absorbed by the extraordinary array of forms. 

I kept seeing human body parts everywhere and constantly hallucinating animals. 
At one point I was convinced I was being watched by a motionless wallaby only to eventually decide 

that a wallaby couldn’t be that still for that long 
– yes it was just a tree. 

I came across the ash and charcoal remains of a fire and it occurred to me that this was a 
place relevant to my journey. 

Returning from the car with a few items including two small Tibetan bells (metal bowls), I used one 
to make a small mound of my father’s ashes next to a mound of red soil and another of fire ash. 

I then wandered around, finding some curved hollowed out pieces of wood, limestone rocks 
and a forked branch arranging them around the mounds. I mixed some saliva with the human dust 

and marked my forehead. 
I shuffled around occasionally striking the bell, connecting with some deep emotion, I found myself 
intoning. Gradually it began to dawn on me that the purpose of this journey, beyond the practical, 
was a creative one, not a duty to perform some kind of familial rite or to fulfill a loved one’s wishes, 

it is about me and my relationship with my father 
– at best, inspiringly creative. 

 

Not only did I realise that this process is a performance and about me now, but I also knew it 
to be implicated in my PhD work and that I should document the experience! 

This was quite a shift in my perception of what I was doing, it was a liberation allowing my whole being 
to be present, allowing all emotions, thoughts, physicality, the space for expression. 

I knew now that I would ‘perform’ a series of rituals over the next few days 
dispersing the remians not just once but in numerous locations, over time.

 Just beside the river I spotted a kind orifice at the base of a tree and I understood 
then to make three separate sites and traverse between them. Here I placed a shell I had found 
in the middle of the orifice and lit three sticks of incense. I suddenly became much less precious 

with the remains, sprinkling them about the opening. I had entered an extraordinary space of feeling, 
of the body yet not bound by it. Living bodily fluids were dispensed upon the powdered human remains, 

the most primal force melded, fused a cylce of energy and relation, of death and birth, 
effecting some ancestral resonance beyond my knowledge or capacity to speak.

Bodily remains, red soil and fire ash.
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I was forming a kind of triangulation, I arranged some bark in a circle at the foot of an extraordinary 
river gum, laying more ash. I then moved between the three places sounding, thinking, feeling, 

listening, looking. Apparently, time passed. 
Here I was in this expansive garden that felt like home, this place had become familiar, 

I knew the terrain, its inhabitants and felt its energy. 
I had traversed some space, some time and been freed.

Would I stay the night here? My car was in a position exposed to the elements so I concluded 
to seek a sheltered spot elsewhere. 
Leaving brought up much emotion, as I had bonded with this place.

As I packed the car I felt a tearing sensation, leaving to never return, I had to submit. 
I have been aware of a difficulty I have in ‘leaving’ in saying goodbye to a situation, a person, often 

struggling with that moment of actually walking away, hanging up the phone, 
stating a definitive finale. 

The sun was beginning to set. I started the engine, plugged my phone in and moved off along 
the barely visible track, accompanied by the flies. 

Suddenly, from nowhere a slow, lamenting saxophone melody became audible through the cars audio system. 
I had NO idea how the music arrived. I don’t listen to music on my phone and there was scant radio 

reception. It had to be my phone but I don’t recall loading that music or any music onto that device. 
As the car crawled along almost on its own, at a walking pace, windows down, heat, flies, setting sun, a 
poignant, plain melody sounded a requiem that overwhelmed me with a feeling of deep synchronicity. 

This most apposite of intuitive rituals, elements in time coalescing to slow perceived time down. 
On cue, as I looked to the sky, an eagle was circling the car. 

I was escorted all the way back to the dirt road. 

I set off in search of a sheltered spot and after some distance, in the semi-dark, I found a little track 
leading to a dry riverbed, protected from the wind it seemed a good spot to eat and rest.

   In the morning I took a long walk finding little bones, odd shaped pieces of wood, rusted 
metal etc., and without thinking too much I began to construct settings for using the ashes on 
the sandy ground. It was getting hot quickly, the sun was searing. Today felt very different to 
yesterday somehow not as ‘formal’ nor as solemn, a little more playful and more aware that I 
was being ‘creative’. I attempted some drawing but the sun and flies overwhelmed me.

Body ash arrangements near the Milpara Rd. Anabranch South, New South Wales, Australia.
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So I set off from Mildura in the morning. Once I reached the edge of the park the dirt road 
became a track, totally unsuited to my new car, like many of the roads I had travelled upon on 
this trip. 
I was constantly thinking I shouldn’t be driving this car in these conditions and that I should 
turn back, but against my better judgment I kept on. Eventually and after some tense moments, 
I arrived at the expansive, salt bush covered Rocket Lake. 

It was early afternoon and the heat was intense.

I was now much more matter-of-fact about the 
process of ritual. 
I gathered together a few objects and headed 
out to the centre of the lake. The salty soil was 
hard and dry as it cracked underfoot leaving a 
trail of footprints handy for finding my way back. 
I placed the plastic container of ashes on the 
ground, at that instant the photo of my father, 
glued to the outside, blew off in the wind. 

I was thinking about basic elements; earth, wind, fire, water.I tried to ignite the photo with a 
cigarette lighter in the gusty wind only managing to burn my thumb. I disrobed, naked in this 
primeval place. 
I stomped out a circle in the crusty white earth around a pile of ashes, my feet burning, I soon 
had to don a hat, shoes and shirt. 
This white-skinned animal was thoroughly unsuited to the harsh conditions. 
I poured my precious water onto a mound of ashes. 

Again, I felt a connection to this place where I had slept, spent time considering the space and 
conducted a type of ritual. Leaving was again difficult. As I plugged my phone in to recharge, 
the music from yesterday started playing again, no longer a surprise but in fact still completely 
appropriate, becoming in a way a comfort, completing this ritual, assisting me to transition 
from immersion to whatever was next.

Feeling nausea in the pit of my stomach I departed this place. Not long up the road I came across the 
decomposing carcass of a wallaby, duly jumping from the car to photograph. This was the kind of image 

my father would love to draw. Death and decay, extreme heat and flies, dust, no human presence, 
were all contributing to an extraordinary emotional, psychological and physical state.

     I had been out of phone contact for two days and I found it (perhaps inevitably) a struggle 
talking to my partner Juana. After having experienced so much I seemed unable to adequately 
articulate myself. I was still immersed in a very specific and unusual head space and could 
not adequately give voice to what was happening.
I was at the intersection of the Murray and Darling rivers when I decided to head for Neds 
Corner, apparently some of the flattest country in Victoria, which meant crossing the Murray 
again. I reached Cullulleraine with its beautiful lake and after missing the turn off to Neds 
Corner decided that it would be perhaps better to get a good nights rest in Mildura before a 
rendezvous with my camping friends tomorrow. I will never forget the scene of gently 
sweeping fields of golden grasses or wheat as far as the eye could see speckled with flocks 
of grazing emus in a setting sun on the return to Mildura. The vision seemed to connect to 
timelessness or deep time beyond my cultural memory.

Toward the end of October on a tour of the Wimmera region with THIS Ensemble, I had a late 
night performative experience with Clinton (Green) and Michael (McNab) in the bush by the 
Wimmera river on the property of a friend (Anthony Pelchen), that resulted in me asking them 
to accompany me on part of this journey I am now undertaking.

I found myself talking, in their presence, of things to do with my father, what I recall had largely to do 
with expressing gratitude. There was a sense of listening and of general gratitude I think we all felt that 

night and in that moment I knew it 
would be appropriate for these three 
people to undertake the journey we 
were now on. So I asked them and 
they agreed.

We were to meet in the Underbool 
pub, late evening. But before this I 
had a plan to visit Rocket Lake in the 
Murray Sunset National Park. I was 
keen on salt lakes after the last 
experience of the Pink lake at 
Dimboola with THIS Ensemble and I 
thought to check this spot as a possible 
location for camping with the boys. 

Rocket Lake, Murray Sunset National Park, Victoria, Australia.
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I sounded my bells as I walked. 
I felt a massive liberation out here in the middle by myself, 

some kind of elemental freedom from the urbanised sophisticate.
After an hour or so my head was starting to spin, I knew I needed to get out of the sun quickly. 

For a brief moment I lost my tracks and it occurred to me how vulnerable I actually was, 
yet I still felt vividly alive. 

As I trudged back I thought of how in a way I was forming my own ‘songline6’, 
both with the previous THIS Ensemble tour and now this journey providing opportunities to connect to 

place through a ‘performance’ or some meaningful act in a particular location.

The carwheels struggled to get a grip 
on the sandy track and I realised I needed 
to use more speed going back than the 
cautious pace I took coming in. There was 
indeed an incline, more reason for speed. 

So I took the car back to the flat terrain 
next to the lake and hit the accelerator. 
For the next half hour or so it felt as if the 
car was gliding and sliding up and down 
the undulating track, finally reaching the 
dirt road and a sense of victory !

       I was back in phone contact again and in touch with Clinton. He and Michael were on 
course to arrive at the Underbool pub early evening, so I set off with the thought of a cold beer 
in mind.
It was really good to see two friends who had made the commitment to come all this way for 
something unkown. After an entertaining session at the pub we ventured off to the pink lakes 
at the southern end of the Murray Sunset National Park arriving at Lake Crosbie in time to set 
up a tent and even prepare a meal. We had seen a little of the lake in the remaining daylight 
from the shoreline and after dinner I noticed that Michael had taken some percussion objects 
and gone out onto the salt pan in the dark. I thought that was pretty brave as it could easily 
have been wet and boggy like our last experience at Dimboola’s Pink Lake.

6  I borrow this term from indigenous Australians with the utmost respect and with no presumption of understanding the richness 
of its meaning for them. I use it speculatively.
My experiences cannot be removed from place, and are in relation to land. There are past energies still resounding in place and 
my experiences are not separate from these. A commingling has occurred. I have utmost respect for the origins and meaningfulness 
of this term within Aboriginal culture and history. I employ it as an echo, a semblance, yet indeed a vibratory marking has occurred 
that links me to place. My experiences being of the land are therefore of the humans that are whole with this land and the use of 
the term songline should be understood as an acknowledgement of their profound relation to environment, and with deference to 
this deep time heritage. 

The moon was out and it was still very warm as Clinton and I eventually joined him. This was 
a little like an introduction for us to the lake and its energies. There were other campers 
nearby so I (and perhaps the others) felt a degree of respect toward them in avoiding being too 
noisey. I was very relaxed and pleased to be communing with friends with whom there was 
no need for discussion about what we were doing.

The next morning we were up fairly early and decided to take a drive around the lake to survey 
the general area. We didn’t get very far before coming across some old salt harvesting 
equipment and salt mounds, which we decided to mine for sonic purposes. The mounds were 
curiously resonant when walked upon or struck, with plenty of subtle sonic variation. The 
rusted machinery was also a sonic delight keeping us absorbed7. Clinton discovered the 
machinery had been made just around the corner from where he lives, almost one hundred 
years ago.

The heat was beginning to rise rapidly. After an hour or so I sought some shade and began to 
think that the others might be suffering from sunstroke. The flies were relentless and we 
found it hard to imagine how, when the mine was functioning, men with shovels, picks and 
wheelbarrows survived the summers here, scraping salt out in the middle and wheeling it 
back to the shore. Truly back-breaking and stressful labour. After a few hours only we were 
just about spent, deciding to sit out the rest of the afternoon heat at the Ouyen pub. Before 
this we paid a quick visit to Lake Becking, one of the four lakes in the area. I immediately said 
this is the place I want to come to this evening at sunset to conduct our activities.

7  Michael recorded the soundings and Clinton constructed a CD release ‘At the Salt Musem’ for his Shame File Music. 
Accessible at Bandcamp website: https://shamefilemusic.bandcamp.com/album/at-the-salt-museum

‘Salt museum’ on the shores of Lake Crosby, Murray Sunset National Park, Victoria, Australia.

https://shamefilemusic.bandcamp.com/album/at-the-salt-museum
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We bought supplies in Ouyen, visited the pub and café and returned to our camp 
where we gathered together some equipment and set off to Lake Becking.Not much was said. 

I think I gave a brief account of what I had done with my father’s ashes to this point 
and we headed out into the middle. This lake felt very special, I noted later that it seemed 
almost womb like, an oval shape with low ridges all way round giving a protected feeling.

Lake Becking, Murray Sunset, Victoria, Australia.

‘floating lake’ from a series of drawings at Murray Sunset NP, RW.

I set up some objects in a small circle, Clinton had moved some distance away 
and I had the feeling he too was circling on a much wider arc. 

There was sounding, intoning and movement generating an energy, 
or was it that we were tapping in to what was already existent. 

Some time passed. I felt as if we were mapping the place somehow and in doing so 
finding our relation with each other with the place and with the task at hand. 

I gave a small bowl of ashes each to Michael and Clinton, I was not aware of what 
they did with them. I had drawn a circle of ash around the objects and added 

two paralell lines that I realised were indicating an exit from the circle toward the west. 
I became aware of a kind of concentric encirclement, protective energies, 

and this is when I began to feel the womb-like encasement of 
the lake’s peripheral ridges. 

RW and Michael McNab, Lake Becking ritual.
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I had lit three sticks of incense and began to light the photo of my father that blew off the 
container at Rocket Lake. This time it quickly caught alight causing me to drop it and as it 

fell on to the incense sticks there was an explosive burst of flame. 
I suddenly ran toward the north.

We had small head lamps, as Michael and I briskly moved to the west following the circle 
exit, he had taken off the light and was waving it underneath a large pink sheet that was 
covering his head and much of his body. As he ran away from me and then returning to 
pass me again a small, shadowy silhouette of a dancing figure could clearly be seen on 

the sheet, arms flailing, changing in scale, Michaels agile body was being propelled 
by this animated figure of light and shadow. 

I could not believe my eyes, and yet the vision seemed entirely consistent with what 
I was feeling and the atmosphere of the night.

I cannot remember and I do not know of all the things that occurred in those few hours, but 
as we came together to sit in silence for a time, I felt a deep gratitude to these men, in fact 
gratitude had been the predominant tone of my experience between us and on this trip since 
that night at Anthony’s place by the Wimmera river. They did not know my father, that did not 
matter, they were shamans-of-a-kind8, ready, willing and able to participate and facilitate an 
experience of this nature; such generosity and commitment.

8  I use the term shaman speculatively. I/we have no experience of this role played by practised men and woman of ethnic cultures.

I had noted, since the emotionally powerful first day by the Great Darling Anabranch river, that 
each successive ceremony (if this is what to call it) was less overwhelming, less emotional, more 
natural in some way. We had planned to spend tomorrow at the lakes as well, heading home 
the day after, but I (and they) felt this night was a fitting finale. Largely, I had felt very matter-
of-fact about tonight, there was something to do, it needed to be done and it was done in a 
thorough and deep manner.

 The heat and the flies aided our decision to pack up the tent the next day and head for 
our friend Simon Fisher’s place in Minyip. He was really pleased to see us as we shared our 
fond memories of THIS Ensembles visit earlier in October. We carried on with a sounding of 
Simon’s place, it seemed like an appropriate place, activity and offering to conclude our 
journey.
 
I decided at the invitation of Simon to stay the night and Michael and Clinton departed that afternoon. 

