the mind
of itself
the world

and

Brooke Shanti Fenner

This project was born out of my desire to discuss
contemporary notions of consciousness with a wide
range of people who held diverse views, thoughts
and beliefs on the topic. My own interest in
consciousness came from both a Tibetan Buddhist
and a phenomenological context. The course of the
project has allowed me to broaden my understanding
of both this immensely expansive and overarching
word: consciousness; as well as countless other
words that have found their way into our discussions:
reality, space, art, existence, awareness, the mind.

A group of four artists: Laura Carthew
(visual), Nickk Hertzog (visual), David
Mutch (sound) and Mattie Young (performance), two facilitators: myself and
Oliver Cloke, and one curator: Tahlia
Jolly, has formed this project. For six
months we met to discuss the artist’s
work and its relation to consciousness.
The conversations were stimulating and
exciting, linear and circular, backwards
and forwards, heated and fervent, but
always inclusive. This inclusivity was a
core value of the project. All contributions
were valuable, whether they be taken
from theoretical texts or life experience.
The conversations led to us publically
extending the project into the exhibition
the mind of itself and the world at Light
Projects, Northcote. As our conversations
became more circular than linear, the
exhibition provided us both the opportunity to bring our questions to the
public and to present some of the ideas
dev-eloped over the six month period.
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What is the Occasion of Meeting?
Oliver Cloke

Consciousness is a slippery word, so
slippery it babbles in your mouth as you
divulge its contents, its directionless-ness.

world/map; which we are expected
to cope with easily. We do this through
communication and the comprehension
of rules and formulae for interaction
and action.

Viewed with cynicism because of its
slippery foundations it becomes for
most, an untenable subject matter.
However, it has been a subject matter
of philosophy dating back to the father
of modern Philosophical thinking:
Descartes; who noted that consciousness
is the most indubitable thing there is…

The purpose of the mind of itself and
the world has been to engage a wider
audience in a deeper conversation
about what contemporary consciousness is. We have met on many occasions
at the participating artist’s houses to
debate the differing aspects of what
consciousness can be, in terms of our
differing art practices, our memories,
dreams, histories, relations, beliefs
etc. What this aimed to achieve is a
greater personal theory about our
own consciousnesses and our collective
understanding of each other, whilst
concurrently formulating a model
through which to create artwork
about ‘consciousness’.

The question then arises; why seek to
further understand the incomprehensible?
The answer is simple, because humans
are curious animals; we wish to further
our knowledge of the world that surrounds us. This investigation of the
world begins when we are infants,
who first need to touch and taste
everything. From this sensory experience, expectations build and we begin
forming our own maps of the world.
We build a knowledge of ourselves in
relation to objects, this then evolves
into our relationship with others.
Theories of mind teach us to better
understand both ourselves and that
others’ beliefs, desires and intentions
are different to our own. The communities that we grow up in corral us,
delivering us into an ever-increasing

We have sought to place our understanding of social interactions into the
gallery context. After analysing how art
can be critiqued and developed, the
format of the project was then recontextualised to a more relaxed setting
- a dinner party atmosphere, where
food and ideas were shared. Participating artists were asked to bring various
objects/ideas/artworks to be discussed.
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This educational model sought to find
formulae that enabled the conversation
to relate to the practices of the artists
concerned. It also attempted to deny
any form of hierarchy, in the hope of
enhancing the experience for each contributor. The conversations were then
taken back to the original art environment - the gallery - in order to blur the
agenda and enhance the content, but
still to progress the ideas and dialogue
about the notion of ‘consciousness’.

as an understanding that others’
actions are goal-directed and that they
arise from particular beliefs or desires.
In proposition (because it is only a
theory) it is the innate potential ability
in humans to communicate which
requires social experiences to bring
to fruition and is used to test for some
disabilities like autism.
Different people, due to their interactions may develop more or less
effective theories of mind. Empathy
is a related concept, meaning to
experientially recognise and understand states of mind, including beliefs,
desires and particularly the emotions
of others. This is often characterised as
the ability to “put oneself into another’s
shoes.” This project has aspired to
allow all participants the ability to
communicate when desired and feel
that they have a worthy contribution.
The conversation is not judgemental, it
allows for personal opinion and memory
to be valued equally to grandiose theory. Understanding and empathy are
misused in educational contexts; they
are seen as unsustainable and therefore not correct (able to be marked).
However, the arts should provide a
forum for free thinking and social interactions to be explored, experienced
and analysed. The greater the range

The format of our conversations, have
utilised the concept of theory of mind
to engage in pedagogic templates to
enhance the flow of conversation about
consciousness and artwork produced.
“What is theory of mind?”2 I hear you
scream. Theory of mind is about understanding the implications of communication. In early childhood it is displayed
first, with the inclination to reference
an object in the world as interesting,
and then to appreciate the directed
attention and interests of the other –
this can be defined as the underlying
motive behind all human communication. Understanding of the other’s
intentions is another critical precursor
to understanding other minds, because
intentionality is a fundamental feature
of mental states and events. The
“intentional stance” has been defined
9

of diversity then the more interesting
the conversation can become. Fundamentally, it shows that our everyday
interactions are important to our being
(not to mention the knowledge of our
own perceptions).
So to conclude and come full circle,
it seems that a direct analysis of the
word consciousness is necessary to
justify our aims. If you investigate the
etymology of the word as a noun, or
an adjective, it derives from the Latin;
Conscius,(which means sharing knowledge) made up of com (with) and scire
(to know). Therefore, it is understood
that both our activity and our subject
matter are interrelated, intertwined
and mutually beneficial to each other’s
examination.The slippery words always
seem the most interesting to scrutinise
because theremay not be hard and fast
answers, but surely that is the most
intriguing element of education.

10

11

On Conciousness
NIckk Hertzog

It is pretty easy to say that everything
has something to do with consciousness. It is easy and therefore useless.
How then can we address consciousness as a theme for artistic research?
There is plenty of precedent for a
phenomenological approach, the questions of mind and body and how we
relate to objects, space and the idea
of other. But mine is not a phenomenological concern. The universal
subject, the standardised “I” is an
abstract discourse of unification. But
consciousness, our understanding and
our perception are not unified.
I am not unified, I am a constant flux
of competing aspects. Sometimes my
self dominates the world around it,
sometimes the world is the dominating
force. Consciousness is a battleground.
Working with this idea, I'm drawn to
ideas of confusion and conflict in our
perception of the world around us.
Space is a creation of consciousness.
The determination of “I” splits the
world into self (in here) and space (out
there). We are only ourselves because
space is not us. But this determination
is constantly questioned and constantly
renewed. But the constant affirmation
of our self is vulnerable to confusion
and disruption. We create the world
around us by projecting 'space' into
our raw perception. We create it all.

