SENSING SPACES: ASSEMBLING &
EXPERIENCING SITE-RELATED
PERFORMANCE, VICTORIA 2008-2011

Submitted by AMY TSILEMANIS, BA (hons)

A Thesis submitted in partial fulfilment of the requirements for the
degree of MASTERS BY RESEARCH
Theatre and Drama Program
Faculty of Humanities and Social Sciences
La Trobe University
Bundoora, Victoria, 3086
Australia
JANUARY 2012

1

AUTHORSHIP STATEMENT
Except where reference is made in the text of the thesis, this thesis contains no material
published elsewhere or extracted in whole or in part from a thesis submitted for the award of
any other degree or diploma.
No other person’s work has been used without due acknowledgement in the main text of the
thesis.
The thesis has not been submitted for the award of any degree or diploma at any other tertiary
institution.
All research procedures reported in the thesis were approved by the relevant Ethics
Committee.
Signed
Date

2

ACKNOWLEDGEMENTS
The researcher gives thanks to supervisors Meredith Rogers and Peta Tait for reading drafts
and assisting with matters academic and otherwise, and to the support of all La Trobe
University colleagues including Rachael Nolan, Rand Hazou, Saumya Liyanage, Rob Conkie
and Loretta Calvery. Great thanks also go to the six practising companies interviewed for this
research for their time and generosity: Julian Rickert, Suzanne Kersten, Silvia Mercuriali,
Bruce Gladwin, Louise Morris, Anna Hamilton, Jude Anderson and Jess Olivieri.
To all family, friends (and strangers!) who have discussed ideas and helped when in distress,
this couldn’t have been done without you, especially Julian Potter (aka Professor Potter) for
all the amazing support from drawing diagrams of complex concepts to baking scones.
Thankyou to untiring editors Jade Standing, Margot Meredith and Jim Cunnington and to
Judy Sloane for opening her cottage at Primrose Hill as a quiet and inspiring writing retreat.
For the kind use of 407 Finch St thanks to Mary Silamato and in the staging of the Ballarat
Railway Station Theatrical Audio Tours thanks go to the crew, particularly Caitlin Dullard,
and support from staff at Vline, Victrack and Ballarat Heritage Weekend. Thank You!

3

TABLE OF CONTENTS

Abstract

5

Illustrations

6

Introduction

7

Methodology

12

Definitions

15

Chapter One: Site-Related Performance

21

Chapter Two: Case Studies

37

Chapter Three: Ballarat Railway Station Theatrical Audio Tours

73

Sensing Spaces: An Ending, A Beginning

104

Bibliography

109

Appendices

113

4

ABSTRACT

‘Sensing Spaces’ investigates the devised performance practices and outcomes of
audio-led

and

ambulatory

site-related

performance

through

the

Practice-led

Research/Research-led Practice model. The research demonstrates and analyses the layered
nature of sites and performance through practical and theoretical exploration of works
undertaken

in

Victoria

between

2008

and

2011.

Drawing

on

scholars

and

researcher/practioners incuding Michel de Certeau, Clifford McLucas, Mike Pearson, Michael
Shanks and Cathy Turner, the thesis argues that processes of sensing are initiated by human,
sensory engagements that transform geographical places into fluid, multiple spaces. It asks
how the creation and experience of spaces are explored in site-related projects, as a result of a
“mutual haunting” (Turner 2004: 384) between site, performance work, theatremaker and
audience participant. It considers the process of ‘sensing space’ for both practitioners making
work – through processes of assemblage and modes of framing and guiding – and for
audience participants experiencing it – seeing, hearing, walking and perceiving – both
existing in a “multi-temporal texture” (Pearson and Shanks 2001: 1).
Chapter One critiques existing scholarship, locating the field that frames the
historical, theoretical and practical components of the work. Chapter Two uses qualitative
research including interviews, reviews and experience of the live event, to analyse case
studies of five contemporary companies (One Step at a Time Like This, Rotozaza, Back to
Back, Red Cabbage Collective and Weave Length Productions). Chapter Three documents
the practical research project Ballarat Railway Station Theatrical Audio Tours: a participantas-performer work that brought together researched site history and fictional characters into a
woven soundscape of sound, story and music. Through these combined methodologies,
‘Sensing Spaces’ explores the possibilities and challenges of the site-related form, presenting
possibilities for the sensing of multi-temporality, diverse stories and engaged spatial
experience leading to renewed insights and understandings.
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INTRODUCTION
This thesis investigates the devised performance practices and outcomes of audio-led
and ambulatory site-related performance. It considers the process of ‘sensing space’ for both
practitioners making work - through processes of assemblage and modes of framing and
guiding – and for audience participants experiencing it – seeing, hearing, walking and
perceiving – both existing in a “multi-temporal texture” (Pearson and Shanks 2001:1). The
thesis is a practical and theoretical study exploring audio-led and ambulatory works
undertaken in Victoria between 2008 and 2011.
The unique and innovative works studied here allow exploration into the nature of
sites as “layered entities” (Turner 2004: 373) and how the use of them as non-theatre venues
may lead to the sensing of multi-temporality and diverse, shifting stories and meanings. The
thesis builds on existing scholarship and practice to argue that these sensings take place in
human, sensory engagements that transform geographical places into fluid, multiple spaces,
initiating multi-temporal dialogues between site, work, theatremaker and audience
participants.
Performance, when taken outside of the traditional theatre and placed in historic
buildings, supermarkets, city streets and private homes, highlights the fact that site is not
static, as experience is not static. Hence, the assemblage and experience of performance
works initiating spatial journeys through sensory practice (via movement, interaction and
audio technology) may deepen and potentially reconfigure understandings of place. The
possibilities of performance point towards “the life of things in the present […] enfolded
in a multitemporal mix which is the fundamental texture of our human social experience”
(Pearson and Shanks 2001: 1). Through the study of potential site-related practices and
outcomes, this project inquires into how the sensing of space, for both theatremakers and
audience participants, may lead to unexpected connections and understandings via travel
between place and space.
‘Sensing Spaces’ explores major performance concepts of interest to performance
makers internationally. It is located in relation to recent developments in the audio and
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ambulatory site-related field, including what is termed here as the ‘participant-as-performer’
model whereby audience participants play the dual role of observer and active participant.
The thesis is deliberately expansive and suggestive, raising various questions for the
practitioner/researcher in site-related projects. It scans the vast ground of the field and
identifies its various parts and relationships through contemporary case studies and practice.
While not an exhaustive analysis of a specific phenomenon it aims at an opening of themes
and issues and their potentialities in this innovative and rapidly evolving field.
The practical project for this thesis was an audio-led, ambulatory tour of the Ballarat
Railway Precinct over the weekend of May 7th- 8th 2011. Each audience participant navigated
their way through the precinct led by a recorded soundtrack in individual headphones,
encountering live actors and tasks at intervals throughout the tour route. Discussion of this
performance work draws on theatremaker journal entries and observations and feedback from
audiences gathered during and post performance. This thesis combines these findings with
analysis of the site-related works of five theatremakers (Four Victorian, one UK based): One
Step at a Time Like This, Back to Back, Red Cabbage, Rotozaza and Weave Length (the
researcher’s company). It focuses on theatremakers’ chosen non-theatre venues: public,
private, historic, and forms: auditory, ambulatory, and interactive.
The embodied nature of audio-led and ambulatory works, and the layered nature of
non-theatre sites, contrast with works in traditional theatre venues. They play with theatrical
conventions and expectations, as active audience engagement leads to greater empowerment
and the formation of new connections, socially and environmentally. As Marvin Carlson
states: “theatres are spoken not just built, read not just inhabited” (in Meyrick 2000: 155) and
acts of reading, speaking, walking (or the hearing, looking, writing, of the performance works
discussed here) are non-passive, performative ‘arts’ (de Certeau 1984: xxii). In participant-asperformer work, these artful processes create multiple points of performativity in both sites
and the participants within performance works that, situated in public, outdoor, and unusual
settings, transform “a non-theatrical place into a theatrical space” (Govan et al 2007: 104).
The thesis examines choices made by theatremakers to fit or oppose existing sites and
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all the complexity between, drawing on the argument of Mike Pearson and Michael Shanks
that “every site is always a space still in process, whose meaning is never complete” (in
Turner 2004: 374). The thesis also analyses the assemblage of layered narratives, the
“stratigraphy of layers” of devised performance that function “in and against axis of time and
space, both of which are manipulable” (Pearson and Shanks 2001: 24-26). Pieced together
from fragments and traces, the various production elements and “interpenetrating narratives
jostle” (2001: 23) resulting in a possible shifting sense of time and space in performance,
whereby fascinating crossings emerge between past, present and future, fact and fiction, the
personal and the official. The range of options for theatremakers from “hand-in-glove” fits to
“purposeful paradoxes” lead to work that “can be ambiguous and provocative, exciting and
engaging whilst revealing and contemplating the auras of the place” (Pearson and Shanks
2001: 111).
Through the multiple stages of assemblage and experience, ‘Sensing Spaces’ analyses
approaches to theatremaking and the implications of re-imagining sites and the multiplicity of
spaces they conjure, leading to new temporal, social and spatial understandings. As Red
Cabbage’s Louise Morris states: “As makers of performance events of this nature, I believe
we are keepers of the social sacred: the acts and events that bring groups of people together,
that help us to break out of the systems that we consciously and unconsciously partake in to
structure society and ultimately find community and transcendence” (2011). The study
acknowledges the broader field of site-related work without taking them as its focus,
including large scale outdoor events, festivals and community collaborations, Shakespeare in
the Park, street theatre, the Museum Theatre Alliance/Theatre as Education and tourism
studies.
The research project, in theory and practice, is concerned with site-related
performance as palimpsest, where the relationship between performance work and site is
always “revealing each in juxtaposition to the other” whether in a fragmented or dialogical
way (Turner 2004: 376), ever participating in Gaston Bachelard’s “geometry of echoes”
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(1969: 60). The key issues arising out of the notion of sites as layered entities are Cathy
Turner’s “mutual haunting” (2004: 384) drawn from Pearson and Shanks’ archaeological
parallels to theatre (also raising questions of temporality) and Michel de Certeau’s definition
of space as “practiced place” (1984: 117). Aspects of spatial experience are explored through
the layered narratives of site and performance and the moments of their intersection: the
layering of time, space, performance, technology, history and audience biography, in the
constant “playing upon and transforming” (Pearson and Shanks 2001: 111) of place and
space.
In this practiced place, transformed into theatrical space, Turner’s posing of “who
haunts whom?” where “the balance tips and and tips again” (2004: 384) leads to a possible
‘mutual haunting’ in the relationship between history, site, performance and audience. The
concept draws on McLucas, Morgan and Pearson’s site-related theory of the ‘Host’ and
‘Ghost’ (1996). Turner describes these as “the site itself [Host] and the ephemeral
architectures that may be built within it” (2004: 373) through performance [Ghost]. These
definitions extend beyond the purely scenographic to “encompass those events, narratives,
and performances arising from these structures and the spaces they represent [where] the
‘host’ is already the layered ‘space’ formed by lived experience” (Turner 2004: 373). The
dialogue between what has come before and what is created, leads to an “intriguingly
unclear” distinction as to which haunts which, where the line can “sometimes disintegrate
within the performance process and event: place and work may be[come] co-creative”
(Turner 2004: 374). This space creation is two-fold as theatremakers assemble and devise
work as a result of their own sensing of the site (always spaces in process), creating ‘fields’
and frames of performance. Subsequently, as these created fields are encountered by audience
participants, their individual journeys of space creation, through sensing, begin.
These sensings are necessarily body-based, starting with the essential fact that ‘“the
human body is the fundamental mediation point between thought and world’ and it is the
beginning of our understanding of space(s)” (John Barrett in Pearson and Shanks 2001: 135).
From this basis, various implications of ‘sensing’ are explored, for both theatremaker and
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audience participant. In an emerging field of site-related performance involving audio
instruction and alternative modes of guiding, works engage with the fluidity and multiplicity
of sites and the spaces created within. Michel de Certeau’s discussion of Maurice MerleauPonty’s phenomenology of being-in-the-world provides a useful framework for this
investigation, whereby “space is existential and existence is spatial” (1984: 118).
‘Sensing Spaces’ proposes performance (and its documentation) as a point of
convergence between past, present and future, explored through notions of memory, presence
and discovery, prompting deeper reflection and experience through sensory engagement and
journeying. The thesis recognises the “particular means that site-based performance has at its
disposal […] the live and time-based encounter it stages between site, performance and
audience” (Wilkie 2007: 26). The performance studies field of ‘Liveness’ is thus
acknowledged but the research focuses rather on the experience of time stretched, temporal
convergance, or potentially clashing. Just as the roles of Host and Ghost, site and
performance may shift and blur, there exists “a creative friction between the past and the
present […] drawing attention to the temporality of place” (Pearson and Shanks 2001: 111).
The manipulatable nature of time and space in this context leads to theatrical possibilites of
experiencing the past in the present, the present in the future, the future in the past, and the
various spaces that are created and sensed within this.
Chapter One of the thesis critiques existing scholarship, locating the field that frames
the historical, theoretical and practical components of the work. Chapter Two uses qualitative
research including interviews, reviews and experience of the live event, to analyse case
studies of five contemporary companies undertaking performance works in Victoria,
investigating: Turner’s ‘mutual haunting’; the co-creative relationship between place and
work; and the temporal and sensory experience of site-related works through processes of
making and experiencing. It examines the varied performance sites and storytelling modes
implemented by practitioners working in the field with resulting outcomes. The work 407
Finch St by the researcher’s company, Weave Length Productions, is included in this analysis
as a pilot investigation for the thesis project into site-related work. It utilised the non-theatre
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venue of a disused house and explored the role of guiding audience participants through a
cross-artform, ambulatory work without actors, placing them subtely in the participant-asperformer role. Two other companies were also interviewed for this research: Jude Anderson
of Punctum Live Arts Organisation and Jess Olivieri of Parachutes for Ladies looking at the
performance works, In-Habit and I Thought A Musical Was Being Made, respectively. Due to
space constrictions they are not included in the study but transcripts can be read and listened
to in the accompanying Appendices.
Chapter Three is an exegesis using practice-led research to deepen the enquiry into
site and performance, space and place, asking how sites and in turn performance, as ‘layered
entities’, are sensed and transformed. The practical research project Ballarat Railway Station
Theatrical Audio Tours combined audio-led, participant-as-performer work in an ambulatory
piece, taking an alternative approach to the historical audio tour. The work brought together
researched site history and fictional characters into a woven soundscape of sound, story and
music. Combined with live costumed performers and interactive tasks, participants were led
through a contemplative, embodied experience of the site through both staged and
serendipitous encounters. Chapter Three investigates the processes of sensing space in both
assemblage and experience through assessing stages of planning, reflection and audience
feedback, on this site-related performance. The possibilities and challenges of the chosen
form and working outside of traditional theatre venues are also examined.