A relaxed and peaceful time was had before I departed to my sister’s place in Ballarat 
where I recounted to her some of the story of an extraordinary experience.

untitled number 1 from a series of drawings at  at Lake Becking,Murray Sunset NP, RW.
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untitled number 2 & 3 from a series of drawings at Lake Becking, Murray Sunset NP, RW. untitled number 4 & 5 from a series of drawings at Lake Becking, Murray Sunset NP, RW.
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Appendix E image credits and hyperlinks

pE_1: image RW, bookcover image Wes Walters. Video https://youtu.be/yhN9VsyP-yY, 
footnote video link https://www.theavocaproject.com

pE_2: images Wes Walters, photos RW

ppE_3–7: photos RW

pE_8: images RW

ppE_9–10: photos RW

pE_10: footnote video link https://shamefilemusic.bandcamp.com/album/at-the-salt-
museum

pE_11: photo, drawing RW

pE_12: video still RW

pE_13: image RW

ppE_14–17: images RW. Footnote link https://jeffmalpas.com/wp-content/uploads/
Comparing-Topographies-Across-Paths-Around-P.pdf

AFTERWORD

Some time after the rural performances recounted in this dissertation and appendices, I began to 
query where and how I, as a non-indigenous white Australian, was situated in relation to the holisim 
of aboriginal human and land. I explored concerns that my actions (in particular, related to this story 
in Appendix E) in carrying out such ceremonies without any deep historical knowledge of the location 
and without permission to do so, were in their ignorance, disrespectful to what might have already 
existed in place. 
It is incumbent upon me, as a descendant of a colonising power that wreaked havoc on the land and 
people it imposed itself upon (or was foistered upon in the case of the deported), to attempt to redress, 
at the very least, the insensitivities of past ignorance.
I have a deep love for the land in which I live and move through and I trust in my intuitive sensing of 
vibration or feeling of place beyond its physical characteristics. This is all that guided me in the journey 
with my father’s remains.
The study of self in performance process has opened unforseen doorways and a deepening investigation 
of my place in the land is one of them. 

Having purchased a property, for the first time, in Rupanyup in the Wimmera, I am slowly discovering 
what that means in terms of custodianship and relation to the land’s history. My grandfather was born 
here, so, albeit brief, I have an ancestral heritage and accordingly take on the vibrational resonances, 
whatever they may be, from past actions and living. Please refer to Appendix H for further discussion.
Through my experiences with GAIP and beyond, I am coming to know that place is malleable in every 
respect, that whatever constitutes me is becoming interwoven with place, is not outside of that place, 
is indeed co-constitutive of place, as place is co-constitutive of self.
This quote from philosopherJeff Malpas helps to indicate my growing experience of living in country,

Since life is indeed constituted in and through its relation to the places in which it is 
lived, so the richness of that life, and the development of a sense of its own unitary 
character and self-identity, is directly tied to the way in which the lived relation to place 
comes to be articulated and expressed in that life. In that case, to live in a way that is 
neglectful of place will be to live in a way that is neglectful of that life itself—it will be to 
live in a way likely to give rise to an impoverished and perhaps even fragmented mode of 
existence. To care for and attend to our own lives thus demands that we also care for 
and attend to place.9 

9  Jeff Malpas. “Comparing Topologies: Across Paths/Around Place: A Reply to Casey”, https://jeffmalpas.com, 17 October, 
2018, https://jeffmalpas.com/wp-content/uploads/Comparing-Topographies-Across-Paths-Around-P.pdf, 3.

Ren Walters
January 2016

https://youtu.be/yhN9VsyP-yY
https://www.theavocaproject.com
https://shamefilemusic.bandcamp.com/album/at-the-salt-museum
https://shamefilemusic.bandcamp.com/album/at-the-salt-museum
https://jeffmalpas.com/wp-content/uploads/Comparing-Topographies-Across-Paths-Around-P.pdf
https://jeffmalpas.com/wp-content/uploads/Comparing-Topographies-Across-Paths-Around-P.pdf
https://jeffmalpas.com/wp-content/uploads/Comparing-Topographies-Across-Paths-Around-P.pdf
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         Clinton Green, Michael McNab, RW “12:00->00:00” [March 19, 2016, Conduit Arts                            
        farewell] [video] 

 Whilst not a GAIP event as such, the participants and the mode of performance are closely 
aligned to GAIP approaches.

A 12 hour ‘durational’ performance initiated by 
Clinton Green, beginning at 12 midday through 
to midnight. We entered our performative 
consciousness at midday exactly and left our 
performative consciousness at midnight exactly. 

I knew this performance would interrogate 
spaces between; performance/non-performance, 
private/public, inside the frame/outside the 
frame, personal boundaries, relationship to the 
inside of the gallery space (and owners) /outside 
the gallery space, audience-as-performers/
performers-as-audience and much more of what 
was currently of interest for myself, Clinton and 
Michael.

A key issue arose for me in relation to the gallery entrance in wanting to create an inviting 
feeling at the shop front so people would feel drawn in, yet not coerced nor discouraged through 
the prospect of entering a ‘specialised’ space where they may feel intimidated, awkward or 
trapped. This also played out in where to locate a donation box (to contribute to the cost of hiring 
the gallery) and in both cases, signage. Initially we had written ‘donation’ on the box which I 
later changed by adding ‘if you wish’ underneath. After a while we posted a sign in the window 
‘Please Come In’. 

I had laid a rug in the doorway half on the street, half inside, and laid material at the doors edge, 
flowing around the doorframe onto the street as well. We had moved tables and chairs onto the 
footpath, some also draped with material. Inside set back from the doorway, the donations box 
sat on a little bench covered with artifacts, mementos and burning incense.
There was a mattress, cushions, an airbed and yoga mat as well as some stools, little tables and 
chairs, soft lighting, some instruments, electronic equipment, a suitcase and other objects.
It seemed welcoming on one level, but perhaps also confusing as to what the uninitiated should 
expect when considering entering the space, as it is not readily understood as a gallery space. 
The three of us were alternately engaged in activities inside and outside the space, some of which 
to my thinking clearly said ‘performance’ and other actions more likely to be read as functional. 
Some questions arose;
- How to encourage the free flow of even the slightly curious passer-by (of which there are numerous in 
Brunswick St.) into an enclosed space separated from the street that has no apparent purpose (perhaps 
to some it is not even clearly a gallery space)?
- Do people NEED to enter the space? Is it enough to receive even a cursory glance through the gallery 
window as pedestrians, drivers and public transport users pass by? Should the shop front (door, win-
dow, glass reflections, view behind) be considered the primary viewing/listening experiential interface?

o Other questions ensued from the day’s event:
What is my/our role in the social exchange occurring when we open our door (physically, metaphorical-
ly) to a public interaction? What do I/we want that to be? So, when I am performing an action that 
is more readily interpreted as performance, i.e playing a musical instrument, body-aware movement, 
behaving theatrically, painting, wearing particular types of clothing, etc., and there is an audience 
present, how does that change what and why we do what we do? Am I setting up some kind of  pres-
sure to ‘entertain’, in making performative/behavioural decisions that are informed by the presence of 
an external audience; does this reflect a lack of presence to self, or is it just fair acknowledgement and 
inclusiveness of the presence of others? 
We want visitors to feel comfortable enough to engage if they feel inclined, so to what degree do we 
invest energy into facilitating this? Are we free to suddenly stop (as we might in more private events) 
playing with sounds and then disappear into the kitchen (back room of the gallery) to make some tea 
(removing our presence from the space) or move to the corner of the room and adopt a pose of stillness? 

What is my/our position toward the following:
- What is the place of conversation with personal friends (as opposed to strangers/acquaintances) who 
assume if we are available for others we are also available to them for an extended chat, as in every 
friendship?
- It was suggested that at the buildings entrance there be some written ‘explanation’/ description of 
what may be expected or understood about the happenings within. Does this diminish or facilitate our 
experience and the audience’s experience? 
- As this is not a conventional performance presentation there is no one obvious location where an 
audience might be “safe” (seating arrangement or obvious non-performance area) as a conventional 
performance scenario would offer. Are we encouraging unnecessary uncertainty in the minds of a 
potential audience around what is to be encountered, or how to function within the space, and to the 
extent that they are fearful, through our apparent wish not to spell out the “rules of the game”? 
-We are not so sure of the rules of the game anyway (and do not really want to be). We do not wish to 
exclude or intimidate an audience (to what degree though?), even though we are happy to challenge 
them. Where is the balanced position here?
-Are we inviting visitors to become performers also? Is this really for others to share in discovering 
something for themselves through directly participating with us or on their own in a “performance”?
-Are visitors simply passive observers inhabiting the space while we explore the limits of performance 
(amongst other things)?
-What happens when someone asks to play your drums and then proceeds to bang out beats that bore/
disturb/rob the vibe/hijack the performance/clearly annoy others (besides us) present?
-What do I do when someone keeps asking questions of me when I am “clearly” engaged in music 
making?
-What happens when a friend/audience turns up and you’ve just finished some obvious form of 
performance and now “nothing is happening”? (do you converse about things, does this break the sense 
of “connectedness” you have built with your co-performers and environment?) 
-What is the “frame of mind” that helps us feel connected and our sense of flow as a performance group, 
and can that be severed through separation and other kinds of behavior and interactions outside of the 
group? Is this to be avoided?
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-What were we expecting to present to an audience that may be there? I had imagined few people 
would come and so would have plenty of time/space to negotiate the circumstances of each situation 
appropriately. But sometimes there were more people present than anticipated. 
-Why is percussion easier to use than guitar for me in this context?

Our mode of working together had emerged 
at (artist, Anthony) Pelchen’s property and 
continued through to the ashes journey, how 
would it work in the enclosed, purposeful 
space of an art gallery? 
To some degree I had not purposefully 
thought through the ramifications of this 
extended duration performance and tried 
to avoid anticipating what might unfold in 
preference to simply discovering what 
‘it’ was/would be as the event proceeded.
I was very happy to be having conversations 
with some guests, to be quiet and peaceful 
lying, standing or sitting, to be sweeping, 
eating and other functional activities, to be 
sounding (particularly percussion1). I was able to 
understand everything that occurred during 
the event as ‘performance’ but many of the 
questions posed above I am not yet able to 
satisfactorily resolve.

1  My historical familiarity with the language and formalities of music is primarily practiced through the lens of the 
guitar. Just the sound of the instrument conjures associations with a world of organised performance conventions. 
In non-standard performance, this mindset is unnecessary and often distracts me from connectedness and respon-
sive presence to a broader artistic and social frame. Whereas percussive and ‘found’ instruments offer their sounds 
in an informal way, providing flexibility and freedom from organised music associations. Note: I may not say this if I 
had practiced percussion all my life!

Clinton Green, Michael McNab at 12:00->00:00

Michael McNab, Clinton Green, RW at 12:00->00:00

The longer we stayed the stronger the ‘vibe’ became. This vibe is a type of ‘altered state’ to do 
with sharing the performative focus between us as it gathers momentum through persistence. 
It is initiated in a gathering of attention and energy between us, 12:00 pm. being the catalyst 
point (incipiently private). As time passes the relation spirals, external perceptibility appears 
possible, as we are exposed to others who may or may not share or connect with our condition 
(becoming public). By midnight we are able to leave, but can we, and do we?

I consider the possibility that on the next occasion I bring a smaller collection of sound making 
objects (along with amenities to facilitate comfort) and make myself more clearly present to the coming 
(and encouragement) of others into the space.

Michael McNab, Clinton Green, Llywy and Kirwin Chan Schoenborn, RW, Derek McCormack at 12:00->00:00

Suspicious Terrartists ?; Michael McNab, Clinton Green, RW at 12:00->00:00. [Suspicious Terrartists ? video]
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Clinton in an email correspondence commented “I felt a responsibility to ‘perform’ when people 
entered. I felt like a troubadour, setting up shop in the town centre, waiting for the audience to come 
then performing when they did. What would’ve happened if I didn’t, if I just kept sitting there/laying 
there?”
He also made the important point (through observation from the opposite side of the street) of the 
potency of the window frame as a 4D surface upon which to work, that is we have a flat surface, 
depth of field and time, functioning as the creative environment. He said especially at night the 
depth of field and reflective aspects become pronounced, the use of torches within a darkened 
space being most effective.
He also made the point that in retrospect what we were presenting in the gallery could be 
understood purely in visual terms, such as in a regular art exhibition, and that he had not 
considered that during the event.
Both these points are helpful observations for future works.

 The spaces of PERFORMANCE/NON-PERFORMANCE, PRIVATE/PUBLIC, inside/outside 
the PERFORMATIVE FRAME, RELATION to inside and outside people and events, including 
AUDIENCE 
There were many questions arising from this (March 19) event, but perhaps the main question was centred upon 
the audience, made up of strangers and some friends. The invitational, open attitude we extended to whomever 
wandered into the gallery was sometimes highly challenging for us as exemplified by a visitor’s extended playing 
of Michael ’s drumkit. Michael gave him permission to play it, but the simple loud-as-possible rock beat he “prac-
ticed” for a long time dominated the space, clearly changing the feeling for us all. I found it somewhat difficult 
to endure even after distancing myself by sitting outside the space (the sound still clearly audible). The drummer 
left content, so we could console ourselves with that. Opening a performance to the inclusion of an audience to 
this extent, presented us with a challenge; Is this OUR performance? Is the invitational quality we seek merely 
rhetoric if the one who takes up our invitation is disagreeable to us?
Where is our limit when someone or something brings/imposes a very clear (and/or different) agenda within the 
performance space? How do we react in this case?
It seemed to me that Michael had most to be concerned about in this situation. He was mostly outside of the 
space during the visiting drummer episode, but I could sense his concern. We all negotiated the situation without 
panic or overt behaviour by and large accepting what was happening and understanding it as a by-product of 
our openness to this performance. The visiting drummer went on his way eventually, as we continued on. The 
fact that this was a 12-hour performance helped with our capacity to contain the drumming episode within the 
performance, for it not to hijack the proceedings, as there was enough time for many other happenings to occur.

         Carmen Chan Schoenborn, Ren Walters; ‘un • habited space’ 
         [April 4 - 6, 2016, Conduit Art Space] 

 Whilst not a GAIP event as such, the participants and the mode of performance are closely 
aligned to GAIP approaches.

 Prior to this event I was feeling depleted,  
physically and creatively, and was very unsure of my 
capacity to physically and emotionally endure what 
was about to unfold. Purposefully, I decided to be 
succinct with the materials taken into the residency, 
keeping them to a minimum, as opposed to the 
previous long-duration event where I took a lot of 
equipment, much of which I did not use. 
I tried to minimise over-thinking the event and 
what might happen, by encouraging an attitude that 
did not place any pressure on myself to produce 
anything specific (aside from designated performances), 
only to acknowledge my personal condition and be 
present for Carmen, guest performers and visitors. 

This strategy was very helpful in allowing me to slowly ‘find my place’ within the space and in 
taking up the right activity in the right manner.
After a settling in period Carmen and I seemed to 
find a manner of being in the space together that 
was at ease and without a necessity to communicate 
verbally.
The gallery window is where the on-looker peruses 
the artwork inside to ascertain if there may be 
something of interest and so deem it worthy of 
entering the space. I had not thought of the reverse, 
where the artwork peruses the scene looking out, 
as the artwork tends to be a static non-human 
object rarely affected by the outside goings-on. 
As we were the artwork we were able to view and 
hear the passing scenery and be affected by it. This 
immediately vindicated my idea of bringing less 
into the space, making us susceptible to the energies 
and the theatrically framed material passing and 
unfolding before us.
Carmen’s set up of the space was functional and comfortable and provided a small sense of 
stability that I had not considered. When, on the third day, I finally turned the sideways facing 
couch to face the window, the signification was complete. The inside was observing the outside 
and I had accepted this as one watches a film or play. For a brief moment (usually 5 – 8 seconds) a 
fragment of people’s lives is glimpsed/heard crossing in front of the gallery window, a theatrical 
event isolated from the continuity of its past and its future, when focusing on the subject as it 
comes in and moves out of view. But one subject is replaced by another in an endless stream of 
activity coming in and out of frame from both left and right. 

o

Carmen Chan Schoenborn, RW.

Carmen Chan Schoenborn at ‘un • habited space’.
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The flow of movement and sound is ceaseless. I began collecting textual descriptions of some 
more notable images and began a text made up of whatever fragments of conversation I 
overheard. 