The buildings, the streets, the houses
and parks. Zones of confusion in our
urban fabric become questions of consciousness. The ambience, the unease,
the silent fascination, the affect, these
are the competing forces of our consciousness in conflict. By disregarding
socially engrained spatial values, we
break down the spatial prison we have
constructed for ourselves. We explore
the landscape, we transgress boundaries, we hang around abandoned
places and investigate the incomplete.
Collapsing concrete structures sprout
mutated ecosystems from your deep
fetid ponds. Lines of confusion travel
beneath the great totems of the freeway and crawl along the sunken ponds
of muddy urban run-off. We capture
and translate moments of confusion so
that others might be confused. Everything can become strange. Everything
should become strange. From the
urban fringes the dream and the nightmare collapse in on themselves and in
this gaping hole we see ourselves as
we truly are: fractured collections of
perception and thought surfacing from
that great ocean of fiction. We finally
awaken from that boring nightmare
of a unified self, toiling like Sisyphus,
trying to separate itself from the world
but never being able to.
16
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Conciousness and the Theatre
Mattie Young

THIS IS A STRANGE
PROCESS FOR A
THEATRE-MAKER

I have been attempting to translate the
collaborative theatre-making process into
a solitary activity. To write, generally, is to
be solitary, but the theatre-making that
I am used to is collaborative. Because of
the lack of collaborators, or co-creators,
I have undergone a consistent questioning of the work I am making. I truly have
no idea whether what I am producing has
any theatrical merit. The words look good
on the page; the way in which I have written them down makes sense to me and
suits the process that the exhibiting artists
have undertaken. But until I stand in a
room with performers and ask them to
attempt to say the words, or develop the
images and movements, these things that
I am writing don’t matter. It is the bodies
that will make the work.

in the same way on the floor. Firstly,
in bursts of insight and connectivity
between performers as they explore
and discover each other. Secondly,
in the leaping, sparking connection
between the performers and the watchers. The uninterrupted stream of energy
that spins backwards and forwards,
taking over all and giving way to that
shared place in between consciousness
that exists in the pure experience of the
performance.

Theatrical conversation is what happens
in rehearsal, in the space. The discussion
around the table can only take a performance work so far. Performance
yearns to stand, to walk, to feel the
weight of its own presence in a room,
rather than on a page.
The spasms of connection that my mind
makes, that the group makes across a
table, through conversation, are our
consciousnesses; our existences through
connection and interrelation. The
consciousness of the performance exists
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Correspondence
Brooke Shanti Fenner and Laura Carthew

BSF I read your work as dealing
with issues arising from human
experience; encounters with the
world and the reactions to these
encounters. These range from core
emotions, happiness, sadness, grief
etc, to ethical, social and political
questions. Would it be fair to say
that these types of experiences are
in some way secondary as they are
always reactionary? Of course one
could argue that all experience is
reactionary, because everything is
relational. Perhaps a better word
to describe the type of experience
you deal with is responsive. Directly
responsive experience as opposed to a
phenomenological type of experience.

a starting point. I suppose these
experiences are reactionary, as I
have to maintain distance to be able
to visualise them in the way I do, so
yes its secondary. I am interested
in situations where a response is
overwhelming, without a choice
being able to be made regarding
a reaction. I think all experience is
reactionary however, and the term
responsive is an equally totalising
word, but I like it better. Situations,
which make you respond instantaneously, are often ones that speak
most about core emotions and
uncomfortable ideologies, prodding
at the core of your psyche. Because
of the variation of responsive experience, the development of different
human beings’ psyches is of much
interest to me, as this is at once a
defining quality, but also what
divorces us as human beings. An
anxiety lies within difference.
Consciousness is an umbrella term;
it’s hard to define without closing
off many of the doors that lead to
its core. It’s the awareness of the
present, and an awareness of how
the past and future inform the
present. Once you’ve tapped into
this awareness, all things become
stimulating. I’m interested in the
tension that being acutely aware

Are you interested in the psychology
of how varied human responses are
developed? And in this sense where
and how do you see consciousness
residing?
LC Isn’t all art a reaction to an
encounter in the world? I’d say
that I do seek out encounters and
also hope to create them within my
work. Unpicking certain emotional,
social and ethical aspects of human
experience in a literal way, relying on interactions I have with the
media or real life revelations as
36

of your own existence creates with
death, your own and others around
you. Existentialism is of interest to
me. Also, to be aware of ones own
awareness elevates you in some
way; this relationship with being or
trying to access a higher self is
important. These trajectories are
what most interests me within the
idea of consciousness.

Buddhist practice. I am concerned
that my over simplification of this in
order to respond fairly directly may
be somewhat detrimental to what I
consider a fascinating subject. Nonetheless I am curious to hear what
you think as it seems to tie in with a
couple of the points you have made.
I especially like how you describe the
experience of being aware of one’s
own awareness as elevating. These
type of awareness debates often fall
within a phenomenological context,
when they are to do with bodily
triggers, phenomenal reactions etc.
What you are eluding to is different
I think, it seems more rooted within
something emotional.

BSF What first comes to mind when
you speak about the lack of choice
within an overwhelming reaction
is the tradition of Tibetan Buddhist
mindfulness meditation. I am sure
that many other disciplines, religions, philosophies etc subscribe
to similar values, but I feel like I
can speak about Tibetan Buddhism
because of my background. Mindfulness meditation is, in short, the
awareness of awareness - which you
describe as being the access point
to a higher self. It is the practice of
being in total consciousness of the
processes within the mind. It is said
that the more one practices this,
the more one is able to be in charge
of their own mind and thus control
their reactions, impulses to situations. Having total attentiveness
and awareness of the mind is the
ultimate level of consciousness within

LC Within meditation there is an
emphasis on achieving a mind that
is stable, calm and elevated. I feel
as though meditation techniques
including mindfulness meditation
seek to achieve something different
to what I am interested in within
consciousness. Seeking to have
more control over instinctive reactions is an interesting facet of this
particular meditation technique.
Something I’m sure many would
love to experience that don’t practice this technique. As I said before,
anxiety lies within difference.
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seeing something that shifts the
mind into some sort of epiphanic
thought process. Just being aware
of living in this world. I don’t mediate
within a Buddhist framework so I’m
unsure if these things correlate in
more ways than I realise. Phenomenology is hard to get away from in
this context of discussing consciousness as it’s so relevant, but it’s not
what I’m primarily interested in.
There is something about human
emotions. Breaking down barriers
of difference to reveal sameness. I
cry, you cry. You laugh, I laugh. Seeing someone screaming uncontrollably however, it sometimes scares
you and I. This could happen to you,
it is within you too. This feeling is
to do with otherness, the stranger
within, as Kristeva has written about.
Ai Weiwei has written, ‘psychological
subversion is where the power of
a work of art lies.’ Perhaps that’s
where the most interesting facets
of consciousness lie too.