METHODOLOGY

‘Sensing Spaces’ follows interdisciplinary approaches and applies Research-led
Practice/Practice-led Research to analyse and document the project. The combination of
theory and practice addresses processes of space creation and aspects of spatial experience
through the investigation of possible processes and outcomes evidenced in site-related
performance. The methodologies of this project are informed by the precedents set in the field
by practitioner/researchers such as Richard Schechner (The Performing Group and Six
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Axioms 1968), Mike Pearson (Brith Gof and Theatre/Archaeology 2001 and Site-Specific
Performance 2010), Cathy Turner (Wrights & Sites and Palimpsest or Potential space?
Finding a Vocabulary for Site-Specific Performance 2004), and Tim Etchells (Forced
Entertainment and Certain Fragments 2004). The research follows the approach of Pearson
and Shanks where “a deliberate erasure of the finely etched line between the academic and
the artist” (2004: xiii) leads to operating in a trianglar field of attention: practice, context &
analysis (xiv).

As Smith and Dean explain:
“Practice-led research makes two arguments about practice which are often
overlapping and interlinked: firstly […] that creative work itself is a form of
research and generates detectable research outputs; secondly to suggest that
creative practice [the training and specialised knowledge that creative
practitioners have and the processes they engage in when they are making
art] can lead to specialised research insights which can then be generalised
and written up as research” (2009:5).
This thesis implements the research method whereby insights gathered during the
making and performance of creative work will inform reflective research. In turn, the practice
itself is also led by the theoretical framework of the study and its enquiry into the practice of
other theatremakers. Whilst it has been significantly developed and recognised, this method
still presents problems (and potential for innovation) in the arts, described as “researching the
indeterminate” and involved in the struggle with “the evolving state of emergence and
reflexivity” (Haseman and Mafe 2009: 217).
Haseman and Mafe ask “How can the findings of practice be best represented?”
(2009: 216) One response might be found in Etchell’s Certain Fragments: a
“fragmented/atomised text to provoke and extend the very questions of what the work ‘is’ [or
was] ‘about’” (Auslander 2003: 218). The documentation in Chapter Three of this thesis
draws on Etchells’ methodology of extending or echoing the performance work in its
documentation. The researcher aims to reflect the points of enquiry and nature of this thesis in
its very form, looking at assemblage and experience of layers and of temporality. This
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importantly includes data from various stages of production, from the theatremaker’s journal
entries and observations (dated and represented in italics), and script (represented in quotemarked italics) to audience participants’ reflections and feedback (represented in unattributed
quote marks) including postcards they wrote during the tours (represented in bold italics). The
inclusion of various audio documents also add to the multi-layered nature of documentation.
The appendices include the audio script of the Ballarat Railway Station Theatrical Audio
Tours alongside assembled audio pieces consisting of interviews, reflections and music. A
future radio documentary outcome may potentially be extended from this research and made
into another form.
The temporal aspect of the investigation, including its documentation, finds existence
in the thesis’ written commentary and aural documents being activated by the reader/listener,
who engages with them in new space creation on each interaction. This concept builds on
research into MP3 audio technology, in particular the podcasting of audio archives, as
discussed by Madsen and Potts: “stirring life out of the once dormant but latent archive” (in
Neumark 2010: 50) where the image of the seed pod awaiting re-distribution allows the
renewal of voices “long disappeared” (2010: 50). These processes of reactivation come to
echo the moments of intersection in performance works that engage in transforming static
places: building, street, audio file, words on a page, into spaces: fluid, mobile and multiple,
foregrounding the awareness of past, present and future, and the potential for journeys
between. Similarly, the reciprocal haunting between Host and Ghost can also be seen to
extend into the project documentation and its metholodological application of Research-led
Practice/Practice-led Research, as various stages and elements of the research are viewed
through and in dialogue with each other.
Baz Kershaw suggests that “unusual projects may gather a little unusual illumination”
(quoted in Smith and Dean 2009: 123) and when considering projects based in historic, public
and private sites, knowledge may be produced on a number of levels. For example, as a
catalyst for change or an alternative re-visioning. The experience of their documentation may
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also provide deeper insight. Paul Carter’s “material thinking” engages in similiar questions of
dialogic exchange in creative research:
So the desire to collaborate, to integrate text-based knowledge with the plastic
wisdom of the craftsperson, becomes at once, and enduringly, a question of inventing
a discourse of creative research adequate to the character of the collaborative process
[…] that simple enigmatic step, joining hand, eye and mind in a process of material
thinking” (Carter 2004: xiii).
‘Sensing Spaces’ draws on this desire for integration as it engages in a process of
artistic and academic assemblage, drawing together and structuring fragments of: other
researchers’ writings and performance works; the experience, memories and creation of
performance works; and other participants’ accounts of performance works. These involve the
merging of ‘hand, eye and mind’, to assemble meanings in the present, leading to the the
various kinds of knowledge that may consequently be generated.
This thesis acknowledges the Victorian context via Julian Meyrick’s article “Filthy
Spaces: the investment of non-theatre venues in Melbourne 1990-95” 2000). Meyrick uses
case studies to explore various elements of performance in non-theatre venues including the
counter-cultural edge. This study, also taking examples of non-theatre performance in
Melbourne twenty years on, hopes to compare and contrast some of the points raised such as
politicism and public liability. The examples Meyrick discusses are not “simply
architecturally different [but] read as a challenge to the values of conventional theatre” (2000:
170). Also binding this work or movement together is “the disavowal of established notions
of ‘theatre’ and an attempt to create radically new production styles and performer-audience
relations” (2000: 170). Another significant Australian scholar on the theme of theatre spaces
is Joanne Tompkins (see 2006).
DEFINITIONS

This thesis uses the term Site-related, taken from Govan et al (2007) to encompass all of the
terms outlined below, loosely defined as “artist interaction[s that] offer spectators new
perspectives on a particular site or set of sites (2007: 121).
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Site-Specific: Pearson refers to Nick Kaye’s possible definition of site-specificity as
“describing the basis of […] exchange between ‘object’ ‘event’ and where they are placed”
(in Pearson 2010: 7). A number of other terms exist such as ‘Site-Sensitive,’ referring to
works that may be performed both in and out of traditional theatre venues (Govan et al
2007:118), ‘Site-Adaptive,’ referring to work that is flexible to travel and implement in
varying settings and ‘Found Spaces’ that generally refer to Schechner’s process of negotiating
a space, rather than transforming it, but may combine the two. Fiona Wilkie identifies the
categories ‘Site-Sympathetic’ (existing text performed in a selected site), ‘Site-Generic’
(performance made for multiple sites) and ‘Site-Specific’ (work generated from/for a selected
site) (in Pearson 2010: 8).

Space and Place: Michel de Certeau’s distinction between space and place forms the basis of
definition in this thesis: place refers to “an instantaneous configuration of positions. It implies
an indication of stability […] A space exists when one takes into consideration vectors of
direction, velocities, and time variables. Thus space is composed of intersections of mobile
elements” (1984: 117). De Certeau draws on Maurice Merleau Ponty’s ideas of
phenomonology to discuss “geometric space” as being analogous to our ‘place’ and
“anthropological space” as space being existential and existence spatial” (1984: 118). This
‘phenomenology of existing in the world’ reflects the multiplicity of experience and of spaces
themselves so relevant to site-related performance where: “there are as many spaces as there
are distinct spatial experiences” (1984: 118). In addition is Henri Lefebvre’s assertion that
space is not neutral but “always the product of our lived behaviour and codes” (quoted in
Govan et al 2007: 108). Pearson and Shanks describe the distinction and transformation as
such: the “making [of] place (the official meaning given to any environment) into space (the
individual’s idiosyncratic relationship with his/her environment” (Lavery in Heddon et al
2009: 43).
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This research acknowledges the wealth of scholarship surrounding definitions of space and
place. This includes other theorists’ potentially contrasting and complicating definitions,
such as Edward Casey and Yi-Fu Tuan, but does not seek to address these differences in
detail. Casey argues that: “Both geography and phenomonology have come to focus on
place as experienced by human beings, in contrast to space, whose abstractness
discourages experiential explorations” (2001: 683). Tuan states that “Space is
transformed into place as it aquires definition and meaning” (1977:136). The latter
comes closest to the proposed argument here that through the possibilities presented by
performance works (provided there is a willingness on the part of audience participants), the
singular meanings of specific places can be held in suspension, enabling the fluid, multiple
nature of spaces to be observed and ‘sensed’ within the devised, arranged and chance
multiplicities of meaning. The potentalities offered in this environment then allow a return to
place with renewed understanding.

Site stands in for the physical places for performance in this thesis but not in an
interchangable way, understood within the definition of Pearson and Shanks that “Neither site
nor performance is fixed or graspable, yet both seem to be glimpsed in passing” (quoted in
Turner 2004: 377).

Non-Theatre Venue refers to any performance site outside of the traditional theatre setting:
that of a designated theatre building with specific and known qualities of ticket box, foyer,
and ‘theatre’ containing stage and seating.

Palimpsest is a term commonly used in the discussion of site-related performance, that also
links in with the archaeological parallel to theatre practice. As de Certeau describes: “in
relation to place, space is like a word when it is spoken,” leading to Cathy Turner’s assertion
that “each occupation, or traversal or transgression of space offers a reinterpretation of it,
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even a rewriting. Thus space is often envisioned as an aggregation of layered writings – a
palimpsest (2004: 373).

Audio-led performance refers to theatre that is created through produced live or pre-recorded
audio, experienced through individual headsets, as a form of guiding audience through a
performance work in multiple spatial ways: sensorily, physically, narratively and emotionally.

Ambulatory (also linked to streams of ‘Itinerent’ ‘Promenade’ and ‘Pedestrian’) performance
involves physical audience movement through a site as a major component of the work.

Participant-as-Performer (also known as ‘spectator/participant’ (Smith 2009, 169)) is the
term chosen here to discuss works that require direct involvement from the audience member,
often in small numbers, as they act as both observer, participant and performer in the journey
of the work. These works often don’t utilise traditional actors.

Audience Participant is the chosen term used in this thesis that follows from the duality
stated above of both watching and partaking in a theatrical journey.

Autoteatro is instruction based participant-as-performer work as named by UK company
Rotozaza: “Autoteatro work is a 'trigger' for a subsequently self-generating performance”
(rotozaza.co.uk).

Assemblage draws on the archaeological parallel made by Pearson and Shanks of working
from traces and fragments and is relevant at multiple levels of this research: in the practice of
devised performance and dramaturgy, as an act of assemblage (2001: 55) including cultural
assemblages, and again as traces and fragments of performance are reassembled in
documentation. Additionally in audience experience, is the “hermeneutic base of assemblage
– the audience comes to performance with a grid of pre-understandings […] contingent in

18

autobiography” (2001: 64). Through both theatremaker and audience, processes of
assemblage, collage and montage combine “to construct something new out of old […] in
order to achieve new insights and understanding” (2001: 52). “The poetics of forging
assemblages” (2001: 52) combines multiplicities and symmetries between past and present,
production elements, journeys and associations.

Sense/Sensing relates to perceptive experience. In sites the spatial, physical, and emotional
are bodily encountered, with the potential to alter perceptions and add to the “inherent
pluralism and multivocality” specific to both theatrical and archaeological practices (Pearson
and Shanks 2001: 54). The use of senses in the assemblage and experience of site-related
performance – seeing, hearing, smelling, touching, walking and “feeling out” – are layered
with biography and emotion in relation to an awareness of the lives of buildings and sites that
inherently speak and perform through their nature as layered entities.

Please note: The discussed company One Step at a Time Like This appears in uppercase for
readability in this thesis, though is otherwise officially lowercase.
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CHAPTER ONE:
SITE-RELATED PERFORMANCE

Contemporary site-related performance embraces expanded notions of site, a mobile
mode of analysing, creating and experiencing spaces in performance and the crucial notion of
performance as ‘event.’ Fiona Wilkie notes changes in the form from “inhabiting to
journeying” and as inquiries opening out to broader questions of site, rather than simply
place, where the “potentially restrictive specificity of work is expanded to allow for ambiguity
and multiplicity” (quoted in Pearson 2010: 9). Similarly, Miwon Kwon explains
contemporary works as “relocating meaning from the art object to the contingencies of
context” (Pearson 2010:12).
Sites for performance may be buildings, city streets, homes or shopping centres, all of
which are never static, unchanging locations. Site-related performance scholarship explores
the intersection between site, place, space, performance and audience, investigating the
mobile relations between, and the multiplicity of narratives and meanings overlayed. It also
investigates the performative elements of this process and the modes and functions of audioled and ambulatory practice.
The relevant scholarship encompasses philosophy and sociology (Michel de Certeau,
1984 and Gaston Bachelard, 1969) and contemporary performance studies including heritage
issues, spatial practice and behaviour, ambulatory works, and the use of audio technology
(Mike Pearson 2001 & 2010, Nick Kaye 1996 & 2000, Cathy Turner 2004 & 2010, Fiona
Wilkie 2002 & 2007, Govan et al 2007, Norie Neumark 2006 & 2010, Phil Smith 2009).
Their work and role in this research will be outlined below. The major thinkers framing this
thesis

are

Mike

Pearson

and

Michel

de

Certeau

from

whom

many

other

researcher/practioners, in particular Cathy Turner and Fiona Wilkie, have drawn on and are in
dialogue with.
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Everyday Space

Scholarship in the site-related field attempts to find vocabularies and modes of
articulation for discussing these intersections between site and performance, forming the
context of this research.