TEXT COLLECTED AT RANDOM April 4-6 2016 at  
‘un • habited space’ residency.

I’m going to choose another subject they are not 
paid up yeah like 1920’s g-string you got to make an 
appointment for them its really not so bad once you 
start doing it the reflection in the mirror I look up 
and I think shit I got a few ideas that might make it 

more interesting for us just recently 
ooh sorry no no we’re so close to um I honestly don’t 
since this morning what! You liar vending machine 

nuts because it tastes about the same then again 
what is living in l looked up and thought oh my god 
its high school all over again when does she need it 

by are you coming over on the same flight she’s on you 
can always google too the number you called is not 
your not going home for me its effectively putting 

energy services its further down I’m calling to 
register for an appointment please Aiden Aiden 
Aiden Aiden I’ve just got this new job oh god I’m 

delirious the two girls did something together 2nd century Japanese Samurai sword better not 
hold back you know what I mean she looks good doesn’t she, really good this waters just recycled 

toilet water but maybe you go to the library and pick it up and then it seems really stressful 
I love you you gotta take it home darls this is it man I just rolled the last one KAPOW this 

muslim guy although maybe at some little level we are but it doesn’t matter there was only two 
of them and its got nothing to fucking do with me how are your legs she has a different taste 

to me I don’t want any argument have you had lunch ha ha its horrible yeah where can I 
don’t trip over this thing they have here it was a guest.

We/I also tried to spend more time outside the gallery on the footpath sitting at the tables 
and chairs we set up, in order to be amongst the passers-by and perhaps be more accessible/

available for any spontaneous questioning, unexpected event, or an impromptu obvious  
‘performance’ by either of us. As there is a café next door with chairs outside it seemed that 

we were considered almost as an extension of the café, and so probably thought of as 
café patrons. Our positioning on the footpath was part of a broader emerging desire to 

draw passers-by into some kind of 
engagement, but without applying 

pressure or being overt.

It appeared to me that that very place where 
the doorway divides the outside world 
from the inside space, is where a major 

issue resides. And that is; how to coax, in 
the desired manner, visitors across that 
threshold? Transitioning from being an 

anonymous public to being less public and 
less anonymous. 

How to present the prospect of entering 
this space as being as unthreatening an issue 
as is taking the next step along the footpath?  

Carmen Chan Schoenborn, RW.

un • habited space at Conduit Art Space.

Of course, people in a space (not immediately understood as a gallery) not obviously presenting 
artworks in a conventional way, neither performance nor exhibition, is perhaps somewhat 

confusing and challenging to interpret for the onlooker. 
So, there is an inherent tension in our presence, we are creating an ambiguous space 
that hovers between public and private, performance and non-performance, yet we 

wish to encourage passers-by to give our presence some consideration.
We had an ‘artist’s statement’ in the window along with a sign ‘PLEASE COME IN’, 

as a way of communicating to the passer-by who needed to know what kind of 
commitment was involved or required in entering the space, what transactions were 
expected, what was the purpose, how would they benefit? I’m not sure I saw anyone 

read the statement when it was posted in the front window.

During the early morning of Wednesday, the artists statement was placed on a music stand 
illuminated by a reading light on the street at the front of the building while a performance 

was underway around it. As the day brightened, the sign was brought back inside. 
However, the whole sign including light found its way back onto the street early afternoon 

and I began to notice people pausing to read the statement. Throughout the day more 
people entered the space than had done previously. The music stand-statement-light object 

suddenly seemed extremely important and useful in communicating some basic ideas, 
a story, an introductory gesture, seemingly putting people at ease in knowing what 

to expect inside and welcoming the curious. 

Even if that visitor’s expectation was now “oh, that’s some kind of art thing, so we know that 
we can behave in a manner undertaken in our previous experiences with art events, or in 

ways that those art events have allowed/encouraged us to behave”, now at least there is an 
offering, to begin with, that says; what happens in this space can be taken up as a journey of 

experiencing an ‘art performance’. 

Carmen Chan Schoenborn.
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 The notion of attracting an audience to a performance is complicated by my personal 
history of experiencing that endeavour as an external and internal pressure. Externally, as in the 
demands of a venue operator/host, and internally, as self-talk that says, ‘if there is no audience I 
am not being appreciated/valued’, and, ‘the performance itself does not exist if there is no audience’. 
But in this context, the issue was not to get the passers-by/public to come inside the gallery and 
become an audience to an art event, but rather to put our performative presence and activity 
there, in a way that any other shop/activity in the street puts their business there, although we 
have nothing to sell, to convince people of, or to demand anything from. 
The manner of our activity and its content softly challenges the visitor to realise their part in the 
performance or non-performance, unless they happened to attend one of our scheduled, specific 
performance events. In which case, they might likely feel more comfortable in the regular guise 
of an audience witnessing an art event.

Fitzroy was once one of Melbourne’s most ‘down-and-out’ areas and some passers-by, due to 
their particular appearance and behavior, reminded me of the privileged nature of our activity, 
that we do not have the immediate pressure of being homeless, hopelessly addicted or ill and 
we can luxuriate in engaging with something that nourishes our spirit. As I have spent a life 
engaged with arts practice I struggle to imagine how, even if homeless, I would not have a place 
for artistic expression in my life, though inevitably the content and manner of that expression 
would be different.  

The artists statement read;
OUR RATIONALE;
“As artists, we have our respective processes to help prepare for performance. Whether 
we perform in an enclosed space, a public one or outdoors, and whether we perform with 
instruments, tools or just movements, something particular is required from us to transition 
from non-performer to performer and back again. Sometimes the brain takes on the role of a 
performer longer than necessary and leaves the performer/common person confused – until 
we are brought back to the non-performers space.
Our intention is for the residency to be both a private and public event – as well as neither 
one nor the other – exploring our everyday lives between the non-performer and the 
performing artist. When does one become one and not the other? What is the difference 
between the ordinary being and the performative being?
We would like to create a conversational space within and about the performance space and 
attempt to articulate, through selected media, the shift of energy that is an integral part of the 
processes of our respective practices.
Other ancillary themes we would like to explore during the residency include the relational 
link between us and the hosts at Conduit Arts (guest artists may also be involved); the 
perception that such relationships seem to be subservient to the “work”; and, what happens 
to these relationships and individual mindsets during the performance.”

To be considered an artwork is a matter of PERSPECTIVE, INSIDE OBSERVING OUTSIDE 
(performer’s observation/listening as the artwork), the doorway as the space between, as 
INTRODUCTION to whatever is happening, experiencing the conditions of PERFORMER/ NON-
PERFORMER as flexible and shifting.

The gallery window is where the on-looker peruses the artwork inside to ascertain if there may be 
something of interest and so deem it worthy of entering the space. I had not thought of the reverse, where 
the artwork peruses the scene looking out, as the artwork tends to be a static non-human object rarely 
affected by the outside goings-on. As we were the artwork we were able to view and hear the passing 
scenery and be affected by it. This immediately vindicated my idea of bringing less into the space, making 
us susceptible to the energies and the theatrically framed material passing and unfolding before us.
Of course, people in a space (that is not immediately understood as a gallery) not obviously presenting 
artworks in a conventional way, neither performance nor exhibition, is perhaps somewhat confusing 
and challenging to interpret for the onlooker. So, there is an inherent tension in our presence, we are 
creating an ambiguous space that hovers between public and private, performance and non-performance, 
yet we wish to encourage passers-by to give our presence some kind of consideration. We discovered 
that placing the music stand-artist statement-light object on the street in front of the gallery suddenly 
seemed extremely important and useful in communicating some basic ideas, a story, an introductory 
gesture, seemingly putting people at ease in knowing what to expect inside and welcoming the curious.
The issue was not to get the passers-by/public to come inside the gallery and become an audience to an 
art event, but rather to put our performative presence and activity there, in a way that any other shop/
activity in the street puts their business there, although we have nothing to sell, to convince people of, or 
to demand anything from. 
The manner of our activity and its content softly challenges the visitor to realise their part in the 
performance or non-performance, unless they happened to attend one of our scheduled, specific 
performance events. In which case, they might likely feel more comfortable in the regular guise of an 
audience witnessing an art event.
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          gather GAIP (Generous Acknowledgement of Individual Process) 2016, 24-hour event   
         [May 14/15 at Testing Grounds] [video 1, video 2]

 Today is Wednesday May 11, 2016 and I have been in bed since the previous Sunday 
with virus, flu, etc. I need to teach tomorrow and Friday and I am hoping I’ will be much 

improved in preparation for this 24-hour performance. 
I have been feeling bereft of creative vision and energy 
for some time now, no interest in the mediums that have 
always motivated me; music and visual practice. 
Now, being physically unwell enhances that feeling, a kind 
of drained emptiness, not an energised emptiness full of 
potential and possibility that I have spoken of before. 
I had imagined entering gather with little or no equipment 
and no thoughts of what to do or what others may bring. 
Again, based on previous experiences and resolutions, 
satisfying myself that if no one else came that would be 
ok. Now, I really do know that I will be attending gather in 
a state of emptiness that I have not experienced previously.

For the ‘un · habited space’ performance with Carmen Chan Schoenborn at Conduit, I had 
determined not to take in too much material, or plans, to keep myself as available and accessible 
as possible to whatever might incidentally happen over the three days. I found this strategy 
effective and rewarding, and so I have been encouraged to continue this approach into gather.
As I am feeling at the moment, this strategy of turning up ‘empty’ for a performance has now 
an added dimension, as I feel physically incapable of ‘doing’ anything anyway. Still, if I am able 
to get there, it will be an experience I have not had before and undoubtedly will provide a new 
perspective on what ‘performance’ can be for me.

Tony Yap’s trio (with Jonathan Rainin, Reuben Lewis) helped create a sense of ‘occasion’ – 
that there is indeed a ‘performance’ underway. Apparently, their theme was stillness, which 

did not seem to last long, perhaps it was 
about coming out of stillness into activity 
or finding stillness in activity. This event 
did have the effect of marking a beginning 
to the 24-hour performance, drawing 
in other participants. Jordan (White), 
Caitlin, David, and Lisa (Dethridge) all 
joined in at times adding some spark and 
unpredictability. I spent the entire duration 
observing, as I felt not enough energy to 
participate.
My reflections may be wayward as I was 
unable to have a clear perspective. There 
may have been a break at which time 
Tony’s trio departed and the remaining 
participants were joined by Clinton 
and Carmen boosting the energy and 
continuing into the small hours of the 

o

Reuben Lewis, Jonathan Rainin (floor) and Tony Yap at gather

morning. The fire helped keep us alive, I certainly 
remember feeling that for myself !
Again (as in Clinton Green’s “12:00->00:00” event), what 
happens when conga player, enthusiastic and 
engaged, plays on interminably and my responding 
feeling of tedium then turns to aggravation? 
I could leave, but I didn’t want to withdraw 
my energy from the other performers. This is a 
challenging phenomenon revisited in these open 
and invitational performances and a component of 
which I am yet to find any satisfactory resolution, 
except acceptance or removing myself from the 
vicinity of what I deem too unpleasant, too difficult 
to endure. As noted, on this occasion I was too 
unwell and fatigued to even bother moving.

At some stage, late on Saturday night I had begun 
drawing on a paper scroll the phrase ‘attend(ing) to 
what is neglected’ which had suddenly appeared a 
few days earlier in a drawing I was working on. I 
suspended this from the container studio’s ceiling, 
hanging to the floor, placed a candle in front of 
it and a bell and other small candles around the 
perimeter of the room. It certainly created a 
welcoming and serene atmosphere. 

The stream of traffic on City Rd. next to the block seemed like the ‘elephant in the room’, it 
was something that if anything I tended to ignore, a stream of relentless traffic seemed toxic 
and inaccessible. After Clinton’s comment about the passing car and public transport traffic at 
our Conduit event last month, where he pointed out that they were indeed an audience and 
the turn of a head at the right time could impart an unexpected experience for the commuter, I 
understood the traffic now as an opportunity. 
So I determined to erect a sign on the fence to make use of that massive audience passing by so 
closely without any knowledge of what they were passing. Jordan and David helped me erect 
the slapdash sign in three parts. Our activity drew shouted comments and questions from late 
night revelers in the stagnant traffic.

Scroll, RW at gather
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The few participants remaining eventually collapsed in the early morning, led by me, feeling 
particularly nauseas and needing to lie down. I think I may have slept for an hour before catching 
the beautiful early morning light, a sight not often beheld.
I recall some very engaging conversation with Joseph (Norster, Testing Grounds) on his new 

ventures at Siteworks and the old quarry 
in the Otways, and Melbourne parks 
and gardens planning for the next 150 
years.
Jordan’s commitment to the 24 hours 
(he was the only other person to do so) and to 
consequently providing me with moral 
and practical support was extraordinary. 
He was troubled somewhat by the lack 
of participants and we had some useful 
conversation around the topic as this has 
been and still is an issue of importance 
to me.
The morning and early afternoon were 
slow and somewhat of a struggle for me 

with tiredness and nausea taking hold. Juana (Beltrán) had made the comment over the phone 
that whoever comes will probably turn up at the end of the event. Indeed, this was the case. 
By late afternoon, as I was arranging empty chairs, Gary (Butler) arrived and began playing his 
guitar. Soon Candice (Boyd) and daughter joined in with cello and camera. 
The returning Clinton and Carmen, Marlène Habib, Adrian Sherriff all created quite a party, 
but I was finished. I considered I had arrived at 5:00 pm. the day before, so I could depart at 
5:00 pm. Sunday making it 24 hours, such a stickler I thought, yet somehow important for me 
to endure. 
I overheard Adrian commenting on Jordan’s being asleep in performance; “that’s not perfor-
mance because you were not conscious”. My immediate response was to defend Jordan by saying 
that the preamble for gather stated,

gather participants are invited into a shared reality where every occurrence within the 
boundaries of Testing Grounds (and, if desired, beyond those boundaries) for the duration of 
the gather event functions as performance. In this sense, there will be no separate body 
called ‘an audience’, as all in attendance will be actively participating.

I read this as an understanding that whatever transpires within 
that time frame and space be understood as performance; the 
actions of person behind the bar, the families with young 
children who use this space as a Sunday playground, the 
odd pedestrian who takes a short cut through the grounds, 
the after-work drinker needing a beer, the performing artist 
catching an hour’s sleep, etc.
As I was saying my goodbyes I came across Tony (Hicks) who 
had turned up and was playing flute amongst the gathered 
remains. It was encouraging that some performers considered 
it relevant enough to be present for even a small portion of the 
24 hours.

Sleeping on stage, Caitlin at gather

Being physically sick, the performance became a matter of how best to survive the 24 hours. An 
endurance test, to be available and public, when what I wanted was to be unavailable and private. 
Strangely, this was a performance of the most vivid kind because all pretense to any condition 
other than the one I felt, that is being ill, was stripped away. How fortunate I was to have the 
companionship of Jordan. 

ill-health, psychological and emotional distress, all conditions existing within the PERFORMATIVE 
FRAME of time and space are part of the ‘performance’, suboptimal conditions, apparent uneventfulness 
and ORDINARY LIFE can still constitute a performance. 

Being physically sick, the performance became a matter of how best to survive the 24 hours. An endurance 
test, to be available and public, when what I wanted was to be unavailable and private. Strangely, this 
was a performance of the most vivid kind because all pretense to any condition other than the one I felt, 
that is being ill, was stripped away. 
I overheard Adrian commenting on Jordan’s being asleep in performance; “that’s not performance 
because you were not conscious”. My immediate response is to defend Jordan by saying that the preamble 
for gather stated,

gather participants are invited into a shared reality that every occurrence within the 
boundaries of Testing Grounds (and, if desired, beyond those boundaries) for the duration of 
the gather event functions as performance. In this sense, there will be no separate body called 
‘an audience’, as all in attendance will be actively participating.