This idea of mindful mediation,
reaching a point where you are
peacefully aware of your mindful
state, without struggling against
any outside influences that distract
or distress you, is this technique
trying to settle difference, lessen
this anxiety? This is potentially about
‘the other’ for me. Experiencing
things that unsettle you, are often
to do with experien-cing otherness,
something that is essentially within
us. I like experiencing things that
provoke this sort of reaction. I can’t
imagine that you could get away
from responses within the mind
that are uncontrollable, without
becoming less emotionally and
physically aware of others around
you. Perhaps in a negative sense.
Maybe I’m wrong. I’m interested in
consciousness in terms of elevation,
yes. But not just linked to elevated
mediation states, other religious or
spiritual states or having out of mind
experiences while using particular
substances. Just simply watching
people, sitting on a train, walking
through a park, smelling the air,
looking at someone breathing;
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BSF One of the things I’ve most
enjoyed within our brief correspondence is discovering the chasm of
difference between our theoretical
approaches. In my last response I
commented that it would be easy to
enter into a phenomenological discourse around matters of awareness,
but that I understood that phenomenology is not where your interests lie.
Alas! I have landed myself in the same
situation again. For days I have been
thinking about how to respond to
your comments on “the other.” While
I understand your position and how
it so aptly relates to your work, I’m
struggling to develop an interesting
position to respond from. When I think
about notions of “the other”, it is in
phenomenological terms regarding
intersubjectivity. You have written that
anxiety lies within difference, and while
I do understand the sense you mean
this in, perhaps in this context, difference is precisely the most interesting
part of our correspondence and how
we both can learn from each other.

So onto intersubjectivity. Intersubjectivity defines the subject’s experience
of being aware of the “other,” both
the other’s gaze and also the knowledge that the other has an experience
which is separate. Intersubjectivity is
when the subject is aware that they
are the object of the “other” and
all “others” experience(s). It also
describes the experience of being
and interacting with the world, of
being aware of what is outside and
separate from the embodied experience. I feel that this idea could
indirectly relate to a couple of ideas
I have heard you speak about; the first
being the notion of the secondary witness, and then also what you describe
as fictional realities. While I think your
response will pull away from a strictly
phenomen-ological context, I am really interested in hearing how you can
look at those particular ideas while
considering intersubjectivity.
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LC I would usually refrain from using
this term, yet I see why you’ve linked
notions of intersubjectivity towards
what I was saying about otherness,
particularly in relation to empathy and
trauma. If intersubjectivity links others
through a sharing of subjective states,
positioning ‘the other’ as a subject, the
same as oneself, not as an disconnected other; it seems to hold the same
essence that grounds my thinking
behind ‘the other’. A break down occurs
between self and other, personal and
shared, in both frameworks. I would
say that this structure also rationalises
empathy. I’m interested in the presence
or lack of empathy that exists when
witnessing something through a
secondary form. Being aware you
are gazing in on another’s traumatic

experience for example and how that
affects responsiveness. New technologies
deeply change how people relate to
others, phenomenologically, socially
and psychologically. Forms such as
the media often incite a disconnection
from the other as a shared self, as an
individual. Encouraging emotional
voyeurism rather than shared experience. I think of Japan this year and
the plethora of videos that emerged
on the web. And how I, alongside
millions of others, watched many of
these. The more I watched the less
real the tsunami seemed. This kind of
voyeurism has also been described as
disaster pornography. A timely phrase
considering the approaching ten year
anniversary of September 11, perhaps
the most televised disaster in history.
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A few theorists use the term ‘secondary
witness’ momentarily. My idea of the
secondary witness is bearing witness to
events, often atrocities, via forms of the
media and other communication methods, such as the internet, television,
radio, newspapers, books and even via
story telling. This kind of witnessing can
be very unsettling because of the void
that separates the subject (yourself),
from the reality of the event. This void
encourages imaginative interplays,
which in turn incite fictional realities.
It’s curious that what has been coined,
‘dark tourism’ (for example, visiting
Auschwitz, The Killing Fields or Ground
Zero) is the fastest-growing sector in
the tourism industry worldwide. There
is something driving this, a desperate
search for the truth; an attempt to understand trauma, absurdity, inhumanity
and make sense of our own existence,
in relation to an ‘others’. Much can be
learnt from difference. There is so much
left out from events not witnessed first
hand, that room develops to imagine
and be haunted by the fractures and
fissures. Fictional realities relate to
all of this because in order to visualise the real, there has to be fictional
connections made between unknown
elements. These connections exist in
the realm of the imaginary. Fiction may
be the only way to pierce reality.

Images courtesy of Laura Carthew
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A Table (or Multiple Indeterminate Instances of
Social and Linguistic Discursivity)
Nickk Hertzog

Not only do Descartes, Hegel, and Feuerbach not begin with the same concept,
they do not have the same concept of
beginning.15– Deleuze and Guattari

concepts do not translate in discussion.
Their role is to create concepts, units
of thought formulated to address the
philosophical problems around them.

Towards the end of our planning and
approaching the beginning of this show
a contentious discussion arose. Should
we include a table in the show? The question may seem obscure but it represents
the crucible of our dilemma. This is not to
say that the dilemma is negative, on the
contrary, points of confusion and contention are necessary elements of discussion
and discussion had been our main
activity so far. Those of us who were
creating work for the show were swapping altering and creating works, but
they were always submitted back to the
group and reabsorbed into the discussion. Why was discussion so important
to the question of consciousness? To
answer this question, we must consider
the field that our discussion is coming
from. Consciousness, questions of perception, traditionally fall into the realm
of Philosophy. We are not philosophers,
we are artists, from an admittedly varied
background, but all of us focused on
creative output. How does our discourse
compare to that of philosophy? The biggest difference is discussion. As Deleuze
and Guattari state in their seminal text
“What is Philosophy”, philosophical