It also reveals the fruitfulness of interdisciplinary approaches,

including the parallels drawn between performance and archaeology and architecture, as well
as the fields of geography, linguistics, anthropology and sociology. A shared language of
‘speaking,’ ‘writing,’ and ‘reading’ spaces emerges, as site, space and performances take on
layered and multiple characters, requiring a level of interpretation that may be contrasting and
involved in “intertwining past and present” (Wilkie 2002: 26). The key commentaries
featured here are also relevant as a number of practitioner/researchers discuss their own
practice and their gathered case studies as part of academic findings, including valuable artist
interviews and documents of performance.
De Certeau’s seminal 1984 work is an examination of spatial practice that spans the
fields of sociology, philosophy, history and literature. It is relevant to this thesis in its
utilisation of the vocabularies of speaking and reading to explore the improvisational and
unexpected possibilities of spatial ‘acting out.’ De Certeau uses the analogy of linguistics to
explore practices such as walking, approached from the point of view of ‘enunciation’: action
as speaking. As Julian Meyrick notes, there are semiological associations to be made between
making sense of language and making sense of our environment. Meyrick frames it in Marvin
Carlson’s performance terms: “theatres are ‘spoken’ not just built; ‘read’ not just inhabited”
(2000: 155). De Certeau is vital to this thesis in the two key ways he addresses issues of
spatiality: in space as a physically ‘practiced place’ (with existential and phenomenological
qualities) and in the way of narrative structures, which he refers to as ‘spatial stories,’ or
‘trajectories.’
The idea of ordering practices linked to both physical engagement with space (with
social implication) and its application through narrative (maps and itineraries), intersects with
site-related theatre scholarship’s interrogation of mobility, multiplicity and temporality. Two
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of de Certeau’s major theoretical approaches may be usefully applied to site-related
performance.
The first is ‘Ways of operating’ as significant to social structures, the hidden
‘making’ and ‘ways of using’ space, products and interactions, whereby users may reappropriate space as “organised by techniques of sociocultural production” (1984: xiv). As
definitions of site expand, this treatment of possible interaction with space in a social context
opens possibilities for performance creation and reception, as investigated in Chapter Two. In
order to explore the concept of bricolages, what de Certeau calls “the artisan-like
inventiveness”, the potentially poetic ‘makeshift’ manipulations of space (xvi), ways of
‘making do’ and re-using existing structures, (xv) de Certeau examines the practices of
readers, practices of urban spaces, utilisations of everyday rituals, re-uses and functions of
the memory. His ideas can be directly explored in the intersection between site and
performance where de Certeau recognises the ‘wandering lines’ of users of functionalised
space as trajectories that “form unforeseeable sentences, partly unreadable paths across a
space” (xviii). Within this linguistic metaphor, the acts of reading and speaking (and equally
listening and walking) become ‘habitable’ spaces where recognised social codes may morph
into users’ “metaphors and ellipses of their own quests” (1984: xxii).
The second approach is the notion of spatial stories, in which narratives and
phenomenological experience are approached via itineraries and modalities (and explored
poetically in de Certeau’s chapter ‘Railway Navigation and Incarceration’ 1984: 111-114).
Stories are asserted as ‘treatments of space,’ culturally creative acts that function as
precursors to action, narration “that interminably labours to compose spaces, to verify, collate
and display their frontiers” (1984: 123). De Certeau discusses stories as ‘spatial trajectories,’
making sentences and itineraries, linked together by ‘modalities’ passage, journey and
transition between, for example: the place (a room) includes another (a dream, memory).
These modalities create a performative function via the itinerary (as opposed to the single
plane of the map) as a ‘discursive series of operations.’
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Stories thus carry out a labour that constantly transforms places into spaces or spaces
into places. They also organise the play of changing relationships between places and
spaces. The forms of this play are numberless (1984: 118).
These numberless forms of play are investigated by Mike Pearson, along with numerous other
site-related performance scholars and practitoners influenced by de Certeau’s work, who
apply it to the performance field.
Pearson (2010) draws together theoretical, analytical and practical approaches to the
field, drawing on his past performance work and writing with Clifford McLucas (in Kaye
1996) and Michael Shanks (2001). With McLucas and later with Shanks, the key theories
relevant to this thesis are the ‘Host and Ghost,’ (in Kaye 1996) and useful terminology for the
study of site-related work including ‘stratigraphy’ ‘assemblage’ and ‘sensorium’
(Theatre/Archaeology 2001). Pearson and Shanks describe the ground set for dialogue
between theatre and archaeology as “embodied experience, the documentation of social
practices, retrieving pasts, piecing together fragments, performative modes of knowledge”
(2001: 1). In Site Specific Performance (2010) Pearson reviews and considers the relevant
scholarship including Nick Kaye, Miwon Kwon, Cathy Turner, Fiona Wilkie, Gay McAuley
and Deidre Heddon, structured in a comprehensive introduction to the field.
Pearson recognises the search in scholarship for an appropriate definition of sitespecific performance and puts forward Patrice Pavis’ proposal of “a new context providing a
new situation or enunciation’ (2001: 1). The term enunciation provides an echo of de
Certeau’s use of lingusitic parallels in discussing spatial practice, where the space created is
like a word spoken, or Richard Schechner’s assertion that “articulating a space means letting
the space have its say” (Govan et al 2007: 108). As Nick Kaye writes: “Space, as a practiced
space, admits of unpredictability. Rather than mirror the orderliness of place, space might be
subject not only to transformation, but ambiguity (2000: 5). This opens the numerous
processes and outcomes of the play between place and space that the researcher is
investigating through case studies and Practice-led Research.
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Pearson also provides a list of “provisional distinctions between theatre and nontheatre spaces” (2010: 16) acknowledging the auditorium as a site itself open to reconsideration. However, in discussing Fiona Wilkie’s ideas, Pearson states “Not only does the
use of non-theatre venues contribute to ‘an enquiry into what theatre is and might be, it also
incorporates ‘a set of productive social metaphors, whereby practitioners use their focus on
geographic space to explore a range of theatrical, conceptual, political and virtual spaces”
(2010: 9). Pearson’s work frames this thesis in the following ways, leading to a list of key
issues for investigation.

Site and Performance

There is a recognised expanded notion of site, which emerges from changes of
practice over the past ten years. It reveals a conceptual shift from fixity to mobility; from
architectonic to peripatetic manifestations; from expositional to relational modes; from the
“spectacular re-enactment to the quiet intervention, from remedial collage to dialogic, openended process” (Doherty quoted in Pearson 2010: 8). This shift is also reflected in expanded
notions of performance (see Govan et al 2007) that can be traced back to the happenings of
the 1960s and 1970s, involving members of the public, public sites and pushing of traditional
boundaries. Early discussions of space can be found in Peter Brook’s concept of the empty
space where stripping bare the interior of a Victorian theatre “transform[s] an institutionalised
place into a living space”, and Richard Schechner’s environmental theatre “confusing natural
vs artificial, reality vs theatre to create a sense of ‘living in’” (Govan et al 2007: 114).
Schechner’s 6 Axioms (1968) opened new exploration of the ‘theatrical event’ as a set
of related transactions among performers, among audience, between performers and audience.
Schechner also discussed the ‘secondary’ interactions of production elements and the space
performance takes place in, making the point that they won’t be secondary much longer and
at certain times these elements are more important than the performers. The rise of siterelated and participant-as-performer works analysed in this thesis respond to the predictions
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Schechner’s axioms describe: audience as scenemakers as well as scene watchers; focus as
flexible and variable; use of all the space in processes of movement and exchange; the idea of
‘action collage’ (Kaprow) and intermedia techniques; and production elements that speak
their own language in an interconnected dialogue (1968: 53)
These developments led to the use of sites including industrial and found space,
continuing the engagement with ‘living in’ and exploring the dynamic of actor/audience
boundaries. Works also explored the possibility of political occupation of space and the move
outside of traditional theatre venues being involved in a “democratis[ation of] theatre
practice” (Govan et al 2007: 132) opposing elitist sensibilities. These explorations can be seen
to flow into Live Art “in all its evasions and ephemeriality […] and its difficulty to define”
(Auslander 2003: 226). The question of choices in non-theatre sites and performance modes
and their outcomes will reflect on these developments in Chapters Two and Three.

Social Space and Spatial Practice

De Certeau proposes the transformation and movement between the dead and alive,
of place and space, is initiated through story (1984: 118). The notion that “every story is a
travel story - a spatial practice” (1984: 15) is drawn upon in this thesis, linking spatial
experience together with ‘modalities,’ passage, journey and transition between. ‘Play’ and
journeys are initiated as inert ‘places’ are transformed into living ‘spaces’ through movement:
the creation and experience of performance that is sensorily engaged, whereby perception is
transformed as participants become space ‘users,’ ‘making space’ and meaning.
Space as ‘practiced place’ is enacted through individual spatial journeys and
experiences that are multiple and complex, creating an “inherent pluralism and multivocality”
(Pearson and Shanks 2001: 54). As Bernard Tschumi asserts, spaces are qualified by actions
and actions by spaces, leading to multiple articulations of event and space with the
possibilities of indifference, reciprocity and conflict (in Pearson and Shanks 2001: 23). These
articulations begin with dramaturgical assemblage, something that Cathy Turner (2010)
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discusses using recent examples of Live Art and ambulatory works to demonstrate the need to
expand our understanding of dramaturgy in the face of changing artistic practice (2010: 149),
in works that may have the potential to “move towards reconstruction, towards direct
intervention into the future of the architectural environment (2010: 153).
Following on from de Certeau’s theories of spatial practice and behaviour, and the
notion of human engagement ‘making space,’ Pearson looks at the work of Nicolas Bourriaud
and geographer Doreen Massey on ‘Relational aesthetics’ and ‘politics of place’ (also see
Gay McAuley 2006). Pearson writes: “So site may be produced through and in interaction,
momentarily. Relations make spaces rather than ocurring within them” (2010: 13). As a
result, space is always social and with the example of Welsh company Brith Gof using site as
a place of both artistic and cultural invention and innovation (2010: 4), the ways in which
site-related performance can examine “cultural identities and social relationships”(2010 :5)
are placed. Spaces are not empty but full of meaning, engaged in relationships between
performance, environment and “social and cultural landscapes - social space-making” (Govan
et al 2007: 120).
Fiona Wilkie locates de Certeau’s exploration of the performative possibilities of this
‘social space-making’ (2002). Drawing on the theories of Foucault’s heterotopia (juxtaposing
incompatible locations), de Certeau’s spatial organisation and walking, and Italo Calvino’s
“inner rule” of site, Wilkie investigates spatial rules of behaviour in the context of sitespecific theatre, where the place itself is performative, inviting certain movements and
blockages for ‘site users’. She explores the role of ‘site-users’ as both theatremakers and
audience: spectator position and role within a ‘place’ and multiple resonances, meanings and
associations operating within the rules of place and effecting experience, presenting the user
with choices.
Similarly Chris Eaket discusses Project [murmur], a site-specific work utilising
mobile phones, which explores “the emergence (or becoming) of a nomadic subject who
produces new meanings through a process of spatial dialectics” (2008: 1) In addition, this
work highlights the non-static nature of cities, always “latent” with historical and subjective
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information, and vice versa - that the “materiality” of the city is the outcome of “the
performative processes of spatial production” (Eaket 2008: 1).

Audio and Ambulatory Practice
Important scholarship around the practice of ambulatory practice can be found in
Heddon, Lavery and Smith’s Walking, Writing, Performance (2009) and Mythogeography: A
Guide to Walking Sideways (Salmon et al 2010). A brief overview of the field is provided in
the former, reiterating Allan Kaprow’s “undoing of rigid distinctions between life and art” as
manifest in the practice of “proclaiming a walk through the city to be a performance in its
own right” (Lavery in Heddon et al 2009: 42). The significance of de Certeau’s ‘space users’
and meaning makers in performance situate the “pedestrian performer [in a position] of
rewriting the city (Lavery on Pearson and Shanks 2009: 43) and travelling between the
properties of place and space.
The significance of this field has been further deepened by the advent of the
Walkman (see Ian Chambers 1994) in the eighties through to the rise of podcasting/listen on
demand technologies (see Neumark’s Voice 2010) and the prominence of MP3 and ipod
culture in the ‘wired up’ experience of contemporary society. The application of this to
ambulatory and audio-led performance works, opens fascinating possibilities for the theatrical
and social creation and experience of space. For example, the performativity of voice
explored by Norie Neumark and “walkman theatre [as] body performance of a special kind,
focusing as it does on the moving body that is itself percieving rather than being percieved”
(Balme 2006: 123). The sensing of spaces is explored in this research within these layers of
perception and performativity, with results that draw on Henri Lefebvre’s ideas of the
cityscape as stage, participants become producers of meaning not only consumers, leading to
the situationalists’ belief that “to change space is to change society” (Lavery in Heddon et al
2009: 48). Altered states of perception and spatial experience may, as Lavery suggests
become “both ethical and political […] point[ing] forward to an alternative way of being in,
and caring for, the world” (2009: 49).
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Sensing Space

Following from the relational, is the phenomenological experience (of theatremaker
and active audience): “Our being as a being situated in a relationship with a milieu, implanted
in the space of a landscape” (de Certeau 1984: 118). This landscape is further complicated by
the digital space of audio and the sensory engagement of walking and audio-led performance
practices. As Ian Chambers asserts, “to understand the Walkman involves multiplying on it
diverse points of view, and appreciating that it does not subtract from sense but adds to and
complicates it” (1994: 50).
The two-fold sensing of space, by theatremakers and audiences, develops into
multiple modes of journeying, and engages in the overlap of temporality and multiplicity of
spaces. These processes involve not only found locations for performance (an abandoned
building, a street corner) but found experiences of spaces. In terms of the historical or past,
Turner notes acknowledgement by Pearson and Shanks that “the subjective experience of
space can be over-emphasised, suggesting that ‘walking the land with an eye to the
experience can easily lapse into a ‘past-as-wished-for’ and they stress the need to put a past
into the phenomonological experience of being present” (2004: 378). The nature of these
works, where audiences are physically moving through, or actively enagaged in following
aural directions, helps to solidify this aim.
The Pearson and Shanks concept of the ‘sensorium’ is important, recognising the
embodied nature of social fabric. In sites, the spatial, physical, and emotional are bodily
encountered, with the potential to alter perceptions. Julian Meyrick also provides an extension
of Marvin Carlson’s exploration of inscriptions on spaces (the lingustic metaphor) into the
phenomenological realm, reminding us that site-related theatre structures engage directly with
the ways in which “individuals are primarily and sensorily located” (2000: 155). The
examples Meyrick looks at are all involved in not just the ‘reading’ of a space but the “stark
conditions of the spaces themselves” (2000: 156). He quotes Stanton Garner on the
phenomenological approach to drama: “On the one hand, the field of performance is scenic

29

space, given as spectacle to be processed and consumed by the perceiving eye […] on the
other hand, this field is environmental space (subjectified

and intersubjectified) by the

physical actors who body forth the space they inhabit” (2000: 156).
These ideas take on a further relevance in this study of varying approaches to guiding
and experiencing the physical and mental mobilities of auditory and ambulatory works. As
applied to the spectator’s embodied phenomenological experience by Peta Tait (2005), in
participant-as-performer works where traditional ‘actors’ are absent, participants themselves
“body forth” their inhabited space with eyes, ears, sense of smell, touch in collaboration with
the “scenic” (Garner in Meyrick 2000: 156) space. A complex interplay of audience
movement and engagement with environmental and digital space is at work.