I read this as an understanding that whatever transpires within that time frame and space be understood 
as performance; the actions of the person behind the bar, the families with young children who use this 
space as a Sunday playground, the odd pedestrian who takes a short cut through the grounds, the after-
work drinker needing a beer, the performing artist catching an hour’s sleep, etc.

Clinton Green, Mat Robb, Marlène Habib, Carmen Chan Schoenborn, Jordan White, Adrian Sherriff at gather
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         INTERSECTION2 [May 19, 2016 at cnr. Swanston and Latrobe Sts. Melbourne] 

 As I was very unwell, I sent an email to invitees to say that chances are I may not be 
attending the event. I was determined to teach the 
Free Play classes scheduled for Thursday and Friday, 
so I partly wanted to reserve any energy I had for 
this responsibility.
I also had a car problem that morning which created 
a variable in terms of time. But as the morning 
arrived I found the desire and will to commit to 
what I had set in motion. I was also bolstered by an 
email the previous night that read; “Get well soon, 
Ren. I’ll be there. Clinton.” I know Clinton as a 
somewhat dogged character and with the forecast of 
rain and cold, I found the simple email motivating. 

I was late, but eventually arrived via tram at around 11:40 am. Clinton had texted me some 
images of the intersection perhaps to encourage me that he was carrying out the performance, 
and not knowing I was on my way.

Upon arrival, I immediately set about traversing the intersection in a clockwise direction, 
dutifully waiting with all the other foot traffic at each light. They all seemed to change at a 
consistently even duration, something I had not observed previously. On about the third cycle 
I noticed Clinton on a corner with phone held aloft (making a series of audio recordings from each 
corner). As I crossed the road and stepped up onto the footpath I placed a hand on his shoulder 
and paused for some time, neither of us speaking. I noticed a man in front of me who had turned 
around seemingly bemused by what he may have thought of as a random encounter between 
two strangers. This encouraged me not to speak, eventually whispering greetings to Clinton, but 
it was a delightful moment of perceptual ambiguity, I had reckoned.

Clinton and I then perambulated in a constant clockwise direction at a gentle pace, due to 
my condition, pausing with our fellow pedestrians at each red light, continuously for about 
45 minutes. Despite the throngs of people surging toward us on each crossing and having to 
negotiate a path to the other side, our activity developed its own rhythm, as did our conversation. 
It was a gentle experience, something I did not expect. I had expected an endurance test of sorts. 
I also found our conversation helpful, as I was able to ruminate and air some concerns about my 
performance practice with a knowledgeable fellow practitioner and spacious listener. 
The time passed by easily and I realised on the return tram journey that I was indeed energised 
through the shared experience.
    

o Performance as a commitment to be PRESENT at a certain place and certain time. 

         FREE PLAY 2016 semester 1 [May 2016 class experience]2

 I have begun to challenge the Free Play students more.
I asked them to listen to the sound of a polystyrene ball being rolled along the carpet. 
There is little obvious sound from this event, especially elusive when trying to separate it out 
from the sonic background activity. But where there is movement there must be sound, and 
where there is sound there must be movement. My point was to get ears and attention focused 
on this action, to encourage an attempt to listen, to hear something that may not produce an 
easily audible sound. Tracking the ball rolling along the carpet, attempting to hear, imagining 
what its sound maybe. This is a direct challenge to the intellect; there is no obvious sound here 
so what’s the point in listening, in paying any attention. 
This idea of paying attention to the (practically) inaudible (and visually to the invisible) emerged 
through the first two sessions of FP this semester when I was persistent in assuring students 
that they did not need to bring anything in excess of themselves to this performance. I said to 
them that it was OK just to be there together listening, that all sorts of sounds were already 
existent in the environment, but were also being produced by them even if difficult to perceive 
and that this combination of elements could well constitute their ‘performance’.

This exercise is designed to encourage a reduction of expectation and pressure for the student 
within a performance situation. It also challenges the conventional notion of performance 
as something different from being, and assists in the concurrent goal of this task, practicing 
presence. “You are perfect as you are, nothing more is needed to be present and to perform.” I am 
saying you are able to breathe without effort, you are able to live without effort. I am trying to 
establish a performative base of ease of being, from where we can then explore and extend, that 
is, an acceptance of self as is, (fearful, anxious, excited, distracted etc.) in whatever condition may exist, 
to be understood as a natural part of performative experience. In accepting our condition and 
accepting it is ok to listen and be present to the moment and that that is a valid and meaningful 
contribution to the performance, we often find an eventual dissolution of any impediments to 
a satisfactory experience.

In challenging our ears to hear something, we gather our attention and scan the soundscape  
attempting to discern particularities. If at first nothing stands out of the aural terrain, we then 
try to focus in on more subtle levels of sound, poised in an alert condition for some difference 
to be noticed. This is a prime state for exercising our perceptive powers. The sound may be 
inaudible to our hearing at that time but this does not mean we are denied AN experience. 
In focusing our listening and perceptive powers, scanning the sonic environment for a particularity 
we are opening ourselves to subtle perceptive experiences.
Another task I set, is just prior to a sounding performance I ask the participants (and the audience) 
to close their eyes and feel the energy of their co-performers, to focus in on the energy of the 
others and to assist negating the evaluation that so readily accompanies visual activity. This 
simple device enabled many students expansive listening/performance experiences.
  

2  Free Play is an improvisational sound and performance class begun by Alex Perout and RW at the VCA-MCM University of 
Melbourne.

o
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My response to final Free Play concert May 2016,
 

Astounding experience, even when assessing, observing, listening to young people’s expression 
in a form and manner 11 weeks ago they had no awareness of. Occupying the space, comfortable 
in their own skin, excited by the notion of ‘perfomance’ outside the classroom, still aware 
enough to ‘play to’ each other, to leave ample aural space, to not be too timid – dynamic whilst 
exhibiting self-discipline, to understand and incorporate the moving body, to refer to ritual 
through repetitive actions, to be responsive and generous with one another. The laughter and 
joy expressed upon completion was delightful as well. WOW!

“non-performers and non-artists” are entirely capable of SELF-DISCOVERY and new dimensions of 
SOCIAL RELATION through the processes of sound-making and performance.

Free Play class final performance, May 2016, VCA University of Melbourne

         THIS Ensemble ‘seeking something’ [August 5, 2016 at Cross St., Moreland City Band  
         Hall, Brunswick] [video] 

 It had been many months since THIS Ensemble had gathered and over a year since we 
had played at Cross St. A 
number of newcomers had 
been invited. There were no 
directives given, except start 
time.
My set up was more 
complex using laptop, 
guitar and headset mic 
through the Bose system. 
I felt very methodical and 
calm during set up. Went 
for pizza before starting 
and when I returned there 
were a few regulars setting 
up (even underway, perhaps?).
This time participants 

entered the proceedings in a staggered fashion, adding layers of relation as we progressed. It 
appears that sonic continuum has become a feature of our long durational performances, set 
in motion and allowed to remain or interrupted occasionally. The continuum does go toward 
setting up a perpetual and particular type of environment, which could foster a sense of security 
or ongoingness and so a familiarity for those newly entering the performance. The drone is also 
a well-known device in inducing trance-like states. 

There were indeed a number of newcomers, some invited, some friends of performers or 
uninitiated audience. I was really heartened by the listening and observation of the apparent 
audience and then the gradual participation of some who felt so moved. As this performance 
extended over 8 hours there were plenty of comings and goings and I noted how continuous, 
smooth and connected the performance seemed even with the potential disruptions. 
Whatever THIS Ensemble originally was had dissipated and dispersed amongst the ‘audience’, 
or the audience had dispersed amongst THIS Ensemble. Performance as a legible, cohesive 
whole diminished. An outsider entering the space at this point may not have readily understood 
the activity as a performance underway. The extended duration encouraged a rising and falling 
of intensity between participants that itself set up an organic rhythm, a buoyancy sustaining 
lives lived in performance.

EXTENDED DURATION and AUDIENCE PARTICIPATION opening out the conception of A 
Performance.

o
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         THIS Ensemble ‘this is the moment’ [October 7, 2016 at Cross St., Moreland City Band 
         Hall, Brunswick] No review.

         Artist in residence [November 2 – 30, 2016 GAIP at MIM, Museum of Innocence 
         Mildura] [video 1, video 2, Clinton Green video]

Preamble to GAIP at MIM

In wanting to construct performative opportunities within a broader social (and even unfamiliar) context, I submitted 
proposals for an artist-in-residence in northern Thailand and Hanoi (both of which were accepted). I had been arguing 
about this in my mind for many months before concluding the only way to know if this adventure would be worthy 
is to act on it.
Sometime and somewhere along the process of thinking through the activities I would be undertaking in Asia, a 
thought entered my head about a residency instead, in Mildura, a small rural city in northern Victoria.  Almost a year 
earlier, I had a conversation with artist Domenico de Clario regarding his proposal to set up a Museum of Innocence 
in Mildura. An idea was expressed that I attend as an artist-in-residence when the museum was finally set up and 
under way. 
During a visit to Mildura in June 2016, Domenico had suggested the idea of proposing to the Mildura Art Gallery a 
retrospective exhibition of my deceased father’s work (Wesley was born in Mildura, the gallery already had some of his work). 
Of course, I thought this was a good idea, but six months earlier I had offered to gift some of my fathers’ work to the 
gallery and was met with an unenthusiastic response. So I doubted there would be any interest and I was not willing 
to expend energy in the attempt to gain it.
The morning after this idea had been raised, Domenico called asking if I could attend an appointment with the 
creative director of the gallery that afternoon. My partner Juana and I went along expecting an indifferent response 
but instead we found genuine enthusiasm, with the assistant director suggesting Domenico himself be curator of 
a major survey of Wes’ work in 2018 taking the whole gallery and including performances. She was so instantly 
embracing of any ideas we put forward it was simply overwhelming.
Also on this visit to Mildura, Juana and I joined Domenico at his ‘ritual burial site’ (of family heirlooms and possessions on 
a friend’s property at nearby Irymple) for an event that celebrated a rare celestial occurrence. His invitation described our 
pending performance as an “all-night vigil, presenting a series of improvised sounds and actions to a gathering of 
friends, in response to the conjunction of solstice, full moon and burial.” 
This was a potent and powerful event/occurrence, deepening my sense of relation and connection to place.

o

o

Toward the end of 2015, THIS Ensemble undertook a travelling performance through the Wimmera region of Victoria. 
It was a very special experience that continues to resonate, the right action at the right time.  A month or so later, I 
ventured to the same area continuing north to Mildura and areas beyond to where I had been with my father as a 
young boy on camping trips. I selected some locations that felt appropriate and conducted rituals for myself around 
dispersing my deceased father’s bodily ashes. I continued this activity over the next few days with two friends, 
Clinton and Michael.  Again, feeling and creating a bond with place that has had a deep and lasting effect on my 
being and my creativity.
So, my relation and connection with Mildura is clear (there are still relatives living in the area) as it is with Ballarat (in a 
similar direction from Melbourne) where my father grew up and my sister now lives. The north-westerly ‘pathway’ from 
Melbourne through Ballarat, Wimmera, Mallee, Mildura is beginning to feel like my own (and shared with close friends) 
version of an indigenous ‘songline’.

I was in the process of organising another trip to the region with THIS Ensemble in November 2016 before going to 
Asia for the residency and was communicating with Domenico about including Mildura in the itinerary and offering 
Free Play type sessions to the public (a sound and performance class I teach at VCA, University of Melbourne), when it occurred 
to me instead of Asia why not undertake an AIR in Mildura. This idea prompted Domenico to revisit the neglected 
proposal he had put to Helen Vivian (of the Palimpsest Festival and Arts Mildura board) in November 2015 for establishing a 
Museum of Innocence in Mildura (hopefully at the ADFA building, headquarters for the now defunct Palimpsest Festival).
Domenico’s original proposal, including an update and my AIR idea, were sent to Helen who responded favourably 
to the whole package. Consequently, I visited Mildura for a month in November 2016 as the inaugural artist-in-
residence at the new Museum of Innocence Mildura.

The following notes are selected from a diary kept of day to day goings-on during the MIM 
residency.

2/11/2016 – The ADFA (Australian Dried Fruits Association) building, with its rabbit warren 
of rooms and corridors, had been disused for a long time so after my initial inspection of the 
premises it occurred to me the most immediate issue was to clean, to refresh, air out, so I set to 
work sweeping the very large front room, dusting, sweeping the footpath, the cobwebs above 
windows, mopping, etc. 
I have been sweeping gallery/performance spaces since CURRENT in 
2013 and experience it as a fundamentally important activity in paying 
respect to place, performers and audience. Sweeping is functionally 
performative and can be meditation in action. It is so ‘everyday’ 
that people feel free to stop for a chat or issue a quick comment and 
as such can work as a gentle introduction to the ‘conversational’ space 
I was hoping to create.

I immediately understood a neglect/ abandonment about the 
place and the sadness that is a response to that. The sadness prompts 
me to action, that is acknowledging the condition and recognising 
this is my starting point; to heal, to start something new through observing and listening, no 
formulations, no concepts, no imperatives. Something emerges because of the listening and 
attention to what exists. 
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Stefano (de Pieri), Dom and I walked through the space and as we ventured into the garden 
annexe Stefano became upset about the dryness and bad condition of the vines and plants and 
immediately turned on the tap. As the water gushed out, cascading down the path we dug little 
furrows directing the water to base of the vine stalks. I then realised the care of this garden was 
a very good place to start the process of rehabilitation (enlivenment).  
I could not just pull out materials and begin to draw. It seemed clear also that simply cleaning 
the spaces of dust was a way of familiarising myself with the space and its corners, of coming to 
know through a mundane, physical interaction with the environment. Investing a degree of care 
into this container and supporter of future work.
Cleaning outside the building and sweeping in the street was a small opportunity to share a 
word or two with passers-by and enact a possible notion of what it was I was doing in this place. 
This was to become a little troublesome in my mind as time passed; to what extent and how was 
I to reach out, communicate, engage and draw in people from the surroundings? Was any effort 
to reach out even necessary, was simply occupying the space and occasionally travelling into the 
surrounding environment enough for an artist-in-residence?
The idea of introducing the new MIM and its activities to the town was discussed and my 
multi-faceted interests and practice were considered to be initially appropriate in foreshadowing 
future activities. Consequently, I felt a degree of responsibility in setting the tone and agenda 
and getting this venture started on the right foot. 

A late-night encounter on my first evening in the space was perhaps the most poignant 
experience of the residency. The woman, a deep feeling, melancholic character stumbled upon 
this unlikely space that welcomed her without wanting to sell, to demand, to convince, she was 
just able to be herself in the space. 
I invited her in after she had been reading the info posted in the window for some time. ‘What 
is this?’ she asks, I say it’s a beginning and proceed to tell her a short story about GAIP and how 
this gallery came to be. 
After hearing the story, she said “this place and you are what the world needs more of ”. She 
said this is a good place for the elderly and the lonely – like her. Her name is Cathy, she had just 
gambled away $400 on the pokies after arriving just now on the bus from Melbourne. She still 
struggled to believe that this was a place to just be in, to be creative or to sit without a purpose. 
“Can I give you a hug?” she said, “you’ve made my night, I think you must come from up there!” 
I said come back tomorrow as she went off with tears in her eyes.
It was a gentle encounter not to do with ‘art’ but to do with listening, space, time and human 
presence. The space and the time provided a momentary sanctuary to counterbalance the 
brutality of the pokie venue, and perhaps also to allow Cathy to feel what had transpired in her 
day more acutely. 
To meet Cathy in this way at the beginning of the residency seemed auspicious, as my practice 
particularly in terms of my PhD research, is becoming more open to a broader social setting 
and engagement and this residency was always going to be an opportunity to in some way, 
investigate that. As an artist-in-residence with a connection to traditional art forms, I foresaw a 
tension and a curiosity in the space between working within traditional mediums and working 
with a social, non-object oriented engagement, understood as an intersection of performance 
and everyday human sharing. 