...The ‘concept’ is not discursive, and
philosophy is not a discursive formation,
because it does not link propositions
together...The best one can say about
discussions is that they take things no
farther, since the participants never talk
about the same thing.16 – Deleuze and
Guattari
In trying to address the complex question of the role of art, one of the least
contentious things we can say is that art
is discursive. Where philosophy creates
and recreates the atomised singularities
and analysis links, art performs the links,
the translations, the mistranslations, the
gaps between these concepts. We are
about enacting, we are about method.
Art is a question of affect, even when
that affect is intellectual. From this point
we embraced the act of discussion. We
relished in its inaccuracy and the strange
conceptual entities it produced. But
what of a table?
The table was the device which facilitated
discussion. We lay sheets of paper, we
passed cups of tea, we piled books, we
ate dinners, we showed video footage
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of a screaming woman in an odd Turkish diner. The table was the mediation
point but the mediation was always
incomplete. The piece of paper that one
person lays on the table is not the same
piece that another person picks up. We
are, to some degree, in a prison of our
own universe. When I speak across a
table, I have no guarantee that the person opposite me will hear the words as
I said them, much less the ideas behind
them. The table then, is the leap of faith
that cannot be made.

Logistics, semantics, contradiction, representation. Should we put a table in the
show? Never has the gap in translation
been so evident. Yet neither have the
issues of mediation and mistranslation
been so openly addressed.
The whole problem with humanity stems
from the idea that I am in here and you
are out there.17 – Roshi
Can anything leave the universe of one
consciousness and emerge into another?
Unanswerable and ultimately irrelevant.
We are trying to communicate something, that is both method and message.

How do we explain to those people who
see our show the complex and integral
role of our discussion? Should we really
try to explain anything to them? If we
didn’t care about communicating, we
would not be making a show at all. If
we didn’t care we wouldn’t have spoken
across a table. We are trying to communicate something and I’m not sure
if what we are saying is half as important as how we are saying it. Nothing
will wholly translate from one person
to another, but this has no effect on the
need to communicate, to launch our
consciousness in the hopes that it may
somehow connect with someone else’s.
The table is secondary to those discussions themselves. But even the table,
the opaque symbol of our discussion,
is folded back into the discussion.

The new beauty will be one of situations.18
– Guy Debord
The table may not speak to a viewer of
our discussions, but we had our
discussions none the less. They will have
discussions too and that’s probably the
best thing to hope for. Inside the gallery
or outside, situations arise. The table
cannot complete the distance between
us, but it does confirm our commitment
to the joy of mistranslation. Nothing in
my universe can ever truly be in yours,
but this does not stop me from speaking, it does not stop me from making. I
will never truly know you, but I’d still buy
you a drink.
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What is Reality?
Peter Fenner

For me the question of “what is reality”
immediately turns into the question:
is “this” real? I feel that if this first
question is asked in the abstract, it is
easy to become philosophical and to
disconnect from the immediacy which
this question invites. So, “Is this real?”
In order to respond to this question
we need to know what “this” is; what
it is that we are considering to be real,
unreal or something else. If we don’t
know what it is that we are talking
about we can’t move onto considering
if it is real or not. So what is “this”?
When I say “this” I mean what is happening now, this experience, what it is
for me, and whatever it is for you. Even
so, when I say “this” it can still mean
many things. I can be talking about
everything that I am receiving through
my senses: these colours and shapes
and sounds; the sensation of my fingers
as they touch the keypad. These are the
seeming “objects” of my senses, of my
perception. Then there is the awareness itself. If I wasn’t aware, I couldn’t
see how the various sensations could
be appearing. Awareness seems to
be a necessary component. Yet, the
awareness isn’t the same thing as that
which is appearing in my awareness.
And there are also my thoughts. I am
aware of these. They aren’t the same
thing as the sense data I receive. I am

aware of my thought, so they would
appear to be different from awareness
itself. So, at this point we have three
things:
Sense data – the empirical world
Thoughts

so vibrant, and everything wouldn’t be
so “normal” if I was in a dream,” and
then I woke up!!
Thoughts: they seem to be distinct, yet
where are they? I think them but have
never seen one, weighed one,
or touched a thought. They seem to
be real and unreal are the same time.

Awareness
Now perhaps we are in a better position
to ask is “this” real?
Well, what about the sense information?
Is the impression of my computer real
or unreal. I can’t say. If it was unreal,
how would it be different? That is the
vital question. But if I know how it
could be different, how it would be different in some way, there would be no
deception. I wouldn’t be thinking that
something that is illusory is in some
way real. To say this is unreal isn’t to
say that things are blurred or vague.
If I say this is “real” I am contrasting
it with “unreal” and I don’t see how
I can make that contrast. I think I am
awake now, but I recall once, examining the state I was in to determine if I
was awake or in a dream. I looked at
the shapes and colours really closely
and determined beyond any doubt that
I was awake, the colours couldn’t be
46

Awareness: where is it? It is real or unreal? If it was unreal, it still wouldn’t be
awareness. My awareness would be an
illusion, but even to know it as an unknown illusion, I still need to be aware.
Yet, on the other hand, if awareness is
“real”, if I can know that, whatever it is
that I know ceases to be awareness, it is
an object of my awareness. I am unable
to say if my awareness is real or unreal.
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extended table

Small Coversations
Excerpts from a conversation with Andrew Goodman, Laura Carthew, Mattie Young
and Brooke Shanti Fenner

16.00-17.46

MY In contemporary theatre, for
around the past thirty years, in this
move away from text based and into
physical and devised theatre, there is
this idea – that’s talked about so much
in the rehearsal room – there’s this notion that you have this moment of “OH
THAT WORKS! And you did that that,
and you did that and ohh!!”

AG My work tends to use generative elements, it involves the viewer or participant
in an interaction – its very much about a
bodily experience, a heightened embodied
experience, I don’t want to say phenomenological because there are problems with
phenomenology. Its kind of neo-phenomenology. The problem with phenomenology
is that it takes as its basis the fact that there
is an object and a person, but everything
is constantly at a point of becoming and
inventing itself so its not possible to think
of the person as the subject or the object
because they are in the process of mutual
invention. So this shares a lot of problems
with theatre, choreography, scripts – how
do you have that becoming experience and
still have a script? For example we all make
genuinely sincere movements, which arise
out of all the forces that work around the
body. So how then is it possible to have that
level of sincerity, which isn’t a great word,
that sort of imminence while also having
something planned. This is a huge problem
with theatre.

MY And you repeat it and you practice
it and it loses something.

BSF Is it important that the audience is
thinking about their role in that way?