Re-reading and Re-writing Space

As de Certeau discusses the room for unexpected ‘artisan’ interaction in spatial
practice, via the speech analogy: “If space is like a word when it is spoken, then a single
‘place’ will be realised in successive, multiple and even irreconcilable spaces” (Kaye, 2000:
5). Thus, site-related practitioners, and in turn audiences, draw on processes of re-writing and
re-reading space in performance. For example is Dee Heddon’s ‘site-writing’ (as coined by
architect Jane Rendell) and the concept of ‘autotopography,’ juxtaposing ‘the factual with the
fictional, event with imagination, history with story, narrative with fragment, past with
present” (Pearson 2010: 11) drawing on the multiplicity of memory, experience and meaning
creation. Similarly Govan et al discuss the varied approaches to site-related work as: “taking
up a residency within a place to create a performance work relating to that place; and working
with the realities of site but ‘over-writing’ with a fabricated narrative” (Govan et al 2007:
104). The ambulatory and actively, sensorily engaged performance works explored in this
research also engage in re-reading and re-writing though their movement in space, potentially
altering its functions and meanings.
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Layered Narratives and Heritage

The notion of “dramaturgy as an act of assemblage” (Pearson and Shanks 2001: 55) is
vital in site-related performance, existing as it does, outside of traditional architectural and
dramatic structures. As Cathy Turner demonstrates using recent examples of live art and
ambulatory works, there is a need to expand our understanding of dramaturgy in the face of
changing artistic practice (2010: 152). Clifford McLucas writes of the potential re-writing or
problematising of relationships between the components of site specific events (audience
member as individual and audience member as mass, performer and architecture and so on),
“inevitably broaden[ing] the deep, structural possibilities of theatre” (quoted in Kaye 1996:
217). In this study of site and performance and their layered natures, the vocabulary of
structures (following on from assemblage) is useful physically and narratively, as well as
theatrically: between elements of live action, audio and visual, physical and imaginary, past
and present.
The spatial nature of human culture is foregrounded in site-related theatre practice
and the resonance of history causes ‘the past to surge into the present’(McAuley in Pearson
2010: 10). Mike Pearson discusses performing and experiencing heritage/memory/excavation
in archaeological terms, within the notion of narrative achitectures: “Site Specific
performances recontexualise site: they are the occupation of a location where occupations are
still apparently active […] Such performances are a complex overlay of narrative, historical
and contemporary, a kind of saturated space, or a scene-of-crime, where to use forensic
jargon ‘everything is potentially important’” (quoted in Kaye 1996: 214).
Pearson discusses the work of anthropologist Tim Ingold, citing landscape as a workin-progress, a “matrix of movement’ where “every place holds within it memories of previous
arrivals and departures” (2010: 15). Ingold’s ‘wayfinding’ involves a moving between places
that “more closely resembles story-telling than map-using, as one’s position is situated within
the context of journeys already made” (2010: 15). The multiplicity of site and layered
narratives discussed by Pearson (and others) involves the traces left through time, as well as

31

the human experience and understanding of them from the present, looking into the past and
future.
Fiona Wilkie (2007) explores these issues alongside matters of heritage. She
discusses the role of memory as both a function in experiencing spaces for performance as
well as memories being contained in the spaces themselves. Through the examples of
Gregory Doran’s York Millenium Mystery Plays and Mike Pearson’s Bubbling Tom, she
investigates how memories are “animated as narratives,” (2007: 26) linking in with the
archaeological vocabularies discussed by Pearson, Shanks and Turner. Wilkie states that
“[t]he role of performance might in some ways be that of a palm reader: reading and
interpreting the “wave of memories” that it finds” (2007: 26). In this process of choosing
which stories to tell and the multiple memories and histories a space may contain, Wilkie
emphasises an acknowledgement of this phenomenon, where memories of other spaces may
be simultaneously experienced and “told through another” (2007: 26).
Wilkie situates her study within the useful discussion of tourism, stating that recent
analysis of tourist sites has brought issues of “heritage, recreation, authenticity, identity and
spatiality into dialogue” (2007: 27). Drawing on Pearson, Shanks, and Simon Persighetti (of
company Wrights and Sites), Wilkie discusses the layers and traces of narratives that engage
with performances in non-theatre sites and suggests that in the case of Bubbling Tom,
Pearson’s performance “might now be understood as itself a layer or artifact of its site”
(2007: 35). Bubbling Tom also draws on the guided ‘tour’ while creating a physical journey
through the act of walking. This format “problematises the familiar role of the theatre
audience and introduces alternative roles we might take on: participant, tourist, adventurer
and so on” (2007: 36). With the example of Bubbling Tom that focused on exact places where
events occurred, the complex interplay of memory, site and performance is enacted. Wilkie
here draws on de Certeau’s discussion of maps, trajectories and modalities that are of an
“unlimited diversity” (1984: 99), involved in an act of “unpicking as well as weaving” (2007:
38). As a result of multiple readings and writings, manipulatable through performance, the
notion of static historical narratives are rendered impossible.
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Temporality

Pearson and Shanks outline convergences between the disciplines of theatre and
archaeology, noting that “site is as much a temporal as spatial concept – landscapes are
enfolded; scenography works with the multidimensional temporality of memory, event and
narrative” (2001: 55). Pearson outlines Wilkie’s challenging of easy congruence between
performance and site where “the ‘fit’ may not be a comfortable merging with the resonances
of the site but might be a reaction against them” (2010: 8). He discusses Cathy Turner’s
similiar belief in ‘fruitful disjuncture’ (2004: 374) leading to the varied possibilities open to
site-related practitioners. Turner looks toward a co-creative ‘potential space’ with an interest
in finding site-related vocabulary to explore inter-subjectivity, phenomenological experience,
social interaction and the potential of reinterpreting and rewriting spaces (2010:10), drawing
on Pearson and Shanks archaeology parallel of assemblage and the earlier concept of the Host
and Ghost (McLucas, Morgan and Pearson in Kaye 1996).

The Host and the Ghost
This concept refers to “a creative friction between the past and the present […]
drawing attention to the temporality of place” (Pearson and Shanks 2001: 111). In
Theatre/Archaelogy Pearson and Shanks discuss the available choice between creating works
that are ‘hand-in-glove congruence’ to ‘purposeful paradoxes’ (2001: 111) within the host and
ghost notion of what is of the place and what is brought to the place (original italics).

Clifford McLucas (from Brith Gof) details the Host and Ghost as such:
The site (Host) may offer:
-a particular and unavoidable history
-a particular use (a cinema, a slaughterhouse)
-a particular formality (shape, proportion, architecture)
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-a particular political, cultural or social context.
-a particular kind of ‘halfway house’ for event and audience to meet (a workplace, a meeting
place, a street, a church)
(quoted in Kaye 1996: 213)

“The Host and the Ghost, of different origins, are co-existent but, crucially, are not
congruent” (1996: 220). As Nick Kaye discusses it, this relationship creates “hybridised
work” (2000: 55) mingling, battling and creating multiple and fractured narratives that “have
gaps in them – you can see other things through” in the form of ellipses, drifts and leaks of
meaning (2000: 57). The result in performance is that “work can be ambiguous and
provocative, exciting and engaging whilst revealing and contemplating the auras of the place”
(Pearson and Shanks 2001: 111).
Turner investigates the terms Host and Ghost and discusses the tension that plays out
between the two in performance, posing a “who haunts whom?” within the idea that “every
site is always a space still in process, whose meaning is never complete” (2004: 2). As
discussed in Theatre/Archaeology this process involves a possible vocabulary of both
fragmentation and merging (2004: 17). An example of such are Brith Gof’s clashing
narratives that may “draw attention to the disparity between ‘host’ and ‘ghost’” (2004: 376).
Turner returns to the idea of space as layered entity and asks whether the palimpsest
image sufficiently acknowledges inter-subjectivity. She asks ‘How can the artist exist outside
of the space in order to decipher the layers?’ Through applying Winnicott’s psychoanalytic
theories of object relations, Turner explores inner-subjectivity within this study of layered
narratives and space, and archaeological traces, looking at the self as a layered being, asking
how site is experienced within the experience of self.
In her work with Wrights and Sites, much influenced by Theatre/Archaeology,
Turner is concerned with mythogeography and the idea of “potential space’” (2004: 385)
through re-imagining and discovery, for example: ‘Look for ruins on which the future can be
built’ “a deliberate reversal (though not a rejection) of archaeology” (2004: 386). Turner
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concludes her inquiry into “Who haunts whom? With: “the balance tips and tips again,
finding equilibrium in a reciprocal process of mutual haunting” (2004: 384). This is the
concept most relevant and drawn upon for this thesis project, and the possibilities of this
process and the play between place and space, past and present, incongruence and coexistence as examined in Chapters Two and Three.
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CHAPTER TWO:
CASE STUDIES
Movement defines and articulates space just as much as walls or
columns and that ‘performed movement’ is our elemental means for
the realisation of space-creative impulses. Movement in space is at
once ‘reading’ and ‘writing’ (Pearson and Shanks 2001: 122 ).
This chapter investigates the devised performance practices and outcomes of audioled and ambulatory site-related performance through five company case studies presenting
work in Victoria 2008-2010. In experiencing the theatremaker’s assembled journey, it asks
how audiences sense and ‘use’ spaces, creating multiple meanings and experiences through
travel between temporalities and realities. Journeys are initiated through the layered nature of
sites and the narratives of devised performance.
The continuous use and reuse of locations bestow meaning upon
them, affecting the way in which they’re experienced. Places are
reworked by playing upon and transforming past associations and
meanings (Pearson and Shanks 2001: 111).
The sensing of space for theatremakers begins with an intuiting of the chosen site,
then a type of ‘dig’, involving research into the site’s physical, historic and symbolic nature.
This allows the sensing of past lives and functions, and what follows is an exploration of
performance possibilities. The devised site-related works discussed in this chapter do not
adhere to traditional dramatic structures of character and story, but rather follow from the
arrangement of where participants go, what they see, hear and encounter. The assemblage of
the participants journey, leads to aural and narrative architectures, live action, tasks, and
designed movement through the environment. The combination of locked in and chance
interactions then become the substance of individual journeys and performances within the
piece.
Site-related performance is engaged in fruitful negotiations: between the
“contemporary and historical in which ‘no single story is being told’” (Govan et al 2007:
139); between the Host and the Ghost of performance location and performance work;
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between theatremaker, work, audience and site. Hence, Turner’s ‘mutual haunting’ is the
opening of various dialogues through space and time. These interrelations can be seen to
extend Richard Schechner’s discussion of the ‘theatrical event’ as a set of related transactions
among performers, among audience, between performers and audience (1968: 41).

Figure 1. Amy Tsilemanis participating in en route.

This chapter discusses the performance works and companies listed below. It draws on
interviews, reviews and experience of the live event.
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COMPANY

WORK

SITE

FORM

KIND

COST

Red Cabbage

Collapse

Williamstown

Ambulatory,

Heritage,

$30/ $24

Collective

2008

Pier

led by Visual

Mixture of

inc. boat

theatre and

Public and

journey

performance,

Private

(Melbourne)

and bus

Group
Back to Back

Small Metal

Westfield

Seated,

Theatre (Geelong)

Objects

Shopping

Audio-led, live

2010

Centre

action,

Geelong

Group

Melbourne CBD

Ambulatory,

One Step at a Time

en route

Like This

2010

Public

$20

Public

$20

free

Audio-led,

(Melbourne)

1 participant

One Step at a Time

Southern

Southern Cross

Ambulatory,

Public,

Like This

Crossings

Railway Station,

Audio-led,

Mixture of

(Melbourne)

2011

Melbourne

Small group

Heritage and
Contemporary

Rotozaza (Silvia

Etiquette

Café, Nth

Seated,

Public but

Mercuriali and Ant

2010

Melbourne

Audio-led,

intimate

Hampton) (UK)

$18

2 participants

Melbourne showing
Silvia Mercuriali

Wondermart

Any

Ambulatory,

Public but

(UK) Melbourne

2010

supermarket

Audio-led,

intimate

(downloadable

1 Participant

showing

free

file)
Weave Length

407 Finch St

Productions

2010

(Ballarat)

Vacant house

Ambulatory, Self-

Private

free

led,
Small group

Figure 2. Companies and Works
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The analysis will be presented thematically, first introducing the companies and their
motivations in making site-related work, then moving to an exploration of theatremaker
choices of site and form, and modes of framing and guiding in narrative and spatial
architectures for audience journeying. Attention will then be focussed on audience participant
experience and discussion of the participant-as-performer model, effects of audio and
ambulatory practice and multi-temporal experience in both assemblage and experience.
Concluding remarks on transformative, meaning-making processes and the shared outcomes
of the works will then be offered. The chapter will close with a discussion of some practical
implications of the work regarding issues such as touring and sustainability, and working
outside of traditional theatre venues, refering back to Julian Meyrick and Richard Schechner
on their earlier analyses and predictions.

Companies and Works

One Step at a Time Like This are “a group of artists that create work with an emphasis on
the interrelations between the artwork, the ‘being present’ of the audience, and the specifics
of site and space” (group members Paul Moir, Clair Korobacz, Julian Rickert & Suzanne
Kersten).
en route is a “pedestrian-based live art event” first seen in the Melbourne Fringe Festival,
2009 where it won the ‘Best Live Art’ Green Room Award. The work has subsequently been
redeveloped for alternate cities including Adelaide, Edinburgh and Chicago. Individual
audience participants are met on a street corner by a member of One Step at a Time Like
This, where they are equipped with an ipod, and directed to store a number in his/her mobile
phone. The participant then sets off alone on a journey through the streets of the city led by
audio and text message instruction. The soundscape weaves music, characters and
philosophical quotations by Rainer Maria Rilke and Maurice Merleau Ponty, as participants
move through and interact as directed and in chance encounters with “a world in the process
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of making itself […] emerging, dissolving, as perceptions, insights [and] senses, make and
remake the city they inhabit” (One Step at a Time Like This 2009).