Before I had an opportunity to consider the paintbrush or guitar, I was negotiating a dynamic 
human encounter with an outsider, uncovering a value in each other and the space within which 
we were without premeditation, just moving with the unfolding of time.
As she left I had felt the space and our sharing was a salve to our spirits and that my painting, 
music and soundplay workshop were also opportunities to salve the spirit for me (and, it was hoped, 
for others who participated). I do often think of work, whether it be sweeping, painting, practicing 
or conversing as an opportunity to ‘heal’, to settle the spirit through a quality of unambiguous 
energetic application to the activity. The healing can be understood as the realisation of a potential 
and that realisation can be triggered from within or without. It may be the manifestation of an 
object. It may be an undertaking of a process. It may be through the incidental, the accidental, 
or the purposeful and all stages of the realisation of this potential can be conscious, subconscious 
or unconscious.
Through experience, I have understood that this idea of the creation of a condition of healing 
through a realisation of potential can include the non-work of just being. Just being with oneself 
and being within the prevailing conditions of a given situation.
3/11 – Found out today that the building will unlikely proceed as the arts hub Domenico had 
desired. Still, all I can do is my work and not be distracted by the things I cannot influence. The 
best action is to transform the space NOW. Set up the PA and started playing electronics near 
the main gallery door so the sound spilled into the street. Put up large drawing and lit it. Set up 
rake/string shadows in the main window. Left the electronics pumping as I went to dinner, it 
created an amazing atmosphere. Played some acoustic guitar, sounded beautiful, but the drone 
of the ‘machine noise’ from the kitchen is hard work.
I do not need to put myself under any pressure to do anything except live my life in and out 
of the gallery. I understand that I don’t know what I am doing overall, I just do what I do as it 
comes. And, this is how I like it.
4/11 – I had not anticipated the effect the two artists exhibiting in the inner gallery (organised 
prior to MIM being established at this venue) would have on me. There was always one of them sitting 
in the main front gallery (where I was mostly situated) everyday between 11:00 am and 6:00 pm. 
(their presence continued for 11 days, not the week I was told initially) and I found this a challenge to my 
ability to come to terms with what I was doing. I found it difficult to process experience and to 
think spaciously around how to proceed.  
Then I had the thought that I would use this excuse (of the gallery sitter) to allow me to venture 
outside the town for some of the time whilst they occupied the space. This fitted in well with 
the thought of small regular rituals like a recording of guitar every day, a meditation every 
day. Perhaps I will gradually accrue little irregular rituals that help to create an inner stability, 
as I attempt to understand what I am doing/not doing here. It seems that if I can stay with 
the uncertainty and floaty-ness, small understandings emerge periodically, solutions to little 
problems, anxieties or not-right scenarios.
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The vibe of the (numerous) back rooms is 
starting to receive my attention. It is actually 
healthy having the other exhibition installed 
in the inner gallery, the work and attention 
there. The lights (Domenico’s coloured fluoros), 
upturned church pews, incense, etc. are help-
ing the other spaces (away from the main room). 
I realise these rooms will eventually become 
more-than themselves and the energy of 
neglect will be transformed. 
It has already begun.
   
That night, the soundplay workshop began 
with a listening meditation in the church pew room, seated in a circle. The sound bath and 
performances took place in the main studio. There was a very quick uptake of the textural 

pleasures of the percussion objects and 
other sonic possibilities of the space 
itself. Some strong experiences were 
had. One woman, Gwen, after sitting 
with eyes closed in the middle of the 
space being bathed by mobile percussion 
sounds from all around her, claimed she 
felt as if her body had physically moved 
toward the sound she was listening 
to! This was astonishing for me as 
well to hear a novice describe such an 
experience. I also began my sonic diary.

5/11 – The next night only one person, Isabella, turned up for the workshop. This, with a number 
of other organisational factors contributed to a feeling of being in the wrong place at the wrong 
time, however what evolved as we were waiting for others to come was genuinely creative and 
elucidating. We spoke about vibrational affect, how spending time in a place can affect the 
experience, the feeling of a space, for now and the future. I set up some electronic music and she 
seemed to be really happy just being in the space. Through taking photos we discovered shadow 
images. She got involved hanging paper, painting, reading, listening, talking. We finally made a 
video.
I later noted to myself that my mission is to revivify, to vitalise, to put a presence in the space 
that is actively creative for its own sake, for its present-ness, for its exploration of the now (with 
its streams from the past and into the future). Engage the locals in this activity. 

Centre studios at MIM

soundplay instruments

images of Isabella Greco at MIM

6/11 – Finally leaving the space for a drive into the bush really helped with my orientation. 
Reminding myself where I was, geographically, not just cooped up in an anonymous indoor 
space in and anonymous town. 
However, the experience did seem to underline a tension I was feeling about ‘lost opportunity’. 
I wanted to get on with whatever I was here for. The desert was so inspiring and expansive but 
MIM felt like a confused and claustrophobic space within which I was waiting for something 
to happen. I had a strong sense of responsibility to be visible and accessible; where is this AIR, 
what is he doing, what is the reason for his presence? The exhibiting artists used the front space 
almost as a foyer, greeting and conversing with visitors and I found that coloured my experience 
dramatically, struggling to feel what lay beneath or outside of their activity, not able to see where 
I might go with this MIM opportunity.
The response to this dilemma kept returning me to the moment; be present, don’t put pressure 
on myself to ‘produce’, just be patient and ready for the moments of clarity that come often 
when one has no expectation. Returning to caring for the garden and other small ‘rituals’ is one 
way of negotiating the anxieties of purpose. These artists occupy the space in their own way, 
whether I like it or not I am collaborating with them, just play my part in a way that makes sense 
to me, and the whole thing will be as it is. What more can be done?

found object outside Mildura
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7/11 – I finally began working visually at night and this became a pattern for the next week. 
However, it made me get up later the next day. I gradually understood that most passers-by were 
around during the morning (because of the heat) and this was when I should have the doors open 
and be accessible. Due to the pattern of working late I was missing out on possible visitors. 

I decided to place a speaker outside to project some periodic and random sounds into the street 
in an attempt to stimulate some curiosity or conversation. This helped me more than anyone 
else! I had been working on a drawing brought from home that was unfinished. There were some 
beautiful areas that could only be achieved through intense, layered work but it is also possible 
to overwork or for the whole of the drawing not to reflect the integrity of just some parts. This 
is indeed what happened here and after working on it for a number of days I decided the best 
thing was to throw it out and waste no more energy on trying to solve this particular problem. It 
seemed the process of working on it was the important thing (autotelic). It got me going again, 
helped me reconnect with a creative process and to connect within self.

9/11 – Visited by the ArtRageUs3 group today. So good to have these folk excited and enjoying 
themselves making sounds in the space. It is what this place needs, bringing some life to the 
neglect.
11/11 – Attended the opening of Catherine Threlfall’s creative learning space in Merbein4 
and met farmer Robert Cooke from Walpeup near the Underbool salt lakes who expressed an 
interest in having THIS Ensemble perform in his grandparent’s hut at the property, so plans 
were made.
Domenico and I sat on his verandah to witness the most spectacular thunder and lightning 
show I have ever seen, for more than 2 hours5. Included golf ball size hail stones and extreme 
downpour, and continuous sheet lightning. Staggering and frightening. 
13/11 – Domenico and I played music at MIM as a public event. The performance was very 
delicate and the audience ended up participating with the percussion objects I had laid out 
and encouraged them to use. This can be risky as the inexperienced can derail the performance 
particularly through the inability to listen, thankfully this did not happen. Very happy to have 
people expressing themselves in the space, it seems so simple when it happens.
14/11 – The official sign in front of the MIM building with my name on it and general notion 
of being an AIR is completely foreign to me. I am unused to people considering me, and looking 
at my work, as that of an ‘artist’. Conceptually I was comfortable with the notion of being on 
display to the public gaze, of understanding that all being within and about MIM be read as 
performance by me and the world outside, even if it could also be read as someone going about 
just living. But I was also curious as to the extent that this would challenge me. Was I going to 
be constantly conscious of being ‘in performance’, if so, would that inhibit my artistic practice? 
Or, could I forget about ‘performance’ and just live my life even though I was on display? 
My visual work has always been made in relative isolation, I have not even exhibited it to the 
public. Perhaps because the process of painting is not commonly viewed as a performance by an 
audience I was eventually able to become absorbed in the activity of painting, which included 
long periods of observation only, not preoccupied by who may have been watching me. This was 
a new experience and one I was pleased with.

My musical activity has largely been about either conventional performance where there is a 
clear performer/audience relation, or domestic music making where the performance is for the 
performers and whomever else may be incidentally present. Recently, there has existed a kind of 
hybrid performance that lies somewhere between the conventional and domestic attitudes. But 
musical work has also been about a technical/conceptual practice away from the public gaze. 
It is this activity that proved the most challenging for me to find the ease of enacting in this 
publicly exposed space. It was ok to be working on technical studies when a listener was passing, 
but if they lingered I immediately shifted out of a state of analysis/experimentation/rumination 
into an awareness of who was listening and what I was doing in relation to that. This condition 
did not diminish over the course of the residency.
15/11 – Now that the inner space had been cleared, I found the going much easier. Suddenly, a 
large painting (apparently unfinished) I had brought with me resolved. Through my activity of bone 
collecting I understood it to be about bones, painted on the paper, suspended in front and piled 
on the floor. I had not seen it like that before. 

3  A group of mostly young people of diverse physical and mental capabilities gathered together in arts practice at the Christie 
Centre, Mildura. http://christiecentre.com.au/artrageus/
4  Sunraysia Arts and Learning creative workshops.
5  Became a severely damaging storm destroying many local crops and structures. Recovery efforts continue more than three 
years later.
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I discovered an array of ‘sonic objects’ at the local tip, which was very exciting, happened easily 
and cost me $5 only!  A young couple was drawn inside by the sounds I was pumping out into 
the street. We had an extended conversation around my purpose at MIM and they left intrigued 
and excited. As I wrote in my diary, it was beginning to become clearer to me that;
It’s OK to not know.
It’s OK to spend a lot of time trying to tease out something from an image and end up chucking 
it.
My presence and inner engagement with the space is enough. In the meantime, doing my work 
with guitar/drawing/editing/sweeping/garden/etc.
This had been a day where an energy that had been unsure and somewhat confused suddenly 
found a sense of flow and connection.
The next day I went out bone collecting again and was reminded of how important it was for 
me being in this country to actually leave the confines of MIM and the town and, five minutes 
later, be out in the surrounding semi-arid landscape. Here is the context of whatever may be 
happening in the town, not necessarily directly, but like a frame may hold a picture. As time 
passed I more and more understood the impact this land was having on me, my processes and 
the work produced. 
16/11 – Whilst out bone collecting I came across other stimulating surprises, which fired my 
imagination and consequently produced fresh work. This really was a turning point today, the 
creativity began to flow, it now feels more like I have crossed a threshold. 
So much water lying around in this usually arid place is a strange sight. Emus, goannas, hawks, 
hares, roos and a dingo, all happy I am sure!
The MIM sign suddenly illuminated again, I noticed it around 11:30 pm. No one had been 
able to work out how to illuminate the sign and today it suddenly lit up! It did indeed feel 
synchronous with my own inner condition that seemed to have suddenly come alive.

Bone painting RW

17/11 – A man walked into space and asked, “where 
are the sculptures?” I stuttered a response before re-
alising he was talking of a previous exhibition. After 
asking me what I did and then observing my work 
around him a little more closely, he said “so you’re 
a beachcomber then!?” I said it didn’t matter what 
you called me, or it. He then said, it’s not art if you 
don’t have an audience (or something similar). I said, I 
am the audience as well as the artist, and if you don’t 
have an audience, if you are completely isolated then 
yes, the name ‘art’ is not important nor is any other 
name relevant. He then went on to describe what 
was the art that he appreciated. 
18/11 – The arrival of friend and co-performer 
Adrian Sherriff and our sudden immersion into 

sound performance was another key (and inspiring) ingredient in creating a sense of flow and the 
feeling that I was offering more of myself to the situation. Adrian enabled a musical energy that 
I was not able to generate on my own, until now. 
Adrian’s arrival also brought to a head tension surrounding my sleeping at MIM. This issue was 
finally resolved with me being allowed to sleep in the space, officially. It had a remarkable (if not 
predictable) effect on me shifting to another level of relation with the space and the residency in 
general. I immediately felt like I had been missing out by not having (taken) this opportunity 
sooner. 

The vibration, the feeling of a space it seems to me, has to do with a layering of the residue of 
past human activity within the walls. If not this what else produces a feeling of a space as soon 
as one enters it? This may be a very subtle feeling and perception, influenced by one’s personal 
circumstances and observed physical indicators. As I had tended the garden, it looked well-
kept and in fact new buds were appearing and leaves appeared greener. Small things, such as 
finding the off switch for a noisy appliance behind a wall, using incense to oppose a dank odour, 
rearrange furniture, lighting, cleaning, displaying art works, music sounding, etc. all conspire to 
create an impression of a space at least lived in and lived in in a certain way.  

beachcomber sculpture  RW
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Continued finding 
interesting objects on 
travels into the bush 
that seem to auto-
matically make them-
selves into ‘artworks’ 
or inspire a response 
from me. At some 
point I realised that, 
through the use of 
sand, bones and other 
found objects, much 
of the work produced 
was sculptural in form 
though this was not a conscious goal or desire. This was exciting because it was the result of 
something unplanned that I had not anticipated. 
19/11 – Adrian Sherriff and I conducted listening mediation, discussion and sound improvisations 
at Catherine Threlfall’s studio, a good opportunity to contribute something more to the local 
community. 

Domenico, Adrian and I performed outside 
at the Slow Food event on a nearby salt lake 
and was fortunate enough to be fed amazing 
dishes in an astonishing environment. 
20/11 – Finally managed to get video 
projector in front space functioning to play 
looped video, works really well. Intermittent 
audio and video works very well in long 
durational situations.
22/11 – Feeling a little anxiety about not 
getting to the large format work as I had 
planned. Anxiety in general was making itself 
known to me, mostly because my reason for 
being in this space as an AIR, my purpose 

had been discussed and thought about prior to coming here yet was not a fixed concept. There 
was much flexibility and openness from Domenico (MIM coordinator) in relation to the reason 
for me being here but I wanted to be as effective as I could be for Domenico and the community, 
and for the artist in me. Without concise guidelines (the scope of the project was huge which I happily 
accepted), it would be about making it up as I went along (naturally improvisational) and there was 
bound to be questioning around what, why and how things would happen.
I had a small sense of frustration as a constant companion. This was due to continually seeing 
and understanding opportunities for creative work that was denied due to an organisational 
or logistical reason. As my time was coming to a close, I, perhaps inevitably, felt the creative 
momentum surge. This was not only a result of having a fellow artist around me, but I had also 
moved through stages of doubt and of caution and after having lived a local life for three and a 
half weeks I was ready to creatively ‘erupt’. 

Salt outside Mildura

23/11 – There had been occasional rewarding conversational encounters with locals but it seemed 
from today on there was a noticeable increase in fruitful meetings. One such meeting was with 
a fellow named Booza a most enthusiastic and motivated man in connecting people. He was 
a local identity, ran a men’s group called Circle of Trust in Patchewollock and was a wheat 
farmer amongst many other things. He immediately put me in touch with Maurice Conway 
from Hopetoun with whom he thought I shared some similar perspectives. Maurice and I 
chatted and arranged to meet at MIM in a couple of days. We ended up performing together 
and had some inspiring conversations particularly about place and doing creative things in the 
rural environment. During the last few days of the residency, I met a number of interesting and 
motivated people including psychologist Derek, sand sculptor Bob, performance artist Rachel 
and Graham a local aboriginal man. Perhaps it was that people, knowing something was going 
on in this building, finally got around to visiting the space. This was true in some cases, but in 
others such as Booza, Bob and Lucky (an Afghan immigrant) it was simply by chance. 
Graham said he had been passing by MIM and checking it/me out (which I had noticed) and 
finally decided it was ok to come in. He was a lucid, energised and animated fellow who had 
insight and local knowledge much of which he was prepared to share. We invited him to join 
in a performance later that night but he did not come. He made a traditional hand painting 
by blowing white paint from his mouth over his hand onto previously worked paper, making a 
silhouette. Graham’s energy was infectious, I felt a connection with him and was disappointed 
that I could not follow up on what I thought was an invitation to go bush together. 