AG I think (Gilles) Deleuze’s writing on
(Francis) Bacon, which looks at sensation is relevant here. He writes about
art as blocks of sensation. If you think
about art in that way, then you can
add the audience back in. In a sense it
allows things to be representational,
without it being this huge problem. If
you are just representing something

AG It’s a sort of insurmountable problem
really. How can we have these elements
simultaneously exist?
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BSF I think that’s passive. It can almost
become a justification, a way of the
performer to understand the audience’s role, to justify the need for an
audience at all. I think the audience
should understand that the performer
is framing their role in that way.

BSF Is it important that the audience’s
role is framed as such?
AG How do you mean?

BSF For me questions of audience come
up. What is the audience’s role? In that
sense, what is the point of there being
an audience? How are the audience
ever going to understand that experience?

need to have an awareness of their role
at all really, they are just open.

22.58-27.10

AG And then you recreate it and it’s a
representation.

19.10-21.30

MY Absolutely.

then you are just hollowing out the
meaning. But if you think of art as
existing as this block of experience or
sensation, which is different for every
person then that’s an act of creation.

AG Do you mean understanding as
intellectual understanding?
BSF Yeh

AG Hm, well that’s a good question.
That’s a really big question isn’t it.

AG Or a physical level?
BSF I meant an intellectual level, but
maybe a physical level…

BSF Because perhaps that’s a way of a
performer thinking about the audience. But an audience member is fairly
unlikely to walk into a piece of theatre
and think: I am a part of this, I am imminent along with this piece of theatre.

AG Because if you even think of
traditional theatre, there are all kinds
of heightened affects – it is dark, the
lights come on, surround sound – there
are all these things that potentially put
you in a heightened state, that might
lead you into that experience.

AG If you think of theatre as a technique, as a way of intensifying the
creative act, of heightening sensation;
you can try to find ways of intensifying
that or activating that or allowing that
to occur.

BSF But we also have an understanding when we go to see theatre that
those affects are things that occur in
a theatre and sure, they can affect us,
but there is no shock.

MY Therefore an audience doesn’t
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AG But do you need shock?

AG Well it doesn’t really work as theatre.

BSF I just don’t think that those devices,
in that context, is enough to communicate that the audience’s role is
being framed in the way we have been
speaking about.

BSF Then that to me says that you have
a notion of what theatre has to be.
AG Okay, well art. It’s just very negative, everything is hollowed out, everything is empty. And then what?

MY In a tute today, a theorist called
Hans-Thies Lehmann was brought up,
50.10 - 54.18
he wrote a book called Post-dramatic
Theatre. He talks about hot and cool
MY …Maybe political art is vitally imtheatre. Hot theatre is theatre that conportant. Maybe it’s a way of addressing
nects with people on a visceral level, so
issues without a capitalist framework.
it engages a physical reaction in some
Not in all cases obviously.
ways. And cool theatre is one that
distances itself.
AG Perhaps we need to expand what political art is. There is this fantastic essay
AG So its kind of Brechtian?
by (Felix) Guattari called Three Ecologies
where he writes about the need for
MY Exactly, it asks the audience to
revolution on three levels. A personal
consider something intellectually.
or bodily level, an ecological level and a
social level. The problem with differAG I think that’s where Brecht was
ent things that try to deal with political
wrong. The idea was that you would
and ecological issues is that they don’t
distance an audience emotionally to
deal with all three threads simultaneallow them to have an intellectual reously. We structure and create fascism,
sponse. The idea that that was the role
because we are all mini-fascists, we all
of theatre, to me that’s just completely
structure and control and hybridize our
wrong.
own bodies, as we do with other people,
as we do with society. And if you have
BSF But why? Because I think that’s
an ecological movement which doesn’t
really interesting.
embrace the problems of political power
struggle or the struggle of our bodies:
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define sexuality, define race, and keep
people in those categories, all of which
limits freedom of experience, then they
are all bound to fail. You have to have
personal revolution as well as societal
revolution or you’ll just end up with a different dictator. You can see that endlessly
in society – every revolutionary becomes a
dictator. So you have to embrace all those
things which is much more political than
‘politics’ politics.

the body. And now hopefully we can say
the body is as much a part of consciousness as the mind. There are plenty of
theories which embrace that. Consciousness is embodied in all parts of us. That
is what makes up our sense of ourselves.
Because if you have a different body you
are going to have a different experience.

LC Political is just such an umbrella term,
it’s so complicated because all art by
nature is political, it just depends on how
you break it down.
AG Maybe that’s the problem with Brecht
then. Trying to reduce one of those levels
of experience by controlling it, by saying
“you aren’t going to have this emotional
response, I’m just not going to allow that,
its just going to be intellectual,” that’s just
assuming the mind is more important that
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super day

Laughing Session
facilitated by Laura Carthew and run by Bronwyn Roberts
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Mark Carthew

Deciding to attend the laughing session
involved reflecting on my personal
space and comfort zone. I found myself
asking two key questions.

Interestingly, I also felt like I was in a
fishbowl with people walking by the
large glass windows curious and drawn
into the scene. What a great day.
Laugh to the finger.

1. How comfortable was I going to feel
with this group?
2. And, was this going to be threatening
and embarrassing?
The answers were clear on arrival in the
artistic environment that is Northcote’s
cosmopolitan streetscape. A perfect
art-space, open and non-pretentious.
My mind was slightly worried about
the intimacy of the experience. Group
facilitation sessions imply a degree of
intimacy and trust, especially with their
leaders. Luckily, both Bronwyn and the
extremely enthusiastic group immediately gave off a relaxed vibe and that
began to allay my fears and resistance.
I think everyone was floating in a
similar boat.
Laughter soon became contagious and
I found myself connected and focused
on a joyful way of being. That was an
empowering realisation. Contact with
the laughter of others is both
connective and catching.
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Sensory Session
facilitated by Mattie Young
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Mattie Young, Sensory Celebrant
Tess Healy

“…A kind of festival not of the senses
but of meaning.”19

body, an internal struggle. Performed
vulnerability and endurance soon give
way to authentic calmness.

1. Seeking
3. Almost weightless/ performing
intimacy

Standing in the high sun in a Northcote
gallery an ordinary crowd is transforming. Pre-beginning: audience and
participants are lightly separated. The
‘we’ becomes more intimate. We are
divided into partnerships. Our mediator
becomes the voice for these (almost)
arranged marriages between participants. To me, ‘we’ acts as a support,
a mutual gifting of one to the other,
to aid us through the unknown
experience that we have entered.