Figure 3. Melbourne laneway en route.

One Step at a Time Like This’ second audio-led work Southern Crossings (commissioned by
Melbourne City Council’s Art and Participation Program 2010) was set in Southern Cross
Station and involved two phases of creation and presentation. Firstly, installed in a temporary
sound studio/room with tea and armchairs, the group collected commuters and station users
“stories, recollections [and] reflections” (One Step at a Time Like This 2010) in audio form.
Secondly, the company invited participants on a curated audio walk led by a soundscape
featuring these recordings, for groups of one to three audience participants at a time: “a
journey through these collected memories, music and Southern Cross station, equipped with
an ipod and map” (One Step at a Time Like This 2010).

Rotozaza is the collaboration between Silvia Mercuriali and Ant Hampton, making multimedia works, and pioneers of the form ‘autoteatro’: “self-generating performance”
(Mercuriali 2010). They are based in the UK, but Etiquette, a work of autoteatro, was
presented as part of the 2010 North Melbourne Artshouse season. “Performed in a public
space like a cafe or bar, participants choose to sit with a friend or a stranger and are instructed
via headphones what to say or which deliberately positioned objects to move” (Arts House
Program 2010). The thirty minute interaction that follows weaves narratives from the films of
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Jean Luc Godard and plays of Henrik Ibsen, alongside the encounter staged between the two
participants, instructed conversation and the movement of props on the table between them.

Figure 4. Etiquette Promotional Image.

With entry to Etiquette, audience participants gained access to the free downloadable
autoteatro piece Wondermart, a Silvia Mercuriali work. Through pre-recorded audio,
participants are guided on a journey with a trolley through any supermarket of their choice,
raising issues of consumerism and advertising, “tranforming the innocuous, flurescent-lit
space they’re wandering into complex psycho-social terrain” (Liza Power, 2010). “Wearing
headphones and anonymous behind your trolley, you are guided around the aisles immersed
in a private world, as the carefully constructed soundscape overlays a fictional world that
blurs the real with the imaginary” (Jana Perkovic, 2010). Etiquette and Wondermart are
mobile works that have travelled extensively and been translated into multiple languages.

Figure 5. Silvia Mercuriali’s Wondermart.
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Back to Back Theatre is an internationally acclaimed contemporary performance ensemble,
many members of which have disabilities. The group is based in Geelong and make regular
national and international tours. Bruce Gladwin is the Artistic Director and the company is
Australia’s longest lived professional acting ensemble.
Small Metal Objects was originally conceived for Melbourne’s Flinders Street Station and
featured in the 2005 Melbourne International Arts Festival. Audience participants are
positioned on a raised seating bank with individual headsets, tuned into a live performance
embedded within varied public locations. The live action sees four characters enact a drug
deal gone wrong. The work has travelled nationally and internationally, and been installed
and performed in various sites, most recently at Westfield Shopping Centre Geelong in 2010.

Figure 6. Small Metal Objects Promotional Material.

Red Cabbage Collective create site-specific, visual performance and includes theatremakers
Louise Morris and Anna Hamilton.

Collapse was a large-scale, visual, site-specific promenade performance, enacted at the
Williamstown Pier in 2008, featuring a “post-apocalyptic community seeking grace in the
midst of adversity” (Red Cabbage 2008). Audiences were met at the Scienceworks building,
then taken in a boat to the shore of the Williamstown pier and a group of abandoned
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warehouses (a ‘secret location’). From here, they moved along passageways and into the four
sheds, observing performers engaged in the rituals of a community, and were finally led to a
boat shed set which reproduced a drive-in cinema at the end of time.

Figure 7. Collapse.

Weave Length Productions (the researcher’s company) are based in Ballarat and make
cross-artform creations with a loose network of artists.
407 Finch St was an intimate, site-specific, ambulatory work in an uninhabited Ballarat house
and garden in 2010. Small groups of audiences, equipped with head torches were shown a
map then instructed to follow a flour trail and handwritten notes through the site. They were
also given a seed to plant in the garden. They encountered sound, video and interactive
installations exploring themes of public and private, and the inner world of thoughts, dreams,
memories and secrets, inviting them to write, speak and paint their own secrets and dreams at
points throughout the journey.
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Figure 8. 407 Finch St garden bed.

With the exception of Small Metal Objects and Collapse these works utilise the
participant-as-performer model through the absence of traditional live actors. The performers
in Collapse also function less as actors, and more as a community and selection of images
that the audience observes. The performance style is described as “walking into something
that is occuring” (Louise Morris 2010). The works all engage in and expand on Schechner’s
sense of ‘living in’ performance (1968).

Sites as Sets

The approaches of these companies to creating work in non-theatre venues are varied
and can include economic as well as conceptual and creative motivations. The cost of theatre
hire or permanent venue maintenance and all the associated issues may contribute to the
move, but also need to be weighed against issues such as Public Liability Insurance, the costs
and restrictions which are potentially prohibitive in contemporary site-related practice (in
contrast to the 1980’s and 1990’s). Discussion of these practicalities will be considered at the
end of this chapter.
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Back to Back’s development of Small Metal Objects and its audio component came
about through a creative response to traditional architectural theatre structures, and the
challenge they present for actors without extensive voice training. It also came from an
intention to seek out innovative challenges for the company while extending the possibilities
of performance. Back to Back were interested in the ‘theatre of the everyday’ that busy public
spaces present and the “mash of two [seemingly unlike] things coming together” (Bruce
Gladwin 2010). The the high art of Melbourne Festival and the everyday pedestrian nature of
the train station or shopping mall, thus set the backdrop for this exciting theatrical work.
Red Cabbage, as a company making visual performance, initiated Collapse through
the development of a work about thresholds and a persisting image of the cinema at the end of
time where “people watched old footage of what the world was like, trying to remember what
it was like before” (Red Cabbage 2010). The Williamstown Pier site was found by chance,
linking symbolically to the work and fitting the sense of a place that was not only non-theatre,
but “something that hasn’t had human traffic through it in a while” (Red Cabbage 2010). This
led into the ‘dig’ or excavation where research into the site as the historical first port of call
into Melbourne, “sat really nicely with the idea of the last port of call, this last boat to where
the last people were” (Red Cabbage 2010).
For One Step at a Time Like This, the move into non-theatre venues drew on their
past work exploring audience-performer relations, and was “part of a gesture that’s about
taking away the stringent conditions of [traditional] theatre and out of them using them as a
medium” as opposed to constraint. The aim with en route and subsequent work was to create
“slow, sustainable” conditions as theatremakers (Suzanne Kersten, One Step at a Time Like
This artist 2010), whilst providing meaningful experiences for audiences. Similarly, Silvia
Mercuriali of Rotozaza, does not look to site-specificity in a rigid way, but as possibilties for
spaces to speak and re-focus participants’ interactions with them. She explains, “It’s a sort of
invitation to look at the outside word and love its beauty and roughness, it’s sterility
sometimes, and just to see people interacting with the space [in a cafe or supermarket] can
make the space into a poetic one, even though [the theatremaker] hasn’t put anything on top”
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(Mercuriali 2010). Specific site choices link to certain thematic messages however. With
Wondermart, Mercuriali chose a “commercial public setting, highlighting the lack of
humanity and personal relationships” (2010).
The makers of Weave Length’s 407 Finch St were interested in the way physical sites
speak and present various meanings through performance in collaboration with individual
audience participants’ navigation through a series of artworks. The house site directly and
indirectly inspired the works created within; for example, a large projection of a girl swinging
projected on the back fence and into the sky. But this was not without the ambiguity of
chance alignments, audience biography or emotional response, such as a memory drawn up
by a task to write down a secret causing someone to cry. There were also practicalities like
weather and the unknown pairing of audience participants moving through the installations.

Living Environments, Layered Entities

The layered nature of sites is evident across the public, private and historic sites used
for the performance works discussed here but made manifest in differing ways. Kersten
describes their approach with en route of “curat[ing] the spaces, the music and the route, but
not the city itself” (Kersten 2010). This approach to site demonstrates the Host and Ghost
concept whereby they are viewed through each other in an overlaying of narratives, mingling,
battling and creating “transparent architectures” (McLucas in Kaye 1996: 55). Space is
created and experienced through the physical and interpretive engagements of theatremakers
and their audiences, but also through a sort of listening to what exists in the Host and how it is
viewed through the layer of the Ghost, and the various manifestations of Turner’s
consequential ‘mutual haunting’.
In each case study, theatremakers are drawn to non-theatre venues where “site itself
[acts] as a performance yet to be discovered” (Smith 2009: 159). The subsequent play
between “hand in glove” (Pearson and Shanks 2001:111) fits with the site and its features and
Turner’s ‘fruitful disjunction’ (2004: 374), working against the nature of site, allow
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exploration of spatial ordering and functionality and expand notions of performance and
various spatial experiences and journeys. The direct weight of history and associations in
Collapse constrasts greatly to en route’s urban cityscape and again to the utilitarian sites of
Wondermart or the typically domestic house site of 407 Finch St. Associations and
conventions are played with, utilised and challenged by perfomance works that all aim to
transform perception through the varied sensing of spaces.
Each performance work draws on features of chosen sites as illustrated by the case
examples given here: Rotozaza’s café and supermarket works directly explore ideas of social
interaction and consumer behaviour connected to places of enactment, and draw on public
spaces made intimate, where rather than “overimposing a narrative” onto a site, it’s the
“commentary that transforms the space” (Mercuriali 2010). Back to Back explore human
worth and mobility in the public sphere of the shopping mall, Weave Length explores secrets
and inner lives in the domestic space, One Step at a Time Like This reinvigorate the ‘love’ for
a city in en route or weave recorded memories of a site into a walk through it in Southern
Crossings. Red Cabbage create images that draw on past and future possibilties of a
historically significant site. Meanwhile they also all work to encourage engagement and
reflection through the combination of fits and jarrings with their chosen non-theatre venues,
challenging social rules of space and encouraging alternative sensings, perceptions and
experiences of spaces.

Traversal and Transgression

A site, architecture and everyday usage may suggest a dispersal of
activity and modes of performance […] Alternatively new
architectures or activities may “confound everyday hierarchies of
place and patterns of movement (Pearson and Shanks 2001:111).
The work of One Step at a Time Like This aims at opening new zones of perception.
In Southern Crossings, the adventurer, not in the station to catch a train, gains a sensory
experience outside of usual utility: “In the gap away from utility, a sort of grace comes in.
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Something human we can forget when we become so utilitised, a cog functioning” (Julian
Rickert, One Step at a Time Like This Artist 2010). All these works partake in traversal and
transgression in that they place unfamiliar structures of theatre and performance onto specific
sites that have a perceived function: an audience consisting of participants wearing
headphones seated on a rostra in the middle of a shopping centre; non-travellers in a railway
station; non-shoppers in the city street; participants moving around miniature props on the
table in front of them in a café; strangers invited into a private residence; or created images of
the ‘end of time’ in an historic boatshed. These situations all constitute journeys that sit
outside the everyday functionality of their sites.
The unpredictable element of site-related work also brings the possibilty of
intentional or unintentional transgression from the passing public or inhabitants of the site.
The latter, for example, added to the complex social dynamics at work in the Collapse
process. A clash between the “fairies and the pirates” 1 (theatremakers and site inhabitants) led
to a potentially destructive but also strangely fitting example of the Host and Ghost becoming
co-creative. A pirate bar on site hosted a super hero party that traversed the opening night of
the performance, whilst also adding to the post-apocolyptic theme and surreal environment
already at play in the work. Additionally, in Small Metal Objects, the unpredictable and
spontaneous shape of the show’s backdrop (people constantly moving and shifting through
the shopping centre or public space) led to interesting results. The performance in Westfield
Shopping Centre, 2010 was situated alongside a jewellery store, juxstaposing moments such
as a customer inspecting an expensive ring with the action of the play, itself interrogating
themes of human value and worth.
In discussing public work in non-theatre venues, Gladwin also appreciates the great
tension for theatre borne out of the anarchic element where “a certain percentage of people

1

As named by Louise Morris (2011) “Symbolic transgressions were enacted by the artistic group (or
the dykes and fairies) and were perceived and reacted to by the inhabitant group (henceforth and
conveniently reduced to ‘pirates’).”
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haven’t paid the ticket price to sit there calmly and watch.” This tension between control and
chaos, and the potential for “happy mistakes and incongruities” (Gladwin 2010) is certainly
something all these works are both challenged and inspired by. The co-creative relationship
between “performance process and event: place and work” (Turner 2004: 374) plays out in
fascinating ways, activating static places into mobile spaces. Just as the past uses and
contemporary functions of a site affect them as chosen performance sites, the chance
encounters and tableaus in these settings are also a huge feature of the works, as audience
participants move through them, individually sensing the space. In Small Metal Objects this
involves a mental and sensory journey, combining vision and sight, narrative and the living
environment.
In the case of en route “the city [becomes a] streetscape and passers-by become the
site onto which participants’ own personal cinema is projected” (Woodcock 2010).
Alternatively in the 407 Finch St house, audience participants felt like they were trespassing
in someone’s private space, though also felt the freedom of being invited to paint on a
bedroom wall, an activity usually forbidden or done in secret. 407 Finch St also consciously
worked with the features of the house and the idea of traces though time and a building’s
history. The work drew strongly on the house as a living character described as such in the
program:
The house, as a particular kind of space, holds the residue of
multiple lives and experiences. Here we have drawn on these and
combined them with our own, whilst also inviting all of you to
become a part of the layered traces too. Your feet crunching the
leaves, your planting, your gaze through the windows, hands on
dusty woodwork, your words, your voices, and your drawings all
mingle with the house as she moves toward new lives and
incarnations. We have attempted to create a kind of theatre
without actors where we have set the stage and now you, the
audience, become an active part of creating your own experience
within the frames we have set. And indeed the house itself
performs for you, baring naked walls, gorgeous cherry blossoms,
caving in rooves (407 Finch St program 2010).
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Figure 9. 407 Finch St house and performance entrance.