Here were the towns people busy buzzing around with their personal concerns in Mildura, 
immersed in the minutiae of their lives and only a few minutes away was the vast expanse of 
semi-arid country where any non-indigenous person if left without transport, shelter, food or 
water would likely rapidly perish. The contrast of these facts made a vivid impression on me. 
Two realities operating side by side. Although the town has been imposed upon the land and 
has reinforced another dimension, it is yet so notably dependent upon the river. I am struck 
by the perilous frailty, the tenuous nature of our position that seems to be so readily, perhaps 
by necessity, overlooked. What would acknowledgement of the imposed consumerist culture’s 
vulnerability look like anyway? How would life here be different?  
A failed attempt to reach a location where I was to conduct a ritual in dispersing my mother’s 
ashes due to heavy rains and flooding in the area.

24/11 – Set up domestic scene for visitors with couch, table and flowers inside main gallery. 
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Further extending the possibility of what constitutes PERFORMANCE through extending beyond 
an event into LIVING, bringing the PRIVATE into the PUBLIC, the SPACE BETWEEN town and 
desert.

2/11 - A late-night encounter on my first evening in the space was perhaps the most poignant 
experience of the residency. The woman, a deep feeling, melancholic character stumbled upon 
this unlikely space that welcomed her without wanting to sell, to demand, to convince, she was 
just able to be herself in the space. 
I invited her in after she had been reading the info posted in the window for some time. ‘What 
is this?’ she asks, I say it’s a beginning and proceed to tell her a short story about GAIP and how 
this gallery came to be. After hearing the story, she said “this place and you are what the world 
needs more of ”. She said this is a good place for the elderly and the lonely – like her. Her name is 
Cathy, she had just gambled away $400 on the pokies after arriving just now on the bus from 
Melbourne. She still struggled to believe that this was a place to just be in, to be creative or to sit 
without a purpose. “Can I give you a hug?” she said, “you’ve made my night, I think you must 
come from up there!” I said come back tomorrow as she went off with tears in her eyes.
It was a gentle encounter not to do with ‘art’ but to do with listening, space, time and human 
presence. The space and the time provided a momentary sanctuary to counterbalance the bru-
tality of the pokie venue, and perhaps also to allow Cathy to feel what had transpired in her 
day more acutely. 
.
29/11 - Carmen (Chan Schoenborn) arrived. The thwarted attempt at the ashes ritual was 
rectified with a late afternoon trip to the site with Clinton, Juana and Carmen (who informed 
us she was pregnant) and where we undertook a powerful performance ritual as the sun set. I 
was staggered by the synchronicity of formation of life, within a close personal friend, and the 
dissolution of life, marked by the dispersal of my mother’s remains.

23/11 - Here were the towns people busy buzzing around with their personal concerns in 
Mildura, immersed in the minutiae of their lives and only a few minutes away was the vast 
expanse of semi-arid country where any of us if left without transport, shelter, food or water 
would likely rapidly perish. The contrast of these facts made a vivid impression on me. Two 
realities operating side by side. Although the town has been imposed upon the land and has 
reinforced another dimension, it is yet so notably dependent upon the river. I am struck by the 
perilous frailty, the tenuous nature of our position that seems to be so readily, perhaps by neces-
sity, overlooked. What would acknowledgement of the imposed consumerist culture’s vulnera-
bility look like anyway? How would life here be different?  

 

25/11 – Clinton Green arrived and we went 
sand collecting. Later making audio works. 
27/11 – Clinton made some visual and audio 
work in the space. Stefano talked about how 
important the ‘glimpse’ was, the sudden and 
brief encounter with something magical. This 
was in reference to MIM at night, the large 
windows lit against the dark and the often, 
unusual activity conducted within, glimpsed 
by passing drivers and the odd pedestrian.
Artist and partner Juana Beltrán arrived. 

28/11 – With the end of the residency only a few days away, 
painting and drawing intensified. Juana, Clinton and I were joined 
by local guest and sand sculptor Bob for an extended duration 
performance.
29/11 – I had a very long roll of paper brought especially for the 
large studio space at MIM and finally I got to begin working 
on it – at the culmination of the residency. Carmen (Chan 
Schoenborn) arrived. The thwarted attempt at the ashes ritual was 
rectified with a late afternoon trip to the site with Clinton, Juana 
and Carmen (who informed us she was pregnant), where we 
undertook a powerful performance ritual as the sun set. I was 
staggered by the synchronicity of formation of life, within a close 
personal friend, and the dissolution of life, marked by the dispersal 
of my mother’s remains.
30/11 – The final day involved packing up and a night time 
‘closing/opening’ performance. I continued painting late into the night, squeezing every last 
drop of opportunity from my time here. The next day the packing and cleaning continued until 
we, THIS Ensemble, departed beginning the next episode of travel through the Mallee. 
Goodbye to GAIP at MIM, a rare and special opportunity.

Cleaning as PREPARATION for performance and PERFORMANCE itself.
The ADFA building had been disused for a long time so after my initial inspection of the premises it 
occurred to me the most immediate issue was to clean, to refresh, air out, so I set to work sweeping the 
very large front room, dusting, sweeping the footpath, the cobwebs above windows, mopping, etc. 
I have been sweeping gallery spaces since CURRENT in 2013 and experience it as a fundamentally 
important activity in paying respect to place, performers and audience. Sweeping is functionally per-
formative and can be meditation in action. It is so ‘everyday’ that people feel free to stop for a chat or 
issue a quick comment and as such can work as a gentle introduction to the ‘conversational’ space I was 
hoping to create.
I immediately understood a neglect/abandonment about the place and the sadness that is a response to 
that. The sadness prompts me to action, that is acknowledging the condition and recognizing this is my 
starting point; to heal, to start something new through observing and listening, no formulations, no 
concepts, no imperatives. Something emerges because of the listening and attention to what exists.

sonic sculpture Clinton Green at MIM
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Wednesday, November 30, 2016
Graham (local aboriginal man) said he had been passing by MIM and checking it/me out (which I 
had noticed) and finally decided it was ok to come in. He was a lucid, energised and animated 
fellow who had much insight and local knowledge much of which he was prepared to share. We 
invited him to participate in a performance later that day but he did not come. He made a 
traditional hand painting by blowing white paint from his mouth over his hand pressed onto 
previously worked paper, making a silhouette. He was intrigued by my story of my mother’s 
ashes ritual and he more or less said that when I returned he would take me out there (the 
Anabranch spot) and communicate some ‘knowledge’. I felt a little disappointed we had not 
connected earlier but this, along with other things such as my flourish of painting6 over the last 
few days, seemed inevitable. That is, it takes time to ‘arrive’, to come to know a space through 
being there, having experiences over time that contribute to a knowing that fosters connection 
to what the place might be. 

6  I had intended to take on some large paintings during this residency and had been waiting for the ‘right’ time to show itself. I was 
aware that it was coming but I was also aware that my residency was coming to an end. This sense of pressure was inhibiting but 
finally the time came in the last few days although I was left with the idea that a few extra days would have been highly productive. 

Hand painting Graham Doolan at MIM 2016

         THIS Ensemble ‘Mallee/Wimmera tour 2016’ [November 30 – December 5]

Tuesday, November 29, 2016
I had organised a small ‘tour’ for THIS Ensemble at the conclusion of the GAIP at MIM 
residency. Clinton, Juana and Carmen had arrived at various stages prior to the culmination of 
the residency and all joined in across the final few days.
It was very stimulating and comforting to creatively interact with friends after weeks of 
separation from my community. It highlighted for me the tangible nature of camaraderie 
between regular co-performers, particularly how many creative/performative aspects are 
implicitly understood. All became involved and contributed to the closing stages of the residency.

In the late afternoon, we all set out to a location on the (Great Darling) Anabranch River north 
of Wentworth, NSW. This was the place where a year earlier I had taken my father’s ashes and 
performed a spontaneous ritual. Now I was taking some of my mother’s ashes to repeat the 
process, this time with friends. 
The river was very high as there had been much rain over the preceding months and the actual 
site of my father’s ashes was underwater. The following activity unfolded in a way that I have 
come to expect from those I work with, that is organically, without much said, feeling our way 
and with much care and respect. It is not necessary to try and describe what physically happened 
but the effect of our improvised ritual was indeed moving and powerful. Another dimension to 
the experience was created when Carmen told us she was pregnant. The convergence of birth 
and death cycles made for a poignant synchronicity that has left a vivid impression.

o

Juana Beltrán, Great Darling Anabranch river

Juana Beltrán and RW, Great Darling Anabranch river
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Thursday morning was a continuation of the ‘clean-up performance’ of the MIM space with 
THIS Ensemble. As mentioned, I arose early to continue some last-minute painting. The pack 
up was demanding but we achieved the result and set off to the salt lakes at Underbool and to 
meet up with Michael who was joining us for the remaining days. 

We had taken the remains of my sculptures and conducted a ritual on the shores of Lake 
Becking, a site of my father’s ashes ritual a year earlier. As the sun set we headed off away from 
the lakes to meet up with Robert Cooke who would guide us to his farm. 
The drive was longer than expected and it was quite dark when we weaved our way into his 
property arriving at the little home of his great grandparents. It was a magical moment in the 
middle of nowhere, as it seemed to us. 

Robert is a wheat farmer of few words but very generous and hospitable, we organised 
sleeping arrangements and got to work. We took torches, candles and sonic instruments and 
followed Robert to the humble structure, without much talk we got going, sounding whilst 
circumnavigating the hut, preparing ourselves by feeling out the space around, establishing the 
parameters, setting up a perimeter until finally approaching the doorway, announcing ourselves 
and asking to be invited in.

RW and Michael McNab at Lake Becking canvas soaking at Lake Becking

Robert Cooke’s great grandparents home, Walpeup, Victoria inside Walpeup hut

The cancellation of a planned public 
performance led to the creation of 
what we called a Closing/ Opening 
celebration. This long duration 
performance throughout the whole 
space at MIM, was an appropriate 
farewell and we managed to include 
some local participants.

Thursday, December 1, 2016
I worked intensely on my large 
paintings until late last night and early 
this morning. It was noticeable how 
long it had taken for me to get to these 
large works, which I had planned from 
the outset. I knew the timing and the 
conditions had to be right and they 
simply had not been until this point. 

Perhaps the looming end of the residency (although I don’t work well under pressure), or the presence 
of comrades helped generate the right sense, whatever it was the flow was palpable and I had a 
feeling of frustration that another day or so would have alleviated. Still, I made the most of what 
time I had thanks to the support of others. 

One of the most powerful experiences I have had in THIS Ensemble, or in fact in any 
performance situation, occurred during our trip to a farm near Walpeup in the Mallee.

A woman, Gwen, had attended my soundplay workshop early on in the MIM residency and our 
paths crossed again at an opening of the new Sunraysia Arts and Learning centre at Merbein. 
It was an extraordinary afternoon of thunder and lightning amid the opening celebration. Gwen 
introduced me to her husband Robert Cooke who asked me a few questions concerning my 
residency and what was the nature of my research, etc. Robert had a large wheat farm near 
Walpeup in the vicinity of the salt lakes north of Underbool. I shared the story of the ritual 
dispersal of my father’s ashes at Lake Becking (one of the four salt lakes), and to my surprise he 
seemed genuinely interested and wanted to know more about THIS Ensemble and what we 
did. 
I said we were working more in outdoor environments and for longer durations and it was 
becoming harder to simply talk of our work as performance. I also said we had planned a return 
visit to the salt lakes on Thursday the first of December. He then surprised me again by telling 
me the story of the original house that his pioneering great grandparents built and lived in when 
they first settled in the area. Apparently, Robert had preserved it as a kind of museum or tribute 
to his family history. He then offered the hut as a performance site for THIS Ensemble, this was 
precisely the opportunity I had hoped for.

Clinton Green and Juana Beltrán at Closing/Opening performance
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Friday, December 1, 2016
We headed to Rainbow, all feeling a 
little overwhelmed by the previous night. 
Unfortunately, Carmen suddenly had to return 
home. 
That night Clinton Michael, Juana and I 
performed at the Turbo Gallery run by Belinda 
Eckmann. We all agreed that it was challenging 
as we were all still under the spell of the 
previous night’s experience at Walpeup. The 
context meant that what unfolded was clearly 
understood as performance and a degree of 
self-consciousness was perhaps inevitable. 

Due to some strong lights Belinda had set up we found ourselves engrossed in a shadow play 
that rescued the night and the performance from the shadows of the previous experience and 
some sense of obligation to function as the ‘visiting performers’. 

Saturday, December 2, 2016
Candice (Boyd) joined us in Rainbow and we spent the day performing/sounding around the 
town, late in the afternoon we paid a visit to Lou’s home and repurposed wheat silo, which 
Michael and Clinton climbed up into for another rich sonic adventure. 
That night we ventured to nearby Yaapeet and the Lake Albacutya7 sand dunes where Michael, 
Juana, Clinton and I performed a farewell for Clinton. This was the site, where in April this year, 
I had attended Tony Yap’s ‘The Desert Within’ event and experienced my live burial.

7 It is my understanding that the local aboriginal name for this site is Ngalpakatia (Ngelpagutya).

THIS Ensemble at Walpeup

Candice Boyd, THIS Ensemble Rainbow performance

Once inside, it was as if we had stepped into another time, each of the four rooms were set up as 
they would have been, the parent’s room, children’s room, kitchen and the formal room. 
Robert had recreated the feeling by fitting out the rooms with much of the original furniture 
and artifacts, by candlelight it was truly transporting. We each set about our activities in different 
rooms. Juana had entered the main bedroom and found it debilitating. I encouraged her to stay 
with me in the spots where she felt the disturbing energy. We spent quite some time, standing, 
meditating, sounding and dancing to Clinton’s gramophone improvisations (already set up in the 
formal room) until the energy of the space felt more restful. 

I had moved onto the other rooms and when I returned to the kitchen Juana was slumped with a 
sheet around her, head and arms on the kitchen table. She was periodically moaning and seemed 
in some kind of trance. I understood (as was confirmed later) that she had been drained by her 
experience in the bedroom. Robert had moved from his position, which he occupied for some 
time just outside the back door, peering in, in a kind of deferential way as one might when one 
is observing something unfamiliar. He entered the kitchen as Juana and I had begun to dance 
and we both felt that our dance formed a kind of conduit for him, a channeling of past energies 
into Robert’s immediate presence. He then sat at one end of the kitchen table and eventually 
was handed some bells and a way to more actively participate. 
His face during this time showed an expression of amazement but also a kind of acceptance 
and appreciation of the unusual happenings in this shrine to his family’s history. I thought that 
it was trusting of him to open up this place with which he had such an intimate relationship, 
to a bunch of strangers doing all sorts of strange things. He later remarked that during the 
experience he suddenly recalled for the first time how as a child he would roam about the farm 
and its dwellings making sounds on whatever objects he came across, sounding out the space 
and its objects, a kind of sonic knowing.