The halves are up off the floor now.
Pulled into a corner and the celebrant
whispers suggestions to us: “Imagine
how something might feel…” “What a
sound could create…” “Give your partner a beautiful experience.” The session
is like couples therapy with a potential
stranger. Initially, gentleness and tininess takes me over as I move around
the space of my partner. The sunlight
is personified through the audience’s
presence. It exposes me. Now that the
roles have been reversed, sound makes
sense: It is this substitution of light, the
shutting of the eyes which empowers.
The senses marry through imitating
sleep. The visible are left moving self
consciously around the stage.

2. Heavy rocks/ no sight
Drop down gently to the ground, I lie
flat as my partner disappears somewhere into the background. Myself and
all the other halves remain positioned
here, low and horizontal, our eyes are
shut. On one level the timber floor has
become a pedestal, and as we are guided through semi meditation I remain
blindingly aware of the observational
figures viewing me. My partner returns
after direction and swirls around me.
I can hear shaky noises all around me.
Movements arriving unexpectedly, in
my stomach. My body tries to still my
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Collaborative Practices
facilitated by Brooke Shanti Fenner and Oliver Cloke
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Therese Keogh

Our group meets on the muddy shoreline, nervous but excited. The task is
clear; carry a single bucket of water
from the inland lake where we stand,
to the distant ocean. We begin, taking
it in turns to bear the weight of the
load. We talk, we laugh, relishing in the
challenge before us. The voyage is long
and many of us will not make it. Slowly
but surely we work our way forwards.
One of our comrades grows tired and
turns back. Still we go on. As time goes
by the water begins to evaporate. We
are racing against the elements. Further
still and we’ve lost two more members
of our troupe. We must stay strong,
showing a united front. Only then will
we reach our goal. Step by step we
weaken, swapping the bucket as we go.
Soon only three of us remain. We don’t
talk, just walk in silence. Eventually,
when nearly all hope is gone, the ocean
appears on the horizon. Our spirits rise
rapidly. Our journey has been so long
that the water is just half of what it was.
Suddenly, one of our team trips. The
bucket flies into the air, water falling
around us. A puddle forms at our feet.
Just two of us left now. It’s up to us. We
run to the roadside and collect a stick
each from the base of a tree. Hurrying
back to our small pool of water, we use
our sticks to carve away at the earth.
The water begins to trickle along the

channel we’ve created. We keep digging
away on our hands and knees. Hours
pass and the water gains momentum.
We’re close now. The tide has turned
and the mass of water edges towards
us. It’s going to meet us half way. Finally
we stop. And we wait. We sit and watch.
One last wave climbs the shore and
swallows our trail.
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Live Sonic Performance and Consciously unconscious:
a drinking exercise
David Mutch and NIckk Hertzog
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Response to David Mutch’s performance by Brooke Shanti Fenner

Nick Lekakis

When we enter the museum, we expect
to see objects. As audiences we can look
at these objects from a comfortable
distance. We are afforded the pleasure
of isolated contemplation, of having
our senses affected and critical faculties engaged at our own leisurely pace.
Sometimes, when it’s a special occasion, like the opening of a show, there
might be some champagne on offer.
We can look at art, clink our glasses,
and congratulate ourselves on being
part of a general atmosphere of cultural
edginess and sophistication.

is dispensed into people’s cups, which
must be metaphors for toilet bowls.
Some kind of contemporary revisiting of
Duchamp’s urinal?
“Is this the art?” I ask the gallery attendant. He shrugs. Apparently not. I look
around for some kind of clue. Everyone
is drinking. People are staring at their
cups and taking measured, concentrated
swigs. These people, I realize, are not
drinking for the taste of this puerile substance. They are drinking to get drunk,
or what is commonly referred to in the
media as “binge-drinking.” Hertzog
nods at me from a corner as if to say
“now you understand.”

Nickk Hertzog’s event subverts these
expectations. Instead of being handed a
flute of golden bubbles, we get a plastic
cup full of a suspect, brown-looking
liquid. We are told it is “home-brew”:
a beer made in someone’s garage. The
thought occurs to me as I look inside the
cup that, were I to drink this and then
urinate, the colour and consistency of
the liquid won’t have changed. If you
drink piss, surely you will piss piss.

Well if I am to review the work, I
suppose I must experience it. I finish
one cup and then another. A warmth
spreads through my body. Consciousness shifts subtly as each minute goes
by, my thoughts become less concerned
with the difference between this art and
that and more about the moment. The
art in Hertzog’s work, I am starting to
realize, is not restrained to an aesthetic
object, but expanded into an action: the
action of getting “shit-faced”.

As I move inside the gallery space,
instead of aesthetic objects, either flat
on the wall or sculptural, my attention
is directed towards a keg with a hose
attached. The keg instantly reminds me
of a bladder, the hose a urinary tract
through which the golden-brown liquid

I can’t emphasize enough the genius of
such a concept. No, not concept – this is
the wrong word. Traditional
80

philosophical categories won’t work
here. It is more like a doing, or even
better - a becoming. This action cuts
through the heart of oppositional binaries that have hung over philosophical
discourses like a pall since the linguistic
turn of the 70s. Art/life, man/woman,
sign/signified: all dissolve into an
excess of liquid, as the generous drug of
alcohol interrupts synapses, deterritorialising the body and recreating it into a
machine of pure desire. Consciousness is
no longer a thing with boundaries, but
one point along a plane of immanence
that affects semantic ruptures and
syntactic twisting. Thoughts like ‘I really
should have written that appointment
into my diary,’ become ‘I feel invincible
and kind of horny’ and finally ‘fuckoansdnfdmnnnnn...’

somewhere that “man is born between
piss and shit.” Hertzog’s work has put
me into that sovereign state, which is
more than I can say for any other artistic
experience I have ever had.
Or maybe I just got pole-axed.

As I lay in a high street gutter, having pissed myself, both literally and
figuratively, my dreamlike state of
semi-consciousness is returned to the
writings of Georges Bataille, who said
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Small Coversations
Excerpts from a conversation with Stephen Garrett, David Mutch, Nickk Hertzog
Oliver Cloke and Brooke Shanti Fenner

28.10-36.36
which exists between this. The fact that
I look at you and it comes but to me,
I’m already looking in the past. It’s
immeasurable, but physics tells us that
its true, Einstein proved it as the state
of relativity.

SG …I think of different writings where
they talk about the present-ness of now
or a state of present-ness. Because for
me consciousness is inherently embedded and linked within time and space,
they are inseparable. Time and space is
itself, I suppose, a state of consciousness.
So especially in say, Tibetan Buddhism or
someone like Henri Bergson - his writings
on consciousness in Matter and Memory,
they describe consciousness very poetically, very beautifully, as sort of slivers of
time that fold on top of each other, so
each moment is its own moment.