Sites and Spaces Speaking

Various hauntings and negotiations play out amidst the layered nature of site and
performance. The moments of their intersection demonstrate de Certeau’s assertion that
“space is composed of intersections of mobile elements” (1984:117). Red Cabbage initiated
and encountered various levels of transgression, but also integrated chance in Collapse. An
example of this (and the Host site speaking as part of the theatremaker’s process of
assemblage) can be found in a former use of the Williamstown Pier morgue discovered by the
company. Red Cabbage had an image in mind of hanging disintegrating dresses from the roof,
only to be told later that bodies used to be hung up there to keep them away from the rats.
Louise Morris notes her interest at “how sites can speak like that” (2010).
In 407 Finch St, the disused house in a state of disrepair, spoke through and
performed a kind of dance with the installation works. For example, a bed placed in the
loungeroom invited participants to lie and look up at the ‘dream bower’ made from tree
branches from the garden and fragments of lost jewellery and household miscellany.
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Conversely, a dining setting out in the overgrown garden created a confusion of inside and
outside that fed into the play between public and private. The sense of following in a former
inhabitant’s footsteps also pervaded, with traces of former lives expressed through
soundscapes of a voice singing from the shower and chocolate cake offered up through a
handwritten note to participants in the kitchen. Traces of the performance then haunted the
host site afterwards, as seeds given to participants to plant, grew into potatoes, beetroot and
marigolds, and flour laid on the paths remained imprinted with the marks of many shoes.

Framing and Guiding

This section will ask how ‘theatrical spaces’ are framed, created and experienced, and
assess forms and techniques theatremakers have employed in narrative, modes of address and
guiding audience participants through works. In the participant-as-performer model, the
audience participant functions simultaneously as passive and active observer and actor. As
Rotozaza phrase it: “The roles of audience and actor are imperceptibly assumed and
exchanged” (Rotozaza 2010). As a result, participant-as-performer, audio-led and ambulatory
works must carefully consider the positioning of their audiences: physically and for their
journey through the narrative/performance work. In Collapse this involved play with
perspective and the use of visuals and performers enacting the tasks of an imagined
community. With One Step at a Time Like This, it was working out what would make people
look and what would not: “We found if we had an extended [audio] narrative tour, eyes went
in and you only listened and we were trying to keep the eyes looking out” (Kersten 2010)
with the goal to “See the city like the first time” (One Step at a Time Like This).
The layering of site and performance work and appreciation of audience positioning
is also confirmed by Julian Meyrick’s point that while performance in alternative spaces
(Melbourne) is engaged in a complex relationship with the idea that spaces are not neutral but
contain cultural significance, they are also places “in which individuals are primarily and
sensorily located” (2000:155), potentially cold, smelly, or otherwise. The complex process of
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assemblage in theatremakers’ sensing of space, leads to a journey of creating “a field within
which to place and disperse our activity, our performers and spectators” (Pearson and Shanks
2001: 21). The innovative works discussed here are further complicated by not involving
performers in the traditional sense. As One Step at a Time Like This reflect on the importance
of audience: “We were definitely moving away from the stage to focus on the audience and
shaping their internal experience” (Kersten 2010). These works are intentionally participatory
but also by retaining the label of theatre Kersten notes participants’ more active reading of the
work. Expectations can also be played with, as in the journey of Collapse where audience
participants were given a sense of security: drinking champagne on a pleasant boat ride before
being jolted out of this comfort as they were transported to a desolate, beautiful picture of a
society at the edge of the world.
In their play with the features and associations of physical surroundings, sites as sets,
these site-related theatres open new possibilities for narrative and the audience participant’s
journey through a work. Rotozaza, One Step at a Time Like This and Weave Length all set up
participant-as-performer models where audio, mobile phone contact, chalk, flour trails and
hand written messages initiate and direct the experience of performance and the mutiple
performative possibilities for meaning within the experience of the work.
The construction of audio-led work necessarily starts with the practical requirement
of clarity and succinctness (Mercuriali 2010). Theatremakers then weave in music, sound
design, relevant parts from film and so on to service the journey structures. Etiquette uses
Ibsen and Godard narratives to initiate the stage within a stage of the two person café
interaction: “A young girl and an old man lead the participants into several micro-situations,
often borrowed from film or theatre, wherein the private worlds shared between two people
split and reform incessantly” (Rotozaza website). These voices sit alongside a soothing yet
neutral female voice directing the participants to speak and perform tasks. These include
sensory acts including one participant using a eye dropper to drop water into the other’s hand,
deepening their engagement with the narrative and building complexity into their relationship.
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The two audio-led works of One Step at a Time Like This present an interesting
contrast between ‘real’ or actual voices (the archival collection of recorded commuters in
Southern Crossings) and theatremakers or actors aurally performing (as in en route). They
raise questions of authenticity, specific to the work and based on desired effects of
instruction, contemplation, education and experience, while fascinatingly merging fields of
theatre, history, multi-media and tourism. This will be considered further in Chapter Three
with the account of the researcher’s Ballarat Railway Station Theatrical Audio Tours.
In en route, One Step at a Time Like This weave together multiple voices in order to
instruct, philosophise and entertain. The combination of these voices with the sounds of local
musicians make for a deeply engaging experience. The sense of adventure is deepened
through other modes of guiding including chalk arrows, text messages and planted
handwritten notes, creating an active and living performance work. In Southern Crossings the
real recorded voices of railway commuters weave with well-known sounds such as clips from
the film adapted from novel Anna Karenina (1935) as well as expansive moments of
instrumental music playing as the participant navigates the station. Instruction is given
through a paper booklet, playing with ideas of the traditional ‘guided tour’ and ways of
leading participants into unexpected areas or moments to simply watch and listen. The
experience gains momentum as it continues, so that the participant might be encouraged to go
deeper and deeper into the curated space via the sensory experience of walking, listening,
watching and dreaming.
While the experience of Rotozaza audiences is singular and unique, the audio
instruction points towards certain things, a directed dimension that evokes a kind of politics
of perception. One Step at a Time Like This does this also, but in a more open-ended fashion,
opening the way for plural paths of thought. It is important to the company to create a balance
between “directing the participant and offering freedom to find one’s own way through the
work” (One Step at a Time Like This). They describe their role in Southern Crossings as
“shaping a journey” in which the audience explores and embodies the intersection between
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the historic railway site and their ambulatory and mental perceptions, guided by the narrative
of specially created and assembled site-related stories.
407 Finch St, as a non-audio work, placed participants in the role of explorers by
providing them with head torches and revealing a route to follow throughout the garden and
house, and set them off in small groups through a curtain that intentionally referenced the
traditional theatre stage (see Figure 8, page 45). A flour trail and handwritten notes explaining
tasks, provided guidance within the experience, but the way in which each participant chose
to engage and how long each spent was an individual decision. Taking Meyrick’s advice to
consider the actual environmental conditions of site-related work, 407 Finch St was a nighttime, outdoor work. This created a level of physical discomfort that possibly sped participants
up, although the offering of chocolate cake may have slowed them down!

Figure 10. 407 Finch St handwritten instruction.

The process of leading and subsequent journeys that are initiated and encountered in
Small Metal Objects and Collapse are of a different nature again. Collapse uses the
ambulatory promenade style: walking, looking, discovering and making connections in an
intentional confusion of temporality. This happens through visual stagings of dream images,
an attempt at ‘visualising’ or ‘animating’ ‘the ‘void’ (see Morris 2011), suggestive of another
world. As Morris describes it, the group was “interested in the journey element, and taking
people into another zone. It’s actually a journey that sets up the head space, and because it is
image based, it’s like a dream […] like you’re taking the audience over the threshold” (2010).
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Woven into this was experimentation with perspective: “Something might be happening close
up to an audience then if you’re lucky enough you might look over into the distance and see
something happening over there,” effecting the spatial experience and each individual’s
piecing together of their own journey. At the same time a bizarre sense of community was
also conjured, in what by all all accounts was an extremely moving scene that closed
Collapse, the cinema at the end of time.
The ambulatory movement through this performance was integral to the personal
engagement and sensing throughout the journey, intentionally crafted by the makers to echo
possible past (and future) journeys in the same physical space. Through the boat journey there
is a metaphorical and literal following in footsteps, first of history, then of the theatremaker’s
sensing of spaces involved in the creation of Collapse. As applied to audio walks there is a
process of “collapsing the narrator’s then and the walker’s now and making the ghostly body
and time and place of the narrator an unseen but very real partner to the walk” (Pearson 2005:
1). While Collapse was not audio based, and the sensory experience of the space and work
focussed more on witnessing and ‘being there’ together, the creation of an intimate guiding
hand was present, journeying through ideas, time, memories, possibilities and images.
Collapse provides a strong example of Turner’s ‘fruitful disjunction’ through the combination
of both knowing and unknowing transgression of the site.
Small Metal Objects initiates another kind of journey, as live action reaches the
audience through both headphones and vision. The actors at times disappear behind walkers
and shoppers obscuring the audience participant’s view in chance blocking. The experience of
seeing the actors far away amid this public world whilst hearing their story in the ears sets up
a strange and enthralling experience, completely different from accidently overhearing a
snippet of the same conversation or action. Whilst the audience is not physically moving,
they are journeying through narrative and the playing out of a scripted drama in a nonscripted setting creating various spaces for sensing. As Gladwin explains, “There’s the show
with four actors about a drug deal that goes wrong. But we did want to leave a lot of space for
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people to observe the everyday [and the tension that sits between] the audience watching the
commuting public and vice versa” (2010).
Through the notion of how events create spaces, Pearson and Shanks observe the
“different experience for each watcher […] shifting focus; multiple focus; making decisions
about what to watch” […] (2001: 22). This positioning, which is such an important aspect of
these works, leads from heightened senses to the creation of alternative, multiple and
simultaneously operating realities. Rotozaza make great dramatic use of this through the
combination of narrative, technology and interactivity. Silvia Mercurali discusses her interest
in making shows simply out of “drawing attention to a spot, making it a location” and within
that creating [audio] commentary that “transforms the space” (2010). Rotozaza’s most recent
work, And Birds Fell From the Sky, utilised vision goggles as well as audio. With the goggles
covering the eyes, Mercuriali considers the participant “not there anymore” in the
underground carpark where the work is physically located. Through “hijacking the senses”
(Mercuriali 2010) space and time become fluid. As Mercuriali explains it, this show differs
from Etiquette and Wondermart as it is not looking at a site that already exists, it takes you
somewhere else that doesn’t exist (2010).
These site-related performances feature makers creating frames for audiences to
experience and enagage with spaces in alternative ways. Journeys are constructed and
undertaken on intersecting levels through the use of audio technology, guiding mental and
physical travelling between spaces. As de Certeau posits: ‘Every story is a travel story – a
spatial practice’ (1984: 115). This includes the commingling of spaces between memory,
presence and discovery, and the combination of live and recorded elements, and of what is
seen and what is heard in the digital ‘head space’ (or altered completely in the Rotozaza
example above).
Theatremakers also utilise the social meaning of spaces, where rules of behaviour and
society are examined through constructions of movement and guiding, opening unexpected
doors and windows (real and imagined), spatial connections and meanings. “Not only does
the use of non-theatre venues contribute to ‘an enquiry into what theatre is and might be,’ it
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also incorporates ‘a set of productive social metaphors, whereby practitioners use their focus
on geographic space to explore a range of theatrical, conceptual, political and virtual spaces’”
(Wilkie quoted in Pearson 2010: 9). The examples discussed here engage with the practices of
urban spaces and de Certeau’s ‘ways of operating’ where hidden ‘making’ and ‘ways of
using’ space, products & interactions, allow users to re-appropriate and reorganise their
spatial movement (de Certeau 1984: xiv). Multiple movements and potentialities are at play in
these site-related theatres, stemming from companies varied approaches to journeying and the
functions of their guiding.

The Participant-as-Performer Model

In the promenade performance of Collapse the active role of the audience participant
is foregrounded as they encounter the images and journey they are led through, observing,
sensing and creating their own experience in the process. In Small Metal Objects, spatial
navigation and individual meaning-making emerges through the intersection of live action,
mediated through the audiences ears, script and musical score and the theatre of the everyday
playing out in public space.

Figure 11. Small Metal Objects at Westfield Shopping Centre.

Similar processes are at play in the audio-led works of One Step at a Time Like This
and Rotozaza but the significance of the audience is taken to its extreme. Actors are removed
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and replaced by aural architectures, living environments and the instigation of action and
performance in the participant. “Roles are split and simultaneously enacted as conversation is
shown to be a kind of theatre whereby 'audience' and 'actor' roles are imperceptibly assumed
and exchanged” (Rotozaza). Rotozaza’s interest in unrehearsed performers leads to the
tension between personal agency and a sense of liberation: “For a while somebody else has
written your lines and you just have to say them. Whatever happens is not your fault”
(Mercuriali 2010). This process is not immobile though and far from passive. In Mercuriali’s
Wondermart, departing from the two person interaction of Etiquette, a theatrical experience
for one plays out. This is done through the non-live audio recording, interacting with the live
audience who is acting as participant/performer/observer, in order to guide a more focused
interaction between them and the everyday supermarket. The audio opens with “There will be
things to see, things to do and people to meet.”
Through the creation of heightened perception, such as moments spent inside the
freezer section thinking about ice, and drawing patterns in the condensation on the window,
participants are led to intensified reflection and potential understanding in relation to the
space they are involved in creating as they move through it. Aided by the individual audio
device, the performance element created is similar to Etiquette where people outside the
Rotozaza-created world become a kind of unaware audience, while the participant becomes
either an enthusiastic or a reluctant performer. As Kersten observes: “Can one person be
called an audience? Because if they don’t become active in the seeing and reading of the
[space], the experience doesn’t happen” (2010) again raising the notion of audience
awareness and the multiplicity of performances that result from their level of interactivity.
Kersten and Rickert discuss the importance of repositioning and reconfiguring
awareness in their use of audio, where rather than performers up in front on stage, the
company is still performing, as digital voices guiding, but “there’s nothing obscuring the
view, therefore you become more aware of your own meaning-making” (2010). They have
also developed their participant-as-performer model by “experiment[ing] with how to trick
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people into performing, very very gradually” from works that invited audience members to
talk to the performers to the solo audience participant works of en route and Southern
Crossings. The positive response to the company’s work, nationally and internationally,
reflect a great interest in and need for these curated experiences that allow heightened
perception and reflection through unique sensory adventures. These various sensings of space
through engagement – physically
temporality – will