We all had profound experiences that night. I remember feeling like Robert’s energy and that of 
the hut had transformed us into a kind of travelling shamanic group who were brought to this 
place and time to perform a very specific function – that of healing and balancing the energies 
of that space. Robert distinctly placed and exposed his and his family’s energy into our hands, as 
experts in this kind of ritual. This was the first time that we had undertaken anything as specific 
as this, yet because of the situation we did indeed feel like experts and we did take on the task 
in front of us very seriously. 
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         CURRENT 2016 [December 16, at Cross St., Moreland City Band Hall, Brunswick]
          [video] 

Current8, an event that ‘celebrates music made in 
the moment of performance and ‘aimed at fostering 
community across the spectrum of age and experience’, 
began as a bi-annual improvisational music event over two 
days in 2012, later becoming multi-disciplinary and in the 
case of 2016 reduced to one evening. The 2016 event saw 
a return to music-only, still adhering to the trio format, 
with groups not having played together before and each 
group comprising one young percussionist.

Four of the five percussionists in fact had celebrated their 
graduation ceremony earlier that day. This was a fortu-

itous coincidence that on the day of completing their studies they would also receive, en masse, a 
kind of induction into the community of improvisors, a ‘coming-out’ ritual for young musicians. 
For all the seriousness, hard work and high hopes of tertiary music education, there is scant 
regard from institutions as to what happens next for their students that they have trained well 
in music craft, but not in how to survive as a performer in the world. 
Perhaps there is no obvious way of earning a living through music for the improvisor, aside from 
teaching, and this is why institutions cannot provide any realistic guidance. Classmates and 
friends can provide camaraderie and community but unless organised by the same community 
there are few events or situations readily available that embrace, mark or celebrate this ability, 
this artistic endeavor out in the world. 

Having grown up in a period where there was not a lot of musical activity especially in terms 
of improvisational performance, I was very happy to be presiding over a situation, where young 
musicians were given a welcoming yet challenging context, immediately upon graduation, to 
interact with very experienced improvisors. Of course, they had all been performing outside of 
the institution during their studies, but this event’s timing seemed to highlight the paucity of 
meaningful ritual because of its very synchronicity. 

8  For further information on Current, go to; http://currentmusic-event.com

o

Hannes Lackmann, Current 2016Rama Parwata, Current 2016

Sunday, December 3, 2016
The journey culminated at artist Simon Fisher’s house at Minyip in the Wimmera. Simon had 
participated in THIS Ensemble’s 2015 tour of the Wimmera and happily received us and our 
stories. Minyip was a fitting location to end. 

In mid 2017, I purchased a house to use as a studio in Rupanyup just twenty kilometres further 
south.

Continued development of localised, locational, environmental PERFORMANCE and 
SPONTANEOUS RITUAL without necessity for external audience.
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Appendix F image credits and hyperlinks

pF_1: promotional flyer RW. Video https://youtu.be/xZWbyjZegyc

pF_3: photo (1), video still (2) RW 

pF_4: photo Carmen Chan Schoenborn, video still. Video https://youtu.be/
TA264tEGbpI

pF_6: promotional flyer RW (original image Ricardo Everstz), photo RW 

pF_7: photo (1) Clinton Green, photo (2) RW

pF_8: photo (1) RW, photo (2) Carmen Chan Schoenborn

pF_11: promotional image, video still RW. Video 1 https://youtu.be/58M3mS6BCYg, 
video 2 https://vimeo.com/169654051 

pF_12: photos RW

pF_13: photo (1) RW, image (2) RW

pF_14: photo RW

pF_15: promotional flyer RW, photos RW

pF_17: photo RW

pF_18: promotional flyer RW. Video https://youtu.be/m7Rwb4jDiBQ

pF_19: promotional flyer RW. Video 1 https://youtu.be/1cNbkx99a_Q, 
video 2 https://youtu.be/ZvfRFBnnBdU, video 3 https://www.youtube.com/
watch?v=ydbJYGH56Tw&feature=youtu.be 

pF_20: photo RW

pF_23: photos Clinton Green (1,2) and photos and images (3) RW

pF_24: video still (1) Isabella Greco, photo (2) RW

pF_25: video stills RW

pF_27: photo RW

pF_28: photos RW

pF_29: photos RW

pF_30: photo Clinton Green

pF_31: photos Clinton Green

A great thing to celebrate, the beginning of a long life in creative music-making and the 
strengthening of and contribution to a developing community of practitioners, all at different 
stages of finding a way to sustain this activity that they love to do. 

 

A meaningful RITUAL celebrating the development of COMMUNITY and exchange of energies 
along the EXPERIENCE SPECTRUM. 

Ollie Iacano, Current 2016

Maddi Carter, Current 2016

Zeke Ruckman, Current 2016
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pF_33: photo Clinton Green

pF_34: photo (1) Clinton Green, photo (2) RW

pF_35: photo RW

pF_36: photos Clinton Green 

pF_37: photos Clinton Green

pF_38: photos Juana Beltrán

pF_40: promotional flyer RW, photos Ricardo Everstz. Video https://youtu.be/
ufLmsBprW00. Footnote link http://currentmusic-event.com

pF_41: photos Ricardo Everstz 

Extra 2016 video hyperlinks

- Stephen Magnusson + RW at Brunswick Green  https://youtu.be/HtYpDkg66pU

- Michael McNab + RW at MIUC https://youtu.be/VNqKviIZyH8
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Appendix G                                   certainly uncertain

Certainly uncertain, seven phases, PhD Completion presentation. A mobile event on the 
grounds of the Victorian College of the Arts, University of Melbourne, at 6:00 pm., June 7, 
2019. 
Assistants; Carmen Chan Schoenborn, Max Posthoorn, Jenny Ruth Barnes, Troy Rainbow, Juana Beltrán (video 
documentation), Elnaz Sheshgelani (risk). Materials; written word, physical objects, sonic (voice, instruments), visual, 
body in movement, tactile/ haptic, spatial/architectural/geographic/environmental. 

This presentation on the grounds of the VCA is to be mobile (in circumnavigating the main building, starting and ending at the 
front door) landing at seven ‘stations’ (locations decided during performance) whilst making use of neglected, transitional 
or awkward environmental spaces. Any audience is encouraged to participate through reading the prepared 
Completion text aloud (or in another manner) at the same time as me the speaker, or at any other time. Materials 
employed are the materials of my creative interests. I (and with the help of my co-performers) hope to, not only address 
in words the seven concerns written in the document read today, but also to embody, enact, to create, to encounter 
these concerns in the course of performance.

The seven phases: 
1) [coming out of control]
2) [destruction in creation]
3) [public participation performative audience]
4) [form of content]
5) [who teeters on the precipice of some space else]
6) [certainly uncertain]
7) [moving to flow]

               
Introduction

I work creatively* in multiple modes, materials and media and began an analysis of the material 
and evolution of this improvisational performance practice early 2014 and am bringing it to a 
close late 2019. Much ground and material has been traversed over that period until now. 
My objective was to deepen and enrich my practice and for any analysis, through thinking 
and writing, to contribute to the realisation of that objective. The method was to conduct a 
performance, make a report on the experience, and select salient concerns for further commentary 
and analysis. 
The short amount of time allotted for this presentation will be used to focus on some essential 
issues and understandings brought through the written and spoken word, visual and aural 
materials, and body movement in relation to other bodies and environment.

Today I will address some of the key concerns and conclusive spaces of my project, to indicate 
its current status; “on the precipice of some space else: an ecology of being through (with) 
improvisational performance process.”

*often in concert with GAIP (General Assembly of Interested Parties).

[coming out of control] [video]
An internal conversation takes place at some stage during performance that brings self to face a 
choice between following a calculative or intuitive process of event creation. This scenario can 
be understood as residing within a larger concept of control. Control as a means of self-
determination, of mitigating against risk, and as resistance against fear and negative judgment.

The basis for control is the 
taking of a decision and its 
implementation. 
Detailed deliberation, exacting 
and enacting as much specificity as 
possible by an author, particularly 
in realising an imagined or felt 
visualisation or conception, exists 
at one end of a spectrum of control. 
Toward the other end of the 
spectrum lies a hazy invitational 
space where the author’s authority 
is of an intuitive kind, minimal at 
best and where unpredictability 
and unintentionality pervade.

One end is clearly a self, tightly manipulating, the other end is an intuitive body coaxing forth 
the manifestation of something mysterious.

I have found a functioning performative space that is powered by an intuitive motor. Often 
directed by cognitive acts to set-up logistics and practicalities but then briskly handed over to 
the yet-to-emerge, the subconscious, the other. Rather than understood as a relinquishment of 
control, these actions rethink the concept of control, now not as a measure of domination but as 
a working-with, a collaboration within a situational ecology of performance factors. 

Control in my performance practice is the operative awareness of individual desire as part of 
an ecology that co-emerges with time, conditions and all participative phenomena.

The unknown material, the unnamed performer is brought forward through the trigger of 
a decisive act and the mysterious course of performance is clearly assisted or modulated in its 
unfolding by a nascent self that acts with the surety of one who knows. Yet nothing is known 
in advance.

There is no guarantee that this approach will secure a ‘satisfactorily creative experience’. However, 
this is the way of the committed improvisor; intuitive engagement, not understood in terms of 
risk but instead as constituting a necessary path to access the vitally alive space that sustains and 
seeds further action.

https://youtu.be/RffgtcGo-HU
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[destruction in creation] [video]
Much work has been undertaken to enable the capacity to realise any creative urge in a chosen 
formal practice. This work continues unabated although modulated significantly by a need, not 
to accrue techniques, but to confront the limitations of the known artist, to equip the maker of 
the new that corresponds to the now. Here is more likely a symbiotic emergence of a technique 
at its limits and the manifestation of an image, sound or movement just on the threshold of its 
perception, its coming to be-ing.

The primary force that 
carries the maker to the 
verge is subversive, in its 
demand for more-than or 
other-than what is currently 
known. A destructive 
energy is invited (to rearrange 
or revolutionise the status quo), 
a decision is taken and so a 
notion of control invoked. 
But once summoned, the 
negating power has its own 
momentum and trajectory, 
at times impossible to 

manipulate. This is the nature of a destructive force that has become the essential collaborator 
in my creative practice. 

 As a subversive force heralds the undoing of past repetitive consolidation, so the self is 
now implicated. The mind-body entity that takes a decision and action (control) and favours the 
voice of the intuitive, the other, the open, in so doing challenges its own sense of solidity, 
continuity, identity, authority. 

As the self observes and 
listens more beyond its 
own voice it begins to see 
and hear other entities 
and nonentities capable of, 
or actually collaborating 
in, the performance. The 
human and the non-human 
play their part and equally, 
may at moments, appear 
included in or excluded 
from proceedings. 
If not included; does this 
mean the excluded element 
is now audience and not performer? If included; does this mean the included element is now 
performer and not audience?

neglect, RW, ‘Completion event’ on the grounds of the  VCA, 2019.

Jenny Ruth Barnes and RW, ‘Completion event’ on the grounds of the VCA, 2019.

I have found that a subversive force has opened the scope and depth of my practice, expanding 
the array of potential collaborative elements to be called upon. This force has consigned the strict 
division of performer and audience to a more conventional space, leaving the integrity of each 
facet within a holism, of simply; ‘participant’. 
The dichotomy of public performance and private performance has diminished significantly, 
through revelatory performative experiences of a highly personal nature within space not 
closed to the public. 
That ‘public’, contrary to the tendency to connote the numerous and impersonal, can and does 
mean; openness to and opportunity for, the others’ affectivity in performance and that a personal 
mode of making, a personal particularity is laid bare in the public space that is outside of the 
enclosure, in the open, incidentally or purposefully accessible. 

[Public performative audience participation] [video]
My performance practice is still a social practice in that ‘social’ is no longer exclusively a group 
of bodies external to each other gathered together to co-compose a creative event, but rather it 
is now an acknowledgement of, and a gathering of, forces, presences, human and non-human, 
of similarities and of differences, that co-orchestrate a creative occurrence for itself and its felt 
effect within the world.

I have found the description of audience, as; meeting, as hearing, as reception, to be more in 
keeping with and integrating well with, what I now understand a socially-open performance 
practice to be. 
Where stable divisions of audience, performer, and a socially-inclusive practice, no longer 
apply. Rather these etymological distinctions are all facets of a holistic, mobile practice that 
come and go as context-dependent provisional phases, at the most.

https://youtu.be/7dIrLHex2ew
https://youtu.be/aROnCN7gcqQ
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[form of content] [video]
When sense perceptions, sense interpretations of the process of coming-content (the felt) 
commingle, I experience an angling toward a certain formal materiality; a physical medium of 
paint, of surface, of sound, of movement, of space and so on. Or, before sensing of materiality, 
feeling through a sense organ is activated, either alone or in tandem with other senses.

The felt is not solely the 
province of an individual’s 
self-contained rumination, 
a search segregated from 
the world, it comes through 
the relational process of life 
living.

The felt content coming-
to-form is not inevitable, 
neither is the type of form 
it might take. So there is 
speculation, there is the 
speculative process, the 
testing of content feeling a 
form, and form speculating 
and testing a content, the 
felt.
If I the performer, can locate 
an intensity of presence to 
process, then concerns over 
form, materiality, technique 
and all else wither and 
disintegrate under the sheer 
simplicity, the singularity of 

action, brought through an essential engagement with subject, with object, vividly living the 
primacy of an unfolding story, unheard till now.

In attempting to glean more from my Free Play performance students, I pronounced that all 
their sound-making, movement, gesture, and sculptural arrangements were not a delineation 
of a performance but rather a consequence of a performance. The use of those materials could 
indicate the possibility of performance underway but not guarantee its actual occurrence. That 
belongs to the domain of the felt, the intensity of presence to process, beginning within.
Intensity of presence to process, means everything is at stake, every participant is vulnerable, all 
components are in process and co-constituting a ‘mobile ecology’1 always on the move. 

1  Erin Manning, Always More Than One (Durham, London: Duke University Press, 2013), 23.

precipice, Max Posthoorn, ‘Completion event’ on the grounds of the  VCA, 2019.

I have found that being no longer compelled to primarily channel creative energy into a sonic 
form has freed the other within me. As well, I am not prepared to submit to the status quo of 
well-worn process and result. If I can listen well enough an original nature will be invoked. If 
I am prepared to wait with awareness and presence to the moment, the moment to act will co-
arise with all collaborative phenomena, giving access to the coursing energy that sustains all. 
That is when the unknowable can be felt, in the blink of an eye, as a radical hearing and vision 
remaking the world for me, again.
 
I have reaffirmed that the purpose of materiality and technique in enabling form is to reveal 
the nature of content. The nature of content, of the felt, is inaudible, invisible and thoroughly 
subjective, until the coming-form offers objectivity.

diary quote

The aural aspect of the visual; the unheard aural potential of the visual, the virtual aural aspect 
of the visual is felt but not heard, is energising but is not yet articulated. Yet even so animates, 
motors my visual work. 
The visual aspect of the sonic; the unseen visual potential of the aural, the virtual visual aspect 
of the aural is felt but not seen, is energising but is not yet articulated. Yet even so animates, 
motors my aural work.

[Who teeters on the precipice of creation and destruction] [video]
When the skin becomes not a container but a multidimensioned topological surface that 
folds in, through, and across spacetimes of experience, what emerges is not a self but the 
dynamic form of a worlding that refuses categorization. Beyond the human, beyond the 
sense of touch or vision, beyond the object, what emerges is relation2. 

The force that is both creative and destructive in its contributions to inner process and outer 
form, is equally so of the conscious awareness that ‘knows’ itself. 
I submit self to this force in the hope of revelation, that is, in the hope of renewal, of sudden 
surprise in encountering some thing, some space, some experience, to some extent beyond, what 
I have till now encountered. 
Very often, much work, energy and resources go in to setting up the conditions for an opportunity 
to access revelatory moments of performance. There is a tendency for me to continue on from 
all the organisational, preparatory work, in a perfunctory fashion, as if the threshold moment 
will just ensue as a matter of course. But this is precisely when risk must be taken in the search 
for the more-than. Yes, there have been past revelatory occurrences, but generally due to 
some discontinuity, some inexplicable shift in proceedings, more so than through following a 
sequential process.