DM So not on a human scale, but on
some scale it might become realisable
SG For example this is too close to
measure but if I look at a star I know
I’m looking back in time, it’s a present
moment, but I’m looking at something
that occurred years ago. That’s a really
dumb, heavy example, but that’s my
understanding of consciousness; it’s
my material self placed within time and
space and how I understand that relationship, through a proximal sense.

DM So it’s kind of timeless? Or outside
of time?
SG Well it’s embedded in time because
it’s this idea of an unfolding and folding of continuous moments

DM Is that how it comes into the gallery?
SG I have this sort of fascination with
touch where, no, its not a fascination…I
suppose that within my thinking the reason why I touch things… so if I’m setting
up a show I spend a lot of time touching
the walls, the floor, the space…

DM One collapses on the other
SG And evaporating at the same time.
And that’s memory. The idea of consciousness itself is a state of memory.
We can’t measure the distance between me speaking and it going into
your ear. Or from me seeing you and it
coming back to me and me processing
that image. But there is time and space

DM Like a directness?
SG It’s the most immediate sensation
to present-ness, so it closes the gap.
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The proximal space between this to this
(touches David’s foot.) So it’s no longer
necessarily about memory but it’s almost
what they would call a priori perception.

space and the physicality of the space.
For me that’s a consciousness.

OC And surely that’s through your
understanding of previous touches, so
there is a memory and a history on top
of that.

SG Absolutely, but I have to bring myself into the awareness of that, because
we forget, we just don’t pay attention.
And that to me is a type of present-ness
to consciousness, which is different to
maybe just talking to somebody when
I’m not thinking about the conditions
within I’m existing.

BSF But you are always touching space.

SG Yeh, I suppose that’s trying to be
as conscious as I can be, and the most
present I can be to myself in that space
is through touch, in the first instance as
a way of trying to not relegate everything to memory.

BSF Can you talk about a bit about
how to see the relationship between
thought and consciousness?

DM I see consciousness as that awareness, a soberness or something like
that, no soberness is not the word,
just an awareness of my surroundings, what’s happening around me
rather than being somewhere else, or
responding instinctively to something.
SG For me consciousness is about trying
to be aware inside my body, its not a
head space, its a body space. Its like sitting here in this position and although
I’m talking, I’m allowing myself to be
present to the way my feet are touching, the way my leg is touching the sofa,
the pressure on my elbow. Like trying to
draw all the aspects of where I touch the

SG If I was to separate, and I’m loathed
to separate because I don’t know if its
possible…I suppose thought is something I locate as a cerebral activity and
consciousness is the embodiment of
who I am as a total sense of self and
thought is just an aspect of that totality.
58.18-1.02.14
DM …I do a lot of processing, using
effects and montage to abstract it quite
a bit from the original.
SG Looking at Nickk’s video there is a
reading about a type of altered state
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of being, there are these two characters
wandering through but then there is this
reversal of frame and the water is going
up then it comes back down. So there is
a type of, not a Surrealist idea, but an
alternate state of being, being projected
in the work, like a dream or something.

BSF He is going to do five hours of collecting and then five hours of reinterpreting,
which I think is quite interesting in terms
of trying to deal with these non-linear
ideas of time within the formulaic structure of: five hours/five hours.
DM If you set boundaries its kind of an
easier way to work, it gets the ball rolling. Because I like to structure things in
that way maybe I am more interested
in the unstructured thing as a kind of
counterpoint.

DM Time is kind of looped, stretched...
SG So do you have a similar interest in
the way you’re structuring sound as an
alternate state of perceiving?
DM Yeh its kind of an alternate way. But
I’m thinking more about the way we do
perceive time, not as a linear thing. It
is stretched. We perceive it at different
rates, things are looped, things are cyclical, things are distorted, which is more
how we actually experience reality,
rather than a fluid flow of data.
BSF I think the project you are doing on
Sunday addresses that.
DM On Sunday I’m going to spend
a few hours collecting sounds in the
morning and then I’m going to come
back and do a long performance. Five
hours of going through things and relooking at the samples, reinterpreting…
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Lunch Forum
Conversation between

Oliver Cloke
Tess Healy
Laura Carthew
Cat Pacitti
Nickk Hertzog
Adriana Bernardo
Cat Pieper
Nic Price
Brooke Shanti Fenner
Penny Fenner
Anna Topalidou
Mattie Young
Veronica Calen Ardous
Genevieve Ackland
Tahlia Jolly
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Tahlia Jolly

Conversations are tricky things. You can
never be certain how they will flourish,
whether they will at all or even where
they will wind up. Over the last six
months, the seven of us collaborating
on this project have certainly learned
that. Our final meeting as a group, in
the context of a public conversation
staged within the gallery, was yet again
a testament to this fact.

I don’t even know what consciousness
is.” “Join the club” I replied. Because
truthfully none of us knew. We all had
our ideas, our vague notions and blurry
definitions of these loaded terms we
were throwing around the discussion,
but I don’t believe any of us were
certain. Our conversation raised more
questions than answers and probably
fostered more confusion than clarity,
but I believe that was the point. One
participant perhaps best summed it up
in an insightfully honest way by stating
“I don’t believe in anything anymore,
its just all very interesting.”

Conversation started very differently
this time. Yes, there were cups of tea
and plates of food, akin to the normal
beginnings of our meetings. The table
however was absent, compensated for
by a ring of mattresses and cushions on
the floor that had the gallery looking
more like a squat than a vessel for
showing art. The group of us involved
in the project were there, as were nine
others; they were intruders, provocateurs, but ultimately our invited guests,
selected for their unique knowledge
and experience in the hope of enriching
our conversation.
The conversation began, a little reluctantly at first but soon everyone was
involved and shared their opinions,
conjecture and insight. About halfway
through one of the members of the discussion leant over to me and whispered
“I am having a bit of trouble,

Mattie Young

Food is a lubricant. The conversation
started from the food. We talked about
the quiche and the tart and the quinoa
salad. Shared taste introduced the
strangers to the friends.

as our experiences did. But the point:
we were all there, in that room. We all
heard the words spoken and felt the sun
coming in through the windows from
High Street. The relative truth of that
reality is palpable. Our consciousnesses
partake in the same individual yet shared
growth. The absolute truth? That is a
question – one of the many we ran into
over hummus and pita bread – that, we
found, has no answer, has no definite.
But then, perhaps, neither do we.