and mentally travelling through narrative and multi-

now be explored through a deeper discussion of the audio-led and

ambulatory forms.
Audio and Ambulatory

Christopher Balme draws on the discussion begun before him by such thinkers as
Marshal McLuhan where audio can be seen as “the extension of perceptive potential.” Balme
describes “Walkman theatre [as] body performance of a special kind, focusing as it does on
the moving body that is itself percieving rather than being percieved” (2006: 123) or, in these
case studies, simultaneously percieving and being percieved. Through the creation of
perceptive zones in these site-related works, audio-led performance raises much interesting
discussion on the commingling of spaces and sensory experience of them: the live and digital,
seen and heard, actual and imaginary, present and absent, inner and outer, collective and
individual, public and private, past and present, contrived and chance, fictional and historical.
The physical presence of the body in these case studies sets up complex negotiations
within body as well as mind, emotions, memory and the ‘spatial environment’ including
physical place and features: paths, doors, bridges as well as the aural architectures of
narrative, and various processes of layering and assemblage in both site, performance, and
participation. In the particular form of the individual MP3 player utilised in Back to Back,
Rotozaza and One Step at a Time Like This, a “private sound world fills the psychic space of
the listener [in the] auditory imagination” (Madsen and Potts 2010: 44). As the instructions
and narrative arrive, intentionally separate from the visual counterparts, various journeys are
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offered to the audience participant as they listen, look and sense, piecing together his/her
experience. In the multi-temporal crossover of times and spaces, the audience participant
simultaneously experiences sensing through the features of site in its past and current
functions, touching and smelling, and the multiple narratives borne of theatremakers narrative
and guiding tools (ie. pre-recorded voices, live performers, tasks) and individual connections
to biography and imagination.
The significance of the individual participant is foregrounded in Norie Neumark’s
discussion of John E McGrath’s belief that performative space “brings the viewer into the
space constructed […] the space does not exist without the viewer/auditor’s implication”
(2010: 97). The performativity of non-theatre sites for performance and the participant-asperformer model is deepened in Norie Neumark’s exploration of the performativity of voice
that is enacted through the use of audio narratives. As Kersten reflects on the nature of en
route: “The fact that you’re walking, makes you more live, more embodied […] and with the
absence of us [the theatremakers], and only digital performers, the live is relocated” (Kersten
2010). Liveness thus sits at the intersection between the audience participant’s walking,
percieving body and the multiple possible journeys that result from planned and chance
alignments and conflicts between performance work and site.
In en route the audio guiding functions in a way that encourages reflection on the
narrative content and the connections formed with site, and musings at times appropriate to
site (such as money in a shopping arcade) or the more open-ended (being told to write on the
wall with chalk ‘Something you wish someone would say to you’). It also questions the
participants own place within the work, experiencing the senses in new ways and encouraging
focused enagagement. en route places a focus on seeing and looking, alongside the listening
journey. At one point, the participant is instructed by the recorded voice to stop and stand
amid the bussle of a busy city street. The audio then asks, “Am I only observing my being
here? Am I the only one observing my being here?” Like being taken to moments of grace,
not hindered by time or usual utility, One Step at a Time Like This use audio technology to
initiate deeper reflection, not possible when unwired, though Rickert dreams that the state
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could continue after the audio experience ends. Where headphones might be more commonly
associated with a retreat from the world, the company aim to make works that inspire
audience participants to “reach out and touch the world” (Rickert 2010).

Figure 12. An en route audience participant interaction.

These theatrical uses of audio technology re-frame spaces and provide sensory
experiences outside of the everyday. They create a complex bodily relationship between the
private and public, at times drawn closer and at others separated, raising fascinating questions
about the group and individual experience of site-related theatres. A line of dialogue in Small
Metal Objects: “We’re all involved in different worlds,” is reflected in the form of the show,
where each individual is seemingly alone in their private headphones. Additionally, the
audience as a group are involved in a separate mode of sensory experience from the
surrounding public.
New possibilities unfold for narrative constructions and the journeys that create
performance on the way. As defined by autoteatro, these examples of audio works reveal how
technology can initiate performance. Combined with audience participants physical and
mental interaction, multiple experiences and layers of performance result. The experience of
time is also foregrounded and contrasted in recorded audio as opposed to the live audio of
Small Metal Objects. Recorded voices in MP3 technology “available for download also
potentially extend themselves […] not only into space but forward through time” (Madsen
and Potts 2010: 52). The liveness of the Back to Back actors creates a sense of disjointed time
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as audience members view and hear action that is spatially distinct from each other, in what
Turner suggests as “dispersed space” (2004: 377).
The popularity of personal audio devices and headphones in public space today is
also significant in the functions and reception of these works. Wondermart utilises this fact by
opening the experience with: “You’re just a shopper, shopping around, listening to your
music.” This adds an interesting ambiguity when it comes to performance as well as the
possibility of a familiar experience, wearing headphones and listening in public space, being
re-evaluated

through

participant-as-performer

works

or

expanding

possibilities

of

theatricality, including a level of production control that also mixes with spontaneous
unknown outcomes of public space, as in the example of Small Metal Objects.
With the exception of Small Metal Objects, these works take audiences on physical
journeys through historic sites, city streets, cafes, private houses and supermarkets.
Ambulatory and tactile, these works explore “Walking [as] a spatial acting out, a kind of
narrative, [where] the paths and places direct our choreography” (Pearson and Shanks 2001:
138). Additionally, where Lavery discusses the alienating effects of much contemporary
audio-visual technology, placing the pedestrian walk within the drive against what he
associates with passive experience (in Heddon et al 2009: 49), the works analysed here reflect
the fascinating concepts and outcomes born of sensing space through both walking and digital
media.
Through the act of walking new connections are made and re-made,
physically and conceptually over time and through space. Public
concerns and private fantasies, past events and future imaginings,
are brought into the here and now, into a relationship that is both
sequential and simultaneous. Walking is a way of at once
discovering and transforming the city (Rendell 2006: 190).
Theatremakers have explored creative use of the traditional 'historical audio tour,' in
performance works in past years, including artists such as Wrights and Sites and Janet
Cardiff. They investigate the processes of re-imagining, possible in walking familiar and
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unfamiliar spaces in what they term ‘Mythogeography.’2 This involves participants engaging
sensorily, merging fact and fiction, biography and imagination, and interrogating the
relationship between listener/walker, narrator/maker and place and space, and the mobile
journeys that result. This will be discussed further in Chapter Three.

The Temporal Experience of Space

This study of audio-led and ambulatory site-related performance poses potential for
the experience of multiple and shifting temporalities. This includes the negotiation between
“contemporary and historical in which ‘no single story is being told’” (Govan et al 2007:
139). Like journeys, these theatres are made through doing and movement. They are
‘treatments of space’ leading to physical, experiential and temporal potentialities. As these
examples demonstrate, curated theatrical experiences can take the audience participant ‘out of
time’ through a re-framing of their sensory experience and environment. They may also
extend a temporally mobile relationship enacted between the past (the palimpsest of lives
contained in sites, and participants’ triggered memories), present (the live component) and
future (the question of what will happen in the site next). Pearson and Shanks state that “site
is as much a temporal as spatial concept – landscapes are enfolded; scenography works with
the multidimensional temporality of memory, event and narrative” (2001: 55). Mobility is
enacted through this interplay between the multiple and fluid lives of sites, curated journeys
assembled by theatremakers and audience interaction and interpretation. This is necessarily a
social process: ‘geometric’ places transformed into ‘anthroplogical’ spaces (de Certeau 1984:
118).
Lavery states that site-specific pedestrian performance aims to “overwhelm us in the
present, to provide us with actual experience, to make the world ‘float’ in the here and now.
This is where pedestrian performance displays its avant-garde heritage: its ultimate purpose is
to replace vicarious experience (reading someone else’s account of space) with actual
2

See more at http://www.mis-guide.com/ws/documents/citywalker.html
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experience (producing one’s own spatial map)” (2009: 45). While the importance of active,
sensorily engaged experience is certain, this thesis project also highlights the float of time,
that stretches beyond the here and now back to the past and into the future. It celebrates the
convergence of multi-temporality in performance.
As discussed, the theatremaker’s sensing of performance site and space involves
processes of excavation and assemblage, combining functions and associations both historical
and contemporary. The temporal experience of the audience participant then engages in this
convergence, alongside the co-creative relationship between Host and Ghost and between
audience participant, site and performance work. The experience of time stretched within the
analysed works, adds a further layer of multi-temporality where participants are at once
bodily located and experiencing in the present, while mentally travelling to past, future, and
seemingly timeless moments through digital technology and the altered perceptive ‘zone’
created by theatremakers. For example, with the temporal experience of en route, there is no
particular past or future, only possibilities made through connections between text, music,
instruction, passers by, objects, memories and so on. Time potentially becomes fluid, in some
instances creating the effect of relaxation for particpants, a kind of breathing space or time
out.
As Heddon, Lavery & Smith explain in the context of recent philosophies on speed
(2008: 46) “pedestrian performance is a mode of resistance against the acceleration of the
world, a desire on the part of performance makers, to rehumanise space by encouraging
spectators to experience the environment at a properly human pace” (2009: 46). They extend
this idea to not simply ‘slowness’ but ‘self-generated rhythm’ (2009: 47) something that may
be manipulated to affect through approaches to audio and other modes of guiding utilised in
these works.
In Collapse, and its use of a heritage site, the intentional confusion of time is utilised
directly as it partakes in a “memorial to humanity” drawing on “troubling sites of memory”
(Morris 2011). Collapse is a present tribute to the past, set in an imagined future. This
confusion of time was created through costumes and visual material and the question raised
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through performance, is this the beginning or the end?” (Morris 2011). This temporal
ambiguity is also explored in Chapter Three in the study of the researcher’s Ballarat Railway
Station Theatrical Audio Tours.

Transformations, Meaning-Making and Possible Outcomes

“Meaning emerges in the spaces created by the interpenetrating structures of ‘host’
and ‘ghost,’” (McLucas quoted in Turner 2004: 376) and in the fluid dialogue between site,
performance work, theatremakers and audience. While the intentions and outcomes differ
between the works discussed here, a shared goal emerges in the highlighting of multivocality, no one history or journey, and as is suggested in this research, the experience of
multi-temporality. One implication of this is the sense of grace that comes in the “gap away
from utility” (Rickert 2010). The works also share an interest in the creation of alternate
worlds and realities, at least temporarily, in order to alter preceptions and affect
transformations.
In audio-led works, technology plays a defining role with Peter Boenisch explaining
the intermediality of theatre as the effect created in the perception of the observer that is
triggered by performance (2006: 113 orginal emphasis). It involves “the multiplication of
semiotic levels (of presence, presentation and representation) with the power to “foster
intermediality playfully […] to redefine and take theatrical performances to alternative space
and different worlds” (2006: 115). In turn, observers are left to make their way through “the
pluri-focus networks of signs, worlds, messages and meanings offered by performance, often
without being closed into a single, unanimous meaning” (2006: 115).
Just as the case studies discussed here aim to create unique experiences for audiences,
another commonality that emerges is a quest for re-connection. The works of One Step at a
Time Like This, Rotozaza, Back to Back, Red Cabbage and Weave Length all strive to create
innovative theatrical experiences that guide participants on journeys. While in varying ways,
they also seem to point towards a kind of humanity, one that works against the idea of
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technology as separating and alienating but rather as potentially expansive, enlightening and
empowering.

For the lightbulb, the switch, and the hand holding it to be the
illumination, just as much if not more than what's being lit. To look for
meaning in process. To allow meaning to fall into place, past the Image and
through the cracks of determined, yet faulty (human) processes (Rotozaza).
The various applications of ambulatory and audio-led performance works and the
current range of creativity in the field, attest to the power of performances that engage
audiences, from as small as one, to re-read and re-write their surroundings. There is a tension
between control and spontaneity and the unknown and unexpected that leads to a genuine
involvement with both surrounding environments and the lives being led within them.
Through these unique explorations of space and the possibilities of sensory experience, rather
than simply listening, en route’s aim was to focus on getting participants senses to work: for
example running down a busy tram line holding a stranger’s hand, creating an exhilaration of
connectivity. As Kersten states, “We don’t actually call en route an audio work. We create an
aural container to have a walk and time with yourself to make connections” (2010).
Outcomes of the re-imagining of sites include the spatial and theatrical possibilities of
being urban explorers or uncovering unexpected connections and meaning in private and
heritage spaces. There are also potential practical implications as in the example of Red
Cabbage: “We often find that our use of a space will regenerate it. Like with the Living
Museum of the West (Avery 2006) no-one went there, it was just a dead zone” (Red Cabbage
2010). Similarly, in negotiations regarding perfomance at the Melbourne Museum, Red
Cabbage state that “you can open up possibilties they hadn’t considered” (2010). Cathy
Turner’s (2010) discussion of dramaturgy and architecture explores this idea in further detail.
Turner suggests the possibility of creative walking practices impacting on future planning and
the notion that ‘dramaturgy’ as a term may act as a bridge between various disciplines and
theories, in particular the script and staging of artworks within the script and staging of the
architectural environment. She writes that “It offers a way of thinking about space and event
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together” (2010: 161).
Conclusions