2  Manning, Always More Than One, 12.

https://youtu.be/KulIATjZGdE
https://youtu.be/JITl7b_PNT8
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The unique performative qualities of just this time, just this place, just these conditions, demand 
bringing just this approach/technique/mode of being to this performance, different from all else. 
The risk is that in seeking to successfully bring forth what is unique to this particular creative 
milieu, I become self-conscious and my contribution succumbs to habituality, proficiency, fear 
of failure, and so on. 

Presence to the creative moment and the continuity of moments before and after, to actualising 
the sound, the image, the movement, whole-heartedly, has dissipated peripheral concerns that 
once clamoured for attention. Intensity of presence to creative process has further dissipated 
what once constituted an individual artistic identity, where distinctions between artist and 
man are no longer firmly in place, where naming, measurement, judgment are the thieves of 
originality; the “I” dissipates toward be-ing.

In this there is freedom previously unknown.

under over behind, Carmen Chan Schoenborn and RW, ‘Completion event’ on the grounds of the  VCA, 2019.

I have the sense that the “I” of past musical commitment has dispersed, has receded toward a 
more intrinsic, elemental creative expression - but who, what or where is the “I” that now 
collaborates!? 
I accept that the artistic persona “I” is a conglomeration of processes, an ongoing conversation 
between internal and external forces and the ever-changing specificities of context. I am located 
(in or as ‘a coming-to-form’) amongst, amidst a swirl of permeable processes on their way, coalescing 
and disintegrating, co-composing and decomposing. “I” is ready, is prepared to be remade, to 
give up possessing what may have been “I” before now.

[certainly uncertain] [video]
In most of my performance scenarios, action begins with an impulse that has arisen from an 
inner space of high receptivity, itself brought through an intent toward emptying mind of 
specific expectation. The germ of the following action lies within the initial movement, but there 
is no certainty that potential action will be developed or not. There may well be a time when the 
performance’s unfolding can be anticipated, that a precedent has been set, that a quality of flow 
even of logic has been established. But, in my case, this is provisional at best. There are always 
possibilities for a sudden shift of logic, of flow, of performative be-ing. 
How then do I perform with confidence that I can enact what needs enacting when I do not 
know in advance what is required of me? This is the province of one who seeks a kind of 
compressed-life-living through performance, where consciously or not, living is the preparation 
which contains the performance, as the performance is contained within living.

corner press opening, Max Posthoorn and RW, ‘Completion event’ on the grounds of the  VCA, 2019.

https://youtu.be/IRNzzEnrVCA
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The performer’s material is a conversation between what is possible, what is impossible, what is 
known, what is unknown.

I have found that I can begin performing with minimal prior thought process with no 
predetermination of my next action to come, yet still be able to engender and stay with a feeling 
of certainty in taking that next action and to maintain this process continuously. 
The next action could be this or it could be that. If I can be fully attendant to the operative 
factors (even if they be virtually imperceptible) then the ‘how’ and the ‘what’ of the next action will 
follow and I will maintain a sense of connection to the process. Extensive speculation upon a 
next move would promote hesitancy in the flow of actions. Extensive listening or looking with 
suspension of thinking would encourage intuitive perception of what is already on its way and 
how I can proceed. 
In many performance scenarios when the moment to act comes, speed and decisiveness are 
desirable qualities to head off a mental process (often informed by emotions) of doubt, of checking, of 
judgment, to access the intuitive and to connect with that which is already under way. What 
needs acknowledgement is that the small self will want to ensure protection against confusion, 
pain or loss but there can be no safeguard against the risk this approach poses.
 
I can exert the full capacity of all my faculties and intuition or the bare minimum in coaxing forth 
the next action, but I cannot know in advance which move is best or right for the satisfactory 
continuation of the performance. My thoughts and feelings are working collaboratively 
alongside all participatory phenomena in an energy of co-constituting the next phase residing 
in the current phase. 
It all may come to a sudden close, the movements may suddenly change content or direction, of 
this I am certain, yet I am completely uncertain of what is coming and of how and when that 
may come. My aim is to be able to be present and receptive enough and commit to responsive 
action (even if that means no action) to enable the almost-heard, the almost-visible, the almost-felt 
to be creatively exposed. 
To be ready, willing and able to work with the uncertainty of all elements, including the self, 
and to accept the consequences. 
Certainly uncertain.

[moving to flow] [video]  
A perception of continuousness and connectedness within self and amongst the participative 
elements, call this flow, is a precursor for me to sense in deeply embodying the unfolding process 
of performance. 

A flowing performance momentum can include sudden changes, cessation of activity, contrary 
behaviour or struggles against the habitual, formulaic or stodgy, there is no idealised condition 
of flow. 

Effortlessness is the sense of ease in movement moving of its own accord in its own inevitably 
unique way. Paradoxically effort may be required to find this condition. It is ease of movement 
between this and that, that I seek as a performer. 

How and when does THIS emerge from THAT, seems to address momentum, whilst what 
emerges from THIS in becoming THAT, suggests content. These perspectives are co-emergent, 
co-forming movements, actually inseparable outside of descriptive text.

A key performative event occurred at the start of this project in 2014, in which physical movement 
was taken up by usually static musicians. This collective action revitalised and invigorated a 
predictable performance scenario and facilitated a personal creative renaissance. In challenging 
stasis, the physical movement carried renewal and as this enlivening process was maintained, a 
well-flowing movement developed, in turn, nourishing the perception of perpetual change. 
A sense of creative openness and extensive possibility has been reinforced.

I have found that connecting with the perception of a quality of movement within any 
dimension of creative practice, forms the basis for experiencing flow, itself understood as the 
revelation of the experience of ongoingness of change, of ceaseless creation and destruction 
coursing through, bringing renewal with each blink of an eye. 

- - - - - - - - -

draped, RW, ‘Completion event’ outside the new building at VCA, 2019.

https://youtu.be/-YhL-eMKjuM
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[afterword]
The fundamental motivation of my performance practice is now squarely on evincing the more-
than lurking around and within the marshalled elements, and in cultivating receptivity to that 
subtle force which is not-readily-perceived as participating ingredient. 
An intent of focus is required to hear the barely audible, to see the almost visible, but too 
heavy-handed, try too hard and all is lost, lightness of touch is a crucial factor. This attitude may 
seem to promote the notion that ‘the grass is always greener, on the other side’, always looking 
elsewhere for novelty and as such avoiding what I have direct access to now as performative 
materials and inspirations. 
Instead, I use what I have access to now, as the springboard from which I seek to challenge the 
reality of self, to grow beyond where and what I sense is my current condition in a connected 
way, to find out how deep I can penetrate beyond the current, to surprise and surpass, to bring 
forth creative potential into expression regardless of the potential for destruction, loss and pain. 

What is it that causes me to shiver is not a bodily response to cold, but an expression of 
the body and the mind when struck by the convergence of outer forces with inner senses, 
uncontrived. 
A thunderclap of synchronicity. 

The elements have gathered and are hovering for what may or may not happen, there is no 
guarantee only possibility, encouraging receptivity. 
Staying-with, moving-with, attending to the work with antennae raised and receptive. 
The lightning bolt or the barely detectable aroma both invite an involuntary fluttering 
movement of body-mind. 

Today I am more prepared to discover this behind me, out of the corner of my eye, 
in what I was unsure I felt, in what was fleeting before I could grasp it, a vaporous image 
forming and re-forming before I can decipher, a quake of feeling when the liminal, 
when the more-than begin to resonate, to expand to lengthen the moment, to dissolve 
the everyday measures.

‘certainly uncertain’   Ren Walters, June 7, 2019.  [video]
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It is my understanding that most, if not all, of the land that the performances described 
in these Appendices were enacted within, belong to the Boon Wurrung and Woiwurrung 
(Wurundjeri) peoples of the Kulin Nation surrounding Melbourne, the Dja Dja Wurrung 
of central Victoria and the Djab Wurrung, the Wotjobaluk, Jaadwa, Jadawadjali, Wergaia 
and Jupagik nations of the Wimmera and southern Mallee, the Latji Latji of north-western 
Victoria, and the Maraura, Paakantji, Barindji of south-western New South Wales. 
We (the performers), acknowledge past and current injustices inflicted upon these peoples 
and aim to tread with respect and care upon the country that is inseparable from them and 
to exercise due diligence in redressing the current and historical imbalance caused by the 
illegal appropriation of Australia.
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Appendix H                             Creative, cultural relation to Country

As a non-indigenous white man of largely European descent, a developing relation with the 
land and its original inhabitants over a lifetime began with a school education that blandly re-
stated the continent now known as Australia as Terra Nullius, prior to the establishment of the 
British penal colony. 

It was not until direct physical encounter whilst working with The Australian Art Orchestra’s 
2012 Project; ‘Crossing Roper Bar’ with aboriginal performers from the Young Wagilak Group 
of South-east Arnhem land, and then reading Bruce Pasoe’s Dark Emu1, that I significantly 
grew my experience beyond the usual stigma, prejudice or apathy surrounding black Australian 
culture and its history.
Experiences directly of the land (particular those expressed in Appendix E), reframed earlier 
childhood experiences within the rural landscape and potently exposed my lack of comprehen-
sion and knowledge of indigenous lives and traditions to suddenly present, creative encounters 
within and of country, of place. Intuitive actions in country confronted a void of knowledge, and 
of perception, concerning the imagineable space as it was physically occupied, and within which 
incommunicable experience was moving. 
A sense of lurking around a threshold not knowing which direction to look, where or how to 
orientate, perhaps better to close eyes and open ears, to just feel the way with the mind of a 
child who knows nothing, but at least for his part, is ready to receive, ready to open out further, 
if it comes.
Where am I situated in the mileu of race relations, where is my being of the land and world 
that sustains me, how is it configurable, how is it possible to not perpetuate violence, abuse and  
living in the wrong or inappropriate way ?

Post–examination, I decided to include the following informal text, written as a blog on 
March 12 , 2020 at www.gaipsite.com/blog2 as relevant supportive material to this thesis. 
The text was one in a series of “rants” where I allowed myself to write unfettered about a topic 
motivating me at that moment. This one came out of a post-gig discussion around what to call 
the music we had just played and heard, a well-worn topic to do with another kind of place; 
where does the music we make sit in relation to the mostly Western traditional forms of our 
individual practices ? 

1  Bruce Pascoe, Dark Emu: Aboriginal Australia and the birth of agriculture (Broome, Australia: Magabala Books, 2014).
2  This blog entry from March 12, 2020 was one in a series of “rants” presented as an informal expression of feelings and ideas 
around a subject. Rant #5 was titled, I make Australian music ? www.gaipsite.com/blog

The space between idigeneous and non-idigeneous peoples of this country is vexed. I submit my 
own experiences and interpretations as one example of a journey of comprehension in process.

The blog follows.

I make Australian music ?  [March 10, 2020] 

I know where my creative expression is gradually beginning to emerge from – the land. 
The land is not separate from its people. However, being a genetic newcomer, a descendant of 
invaders, an uninvited guest to this land, challenges my developing relation.

I can feel the land in my music, in my work. This feeling has not always been there. 
This feeling, this equation feels simple. But can I legitimately, publicly claim such a notion? 

In the face of ongoing injustice against the land’s original people by my genetic culture, it is not 
a simple declaration on my part. Public pronouncement aside, the connection, the relation to 
land feels deep and real. 

When an audience member recently asked some questions of me concerning the music they 
just heard performed, I found myself packaging the sound-making and the processes leading to 
the performance as constituting Australian music. Although the participating musician’s history 
both technically and personally draw upon European and American cultures, we have long since 
moved away from those fundamental influences. 

Yes, we are all now citizens of the world and we urban dwellers influence each other more than 
ever before, but there are differences in the way that we in this place work with our sound-mak-
ing that sounds distinct to me, and I consider that the land (and all that this infers) is a consid-
erable, powerful and integral component affecting and inseparable from our expressivity. There 
is no need to name what we or I do as global music, Australian music or give it any other name, 
but when trying to place the activity in relation to the realm of music and society (which seems 
to always require categorisation or explanation) I am challenged to consider the origins, history, 
sources and ramifications of what I am doing.

My grandfather was born in the place where I now have my studio. His father was one of the 
first white people to participate in running a business in the new settlement. My ancestral link 
to the place is clear, but only for a blink-of-the-eye, historically speaking, nothing near the 50 
- 80,000 years of aboriginal peoples’ presence. The details of how he and others navigated, ne-
gotiated or forced their way into this country are unknown to me at this stage, but it is entirely 
possible that disrespect, coercion, violence, certainly ignorance were present in relations. This is 
troubling and constitutes a work in process for my life in relation to place.
So, in comparison to the dark-skinned race before me, how can I claim with any authority to be 
the author of Australian music ? Certainly my sound-making bears no resemblance to aborig-
inal music I have so far heard, nor does my visual work, in relation to what I have so far seen.
I am led to speculate that the best I can hope for is that there might be some kind of vibrational 
attunement occurring between my spirit and the land (inclusive of its people). 

https://www.gaipsite.com/single-post/2020/03/25/rant-5
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I am open to an accusation that this is just another white-fella’s appropriating advances, in 
verbally plugging-in to aboriginal culture, just another colonising action. Yet this notion I am 
discussing feels very personal, delicately emerging in my consciousness and I think within a few 
others within the circles that I function. In exploring a sense of connection to place, unresolved 
or unpleasant material is encountered, but this must not interfere with physical and spiritual 
coming-to-terms, a lifelong process.

The way ahead needs to be trodden with care and attentiveness to the current blunderings and 
previous outright atrocities applied to our brothers and sisters. In a way, acknowledging and 
honouring the deep affect that the land has to the open creative spirit, says that one is ready to be 
humbly taken in, is knocking at the door asking for admission to a “knowledge” that is part and 
parcel of indigeneity’s fabric of being, the beginning of some profound way for the newcomer, 
the white-skinned barnacle, to discover a deeper sense of place and so to find an expression of 
this sense of connectedness (out of recognition and respect, not taken as new).
There will never be assimilation but there will be collaboration, partnership, sharing understand-
ing of place and values and ways of connecting with country, through sounding, for example.

There is no need for me or for any of my colleagues to name what it is we do, but naming seems 
obligatory in certain communicative situations. It is on these occasions that I might deny the 
maturity of those European and American forces that shaped my musical growth by attempting 
to describe the force that now motors my sounding activities as place, as the land. It is the force 
of the terrain, the ecology in which I live and breathe, the light and the sky under which I think, 
create and grow, the visual and aural inputs, the haptic and proprioceptive qualities all pertain-
ing to the specific and general location of living. I am honouring the place of place within my 
tiny creative contribution, under an ongoing acknowledgement of indigenous proprietary rights 
and injustices, and an ever-refreshing rethink of indigenous and non-indigenous relation. I say 
the music I make, the creative work I undertake is of the land within which I dwell as my living, 
loving, suffering and dying take place here. 
Perhaps to say I make Australian Music is too definitive, declamatory, too territorialising. The 
name may well point to the context and the influence under which I work but is, in an etymo-
logical sense, as distracting for the one whom experiences the performance as is the cognitive 
search for meaning amongst the sound. 

[Preamble for gigs ?]
I acknowledge past and ongoing injustices committed by my kind upon the peoples 
and the land within which I now live.
I also acknowledge their generous, gracious and forgiving behaviour in the face of 
continuous violation.
The cut that occurred when this land’s ecology was breached is my heritage also.
My creative energies and actions I have come to imagine as a sapling growing from 
the cut tree, that my work emerges from the land but will always deal with, contain, 
address, come-forth through the violence perpetrated.

detail from ‘Long painting’ (RW) constructed at Museum of Innocence Mildura, 2016 – .
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