Once the recorder was on (set to make
impermanence solid) it only took one
question and the conversation lasted for
hours. A rolling, generative conversation
that garnered its own pace and took
us backwards and forwards, around in
circles and towards new points.
I wondered, at one point, about the
purpose of this conversation. Why
talk? Why ask questions in a continuing struggle to increase the volume of
knowledge. Why not just exist? Why not
just sit in existence, let it be around you,
and avoid exploration? The answer to
those questions is implicit in the act of
the asking. Our desire to ask, to learn,
is so tantamount to the nature of our
existence that to be conscious is to ask
questions and encourage knowledge
through the sharing of information.
Learning is a shared experience in the
same way that consciousness is a shared
experience. We ate muffins and drank
tea and talked, in order to experience a
transient moment together that we may
all reflect on. Our reflections will differ,
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Choreographing Presence
Tess Healy

15 figures sit in a circle, not directly on the floor, but low and relatively set.
A sound recording device is placed in the middle, a silent – yet overarching voice.
The gallery symbolises the framed space upon which you have now entered.
“I have stage fright. I have stage fright. I have stage fright.”
“You’re all here today, thank you.”
“It is your assigned roles that make some of you particularly interesting.”
“My name is, and I am.”
“So, the main question: what does consciousness mean, to you?”
The group is understood as a peripheral whole.
“Your art’s all done in your consciousness.”
“This discussion is about creating the space to expand that sort of statement.”
“We don’t all make art.”
“…Ocular focused… That philosophy accounts for 30% of brain activity.”
“A lot of things that people are scared of can be explained by Buddhism.”
“Who directs?”
“My body is my responsibility.”
“You can never be fully present.”
“Is it so necessary?”
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Illuminated amble
David Mutch

1.

2.

Recording ambient sounds while wandering for five hours,
07:00 - 12:00, 28.08.2011

Augmenting prerecorded ambient sounds in a live hour performance,
12:00 - 17:00, 28.08.2011

An aimless walk through the built environment. The practice of slowing down,
arriving at a pace that humans physically relate to our world, and listening.
Aimless in the lack of a predetermined route– pure means, with no end.
An attempt to gain a sense of place via the rediscovery of the sonic environment. If the visual relates to the conscious experience of the world, the perception of sound lies just below, texturing considered thought and alluding to
subtle memories.
While unmeditated by mechanical modes of movement, technology is employed
to stalk new sounds and sonic atmospheres in hidden groves, vacant lots,
storm-drains and back alleys.
Raw sound is captured by the ear of the condenser microphones. Stimuli is
selected, just as the flow of consciousness attends to important information.
The tool detects sound waves that are either beyond the threshold of human
hearing, or filtered out by the brain to form a cohesive experience of the world.
The data is committed to a memory card.
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The prerecorded sounds are loaded onto a sampler. During playback, the sound
is augmented using the hardware’s built-in effects, deforming and echoing it.
Although the morning’s story is retold in real-time, samples are chopped and mixed,
while multitimbral layers fracture and condense the chronological order of events.
The syntax of a linear narrative gives way to the language memory and dreams.
Fragments are looped, and upon extended repetitions the data morphs, certain
elements come to the fore and others recede. Each detail becomes embedded with
gravity. The brain builds rhythms and structures for the new context, and like a word
that has been looked at for too long, the sample becomes foreign, abstracted. It’s
original meaning is lost, thereby enabling the brain to experience it anew.
The result is a dysfunctional and unproductive method of defamiliarisation,
fragmentation and distortion of sonic gesture. It becomes a cyclical meditation on
the aural experience of local surroundings. Fissures open up in the learned meaning of things (and in turn the brain’s constructions of reality), enabling a spacial
reorientation, guided by new maps.
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Excerpt from body pieces
Performance written and directed by Mattie Young, devised by Eleanor Bally, Alice
Dawes, Brienna Macnish and Andrew Wong

Andrew stands still, but each time a car goes past, his body is affected by it.
Ellie and Alice at the back of the space, facing the back wall, illuminated by the
street lights.
Brie in the front right corner, her head up, facing the wall.
Ellie and Alice slowly reach their hands up along the back wall. Then they turn to
face the audience.
One lamp on, illuminating the back wall.
Ellie Well, her head was –
Alice No, her face was –
Ellie No, it was her feet –
Alice No, her legs.
Ellie She couldn’t stand
Alice She tried, but they wouldn’t hold her up
Ellie She didn’t really –
Alice stand a chance.
Ellie She planted her feet in the ground. They sprouted. Little roots grew from
her soles and pushed down through the soil, lower and lower and colder. When
finally she tried to step, tried to lift her right leg, she felt the pull of the earth.
Her leg shook at the knee as she strained against the roots. But they wouldn’t
break. They didn’t break.
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Brie (To herself) My face was in the sun. It tailored itself to the light so that its
creases and curves were extinguished in reflection. Only my nostrils, and the blacks
of my eyes existed. Little imperfections on perfect white. The rest of my skin sunk
away and these four black spots grew. They expanded so slowly that the change was
imperceptible until finally they joined. One wide dark shape continued to grow, my
head now was just a black space, carried around on my neck. My shoulders supporting the blackness that hovered where my head had been.
Ellie and Alice slide down the wall and sit with their backs to it.

As Ellie and Alice begin the following text, Brie scrambles along the wall to the back
right corner. The text is repeated in a loop until she slumps in the corner.
Ellie When she was gone

Ellie It didn’t look like what she thought it would look like. It smelled different too.
It smelled like fresh earth. Not like death. It smelled like tiny green buds rising from
crumbling dirt. It smelled like footprints in dust.

Alice When she was gone / there was

Alice She couldn’t walk.

Alice No / was there

Ellie She couldn’t walk, so she sat on the concrete. She stretched her legs out in
front of her. She reached her arms above her head. She pushed her shoulders back.

Ellie was no there, when gone

Ellie there was no, when she was gone

(Pause)
Alice Her throat constricted.
Alice was gone
Ellie She tightened the muscles in her throat. She opened her mouth, stretched her
lips as far as they would go.

Ellie there was

Alice She tried to drink the air.

Alice no where

Ellie She sat still, like that, in that place, until she couldn’t anymore. And then she left.

Ellie when gone

Brie drops to the ground, raises her arms, rolls her shoulders, opens her mouth and
leans backwards, resting on her tailbone with her legs suspended. She holds this position for as long as she can until she falls.

Lamp off.
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Closing Exhibition
Curated by Tahlia Jolly with artists Laura Carthew, Nickk Hertzog, David Mutch
and Mattie Young
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