The success and extensive touring of award winning companies Back to Back, One
Step at a Time Like This and Rotozaza, demonstrate the strength of creative, immersive reimagining of sites and community involvement that maintain a high level of artistry. They
also point to possibilites for the long-term sustainability of theatremakers and ongoing
support from festivals and councils attest to the value of these works. Processes of
assemblage and experience for makers and audiences work with fragments in order to create
meaning through multiple sensings of space. These are transformed from place as they are
moved through and engaged with, then transformed back into place, having been
reconfigured. Through processes of quotation, collage and montage, site-related works
“construct something new out of old […] to connect in order to achieve new insights and
understanding” (Pearson and Shanks 2001: 52).
Richard Schechner’s ‘secondary’ interactions of production elements and the space
performance takes place in, where “at certain times these elements are more important than
the performers” (1968: 163) is supported by the findings of this thesis. The positioning of
audience participants as “scenemakers as well as scene watchers” and “focus as flexible and
variable” plays out through the discussed modes of framing and guiding and the participantas-performer model. It also demonstrates a continuation of Meyrick’s description of ‘found
spaces’ “foreground[ing] the meaning-flow of the shows they contain” (2000: 154).
Contemporary theatremakers are drawn to non-theatre venues and sites as “layered
entities” for varied reasons and with varied challenges and outcomes. The case-studies in
Julian Meyrick’s essay on site-specific work in 1990’s Melbourne, are not ‘simply
architecturally different…[but] read as a challenge to the values of conventional theatre”
(2000: 170). Also integral is “the disavowal of established notions of ‘theatre’ and an attempt
to create radically new production styles and performer-audience relations” (2000: 170).
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Govan et al also analyse past works as exploring the possibility of political occupation of
space and the move outside of traditional theatre venues as a “democratis[ation of] theatre
practice” opposing elitist sensibilities (2007:132).
While notions of performance are still being explored and challenged, and audienceperformer relations are broken down completely in the participant-as-performer model, the
focus now rests on the possibility of perceptual and social change through awareness of
human relationships with sites and spaces. Rather than primarily experimenting against
traditions of theatre and the theatre building, contemporary site-related works seek to
establish re-connections between humans and their surroundings. Inventive ways of
theatrically and sensorially positioning audiences, combined with the use of new technologies
and production elements, such as mobile phone contact, lead to spatial experiences that
traverse time and “narratives that jostle” (Pearson and Shanks 2001: 23) with potential to
generate new insight and knowledge.
This includes what Rotozaza consider as integral to “cultural work today in any field
[…] which achieves a confusion of what we know as real and what we believe is constructed”
(2010). A greater awareness of shifting temporalities and realities is offered through these
works, though at the same time constructed in a way that “allows participants to interact and
engage either as deeply or as peripherally as they wish” (Southern Crossings program). This
also links into the multi-disciplinary nature of the work: “That someone could do it and it be
successful for them on [a tourism] level but it is nothing to do with what we think it’s about.
And I think that has been helpful for en route as it is not so much that there are people that
like it and people that don’t, but more something for everyone, wherever they’re at” (Kersten
2010). This presents another contrast to traditional theatre, where if attention wanders from
the text, the assembled zone for experience and the living environment provides alternate,
embodied stimulation.
Meyrick discusses the ‘filthy spaces’ of works in the found spaces of industrial sites,
empty factory buildings and the like (used in Melbourne 1990-95) where the physical
discomfort of surroundings, literally ‘in your face’ including the cold, heat, wet, are also a
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component of the experience. The particular aesthetic of these earlier site-related works were
“raw, uncomfortable, unconventional” confronting both the body of performers and audience
in sites that were not clean or well-lit (Meyrick 2000: 156). The physical conditions and
embodied experience of the case studies analysed here also respond to the aesthetics of sites,
but focus rather on use of the senses: looking, hearing, walking (through technology and
movement) and functions of perception as a result of placement. The Host and Ghost shift and
interact as “transparent architectures” (McLucas in Kaye 1996: 55) and the meanings of sites
shift in the process. On availablity of venues Meyrick says the introduction of mediumdensity housing, gentrification and re-zoning has meant less access to sites like dis-used
buildings (2000). This thesis research suggests other kinds of interactions with space, such as
in supermarkets, cafes, and city streets where perhaps the notion of found spaces itself has
been reconfigured.
In the theatrical and social context, Meyrick’s case studies “sought to re-invest a
lagging alternative theatre with a renewed counter-cultural edge” where the use of found
spaces for performance was “against all the trends which had influenced Australian theatre
architecture in the post-1945 period” (2000: 156). The theatre landscape today sees siterelated performance still in contrast to established theatre institutions, but less “countercultural.” Whilst still deeply innovative and unconventional, the site-related performance is
no longer peripheral. Ambulatory works that utilise public space (such as Melbourne city),
historic sites (such as Abbotsford Convent) and experiment with technology to create
alternative theatre experiences are common fare in contemporary festivals and seasons.
While the issues of risk management and Public Liability Insurance are predominant
today, and potentially prohibitive, the case studies explored here present various approaches,
including forming partnerships with host sites (Williamstown Pier, Ballarat Railway Station,
cafés, city councils) to make meaningful artistic work, with various degrees of sustainability.
The mobility and repeatability of the work of One Step at a Time Like This and Rotozaza
provide a fascinating model that sits in contrast to Meyrick’s description of the work of the
nineties as often ‘one-offs’ drawing on a space’s unique qualities. The question of mobility,
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site-specificity and meaning is an interesting point where Meyrick discusses the example of
Gilgul Theatre being transferred from the “lowly fringe endeavour [in an engine shop] to
what was now a ‘look’ in a mainstream process laboriously recreating the felt circumstances”
of the original show (2000:161). Here to move the work was to its severe detriment, but the
audio-led and ambulatory works studied in this thesis, do seem to offer hope to Meyrick’s
decade old judgement: “Increasingly the choice is not between purpose-built venues and
found spaces, but between purpose-built venues and no venues at all” (2000: 172).
This chapter has assessed the multiple negotiations and conversations at play in siterelated audio-led and ambulatory performance works, between: the Host and Ghost, past and
present, performance and site, theatremakers and audience. It has also considered some of the
possibilities and challenges of working outside traditional theatre buildings. The forms of
numberless play in the changing relationships between spaces and places (de Certeau 1984:
118) are initiated through linking stories and journeys. The case studies discussed sit within
and build upon the conceptual shift in site-related practice from “fixity to mobility [… and] to
dialogic, open-ended process” (Doherty quoted in Pearson 2010: 8). This includes the
documentation of performance as it is explored in Chapter Three.
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CHAPTER THREE:
BALLARAT RAILWAY STATION THEATRICAL AUDIO TOURS

Ballarat Heritage Weekend 2011 offered the specially crafted experience of Ballarat
Railway Station Theatrical Audio Tours, created by Weave Length artists and presented by
Amy Tsilemanis for the La Trobe University Theatre & Drama Program.
An auditory ipod tour leads individuals on a journey through time and the many lives of
the historic precinct. Old buildings, like the human mind, contain overlayed maplines of
memories, dreams, thoughts and journeys. A woven soundscape of instruction, site history,
song, story, and contemplation guides participants throughout the station, meeting some
colourful characters along the way.
Devised by Amy Tsilemanis
with Caitlin Dullard, Hedley Thompson & Alister Mew
& Also featuring original work from local visual artists, performers and musicians!

Figure 13. Ballarat Railway Station Theatrical Audio Tours Promotional Material.
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One of the stated intentions of Pearson and Shanks Theatre/Archaeology is
recognition of a space between materials, documents, and narratives, in which interpretations
are made and insights generated, in an opening out of creative space (2001: 67). Within this
creative space, reproduction (and documentation) are “less to do with replication than
reworking and recontextualisation [….] The production of narratives which stand for the past,
rather than constituting faithful replicas of the past” (2001: 58).
This chapter investigates some ideas of spatial and sensory experience in relation to
the process of sensing space through theatremaker plans and journal entries (represented in
italics), and script (“quote-marked italics”). It also draws on audience participants’ reflection
and feedback (“unattributed quote marks”) including postcards they wrote during the tours
(bold italics). The chapter explores the possibilities of performance documentation within the
idea of an opening out of creative space. Not only standing for the past, this ‘production of
narratives’ aims to extend the research through the live experience of the reader of the thesis
interacting with it. This also involves a temporal crossing of memory, imagination, and
(potentially) past experience of the performance.
Here the next layer of assemblage and sensing spaces is explored: from the
theatremaker’s sensing and making of work; to audiences assembling and sensing their
individual experiences of the layered sites and narratives; to an echoing of those processes:
the assemblage of research and documents of devising the performance and the
reading/listening/engaging, involved in the reception of the research. Spaces are created and
sensed in these moments of intersection, through stages and through time. As Tim Etchell’s
describes it:
There are rules for the critical writing here […] that it should open doors not
close them; that it should in some way mirror the form of its object; that it
should work with the reader as a performance might (playing games about
position, status and kinds of discourse). That it should be, in short, a part of
the work, not an undertaker to it (2004: 23).
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Dear you, I hope you bought gloves. Love x

Over the weekend of May 7th and 8th 2011, Weave Length artists inhabited the
historic Ballarat Railway Coach House as a base for Theatrical Audio Tours as part of
Ballarat Heritage Weekend. Tours ran every ten minutes for individuals or groups of up to
three. Participants were provided with an ipod and briefed on its use: press play when ready
to begin and listen to the voices leading the journey, including instructions to press pause and
play at certain points throughout. They were also given an envelope containing a postcard
with a pen, and a reproduced historic platform ticket as props to be used as instructed. The
postcards were designed by local artists in response to the railway precinct. They were
Andrew Potter, Abbie Matthews, Kelly Brett and Lauren Daly.

Figure 14. Artist designed postcards and ticket replicas for Tours.

Audience participants were shown a map of the route and informed of red flags being
in place at each point where they were to stop (in case of confusion), and that Weave Length
staff would be available on the route should they need any assistance. From this Coach House
beginning, the tours took participants on a 45 minute journey around the 150 year old Ballarat
Railway station. The station was functioning on this May weekend both as a contemporary
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railway station, transporting people in and out of Melbourne, and an historic site of interest in
the Ballarat Heritage Weekend program including old style steam train rides. This project
provided the setting and process for the researcher’s theatrical investigation into layered sites,
the Host and Ghost, space creation, experience and multi-temporality.

Figure 15. Ballarat Railway Station Theatrical Audio Tour participant.

The audio narrative combined two voices, alongside sound design and a soundtrack
of original music by Mick Trembath and well-known songs ‘You are My Sunshine,’ sung by
Paige Duggan, and Mitch Miller’s ‘I’ve Been Working on the Railroad.’ A Woman’s voice
(of the present), guided the physical movement of participants, initiating interactive tasks
such as writing, sending and receiving a postcard. It also provided moments of reflection and
contemplation. A male voice (the character of an old signalman, imagined by the female
narrator) conducted a tour of the precinct, shifting between an official tour guide voice with
factual history and his own fictional memories and stories. The voices of the Woman and
Signalman at times overlapped, in the theatremaker’s intentional blurring of time,
highlighting its fluid, shifting nature. The Signalman spoke of characters in his stories also
adding to an ambiguity of time-frames and of reality and imagination that were physically
realised by performers on the tour route.
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Figure 16. The performers, left to right: Bert the Squirt, a platform posterman (Dean Bloetz); Sally, a
platform Fruitseller (Sarah Hillman Stolz); Frankie, a platform ticket checker (Wes Howlett);
Barwoman, Serving Ginger Beer in the Refreshment Rooms (Abbie Matthews, pictured/Anna
Lowendahl); Dessie, a postmaster (Mark Barnard).

Every mundane moment on a journey can lead you to the extraordinary if you are willing
to participate and follow the nose of chance
The concept of the piece was the exploration of a historic site, potentially containing
multiple lives and stories that when moved through, create spaces where past, present and
future may be experienced simultaneously and in a multitude of individual ways. The
Signalman functioned as a timeless character, with facts and memories ranging from the
station’s opening in 1862 to the present 2011. His narration was then enclosed within the
present voice of the Woman guiding, showing her sense of intrigue with the site and her
‘imagining’ of this knowledgeable inhabitant of the now vacant and dilapidated signal box.
He was outgrown of his usefulness but moulded to the site, the Woman’s fascination and
imaginative experience echoing the theatremaker’s own starting point for the show. The
narrative and work as a whole aimed at a process of ‘bringing to life,’ in ways that would
provide participants with a woven experience of actual site history and potential space to
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dream and bodily experience the site in their own way, through guided musings on travel,
memories, thoughts and journeys. This included highlighting stark contrasts between the
bustling past and areas of decay and disrepair in the precinct, and pointing toward greater care
in maintaining the historically significant equipment and buildings or making contemporary
use of them.
The train station evokes the prominence of movement, through both time and space.
For participants this unfolds in both physical movement, as well as their navigation through
the tour: sensorily, narratively and emotionally. Multiple performances were consequently at
play in the work: the audio recording read from the theatremaker’s devised script; the live
costumed characters woven into the audio narrative; the busily functioning railway station
and its everyday inhabitants; and the audience participant-as-performers, interacting with both
site and work, and engaged in the co-creative relationship between all of the above and the
individual experiences of audience participants.
Which line will you take?
Where are you travelling?
Amidst these layers of performance, now comes the discussion of it. From the actual,
objective point of the tours having taken place, the documentation of subjective experience
begins, first for theatremaker then audience. This field of determination contains fluidity.
Haseman and Mafe define creative research as “researching the indeterminate” (2009: 217)
where here (in contrast to traditional, objective theatre criticism and analysis) process, event
and reflection bleed into one another in what might be described as a realm of potentialities.
The description that follows is then an unfolding, an offering, of the potential processes and
outcomes of a site-related audio-led and ambulatory theatre work: the Ballarat Railway
Station Theatrical Audio Tours. The first section looks at the researcher/practitioner’s sensing
and assemblage of the work and the second explores audience participants sensing and
experience of it. An interesting temporal note to make is that the theatremaker’s experience
and sensing involves a longer process of inhabiting, reflecting, adding to, substracting,
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whereas the audience receives and senses a briefer, more immediate glimpse of the assembled
work within the multiple layers of site, history, audience participant biography and so on. The
two-fold sensing is thus achieved first in an extended, then brief, temporal and spatial
immersion.

Theatremaker Senses Space and Assembles Work

So too, the fragment of the past evokes [and] refers us to the rediscovery
of what was lost (Pearson and Shanks 2001: 93).

Journal January 2010: My exploration of site (and space) is about finding one that has its own
history, stories and aesthetic qualities to build upon like “the old house [that], for those who
know how to listen, [becomes] a sort of geometry of echoes” (Bachelard 1969: 60).

Journal February 2010: Let’s take a walk.
Space is what is made by us out of place, transformed in site-related performance journeys.
The place is the train station that becomes a space, multiple spaces as I move through it,
through physical landmarks and time and imagination. I pass through the ticket office into the
entrance hall, then up the stairs and over the bridge and up the platform, and along the goods
shed and into the yard and over the crossing and past the bustop and across the carpark and
around the back to the carriage shed and on into the refreshment rooms and back to the start.
Along the way I meet Frank who is holding a broom and chatting to a customer. He says
“Hey, look who it is” and beams, like one of his coverted Victorian Railways lanterns.
“How’s that book going for you? It’s a good one isn’t it? You’ll learn everything you need to
know in there! Alright mate, just call if you need me.”

The site of the Ballarat Railway Station is made up of layers of lives, fragmented
moments, rich in history and the many stories of those who worked there and passed through
on their journeys between its opening in 1862 to its contemporary use in 2011, 150 years later
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(with research into these aided by the assistance of a contemporary Ballarat station worker
and train fancier Frank). The theatrical audio tours set on top of this another layer of journeys;
that of theatremaker assembling a narrative and experience for participants to follow, and the
approximately eighty people that took the tours over the two days of Heritage Weekend. The
intention was to appeal to a range of audiences by commingling historically factual
information with fictionalised stories, music and poetry, in a unique form of guiding and
instruction, including tasks and interaction for participants along the way. For the researcher,
Bachelard’s geometry of echoes resounded from the site itself and the layers of story and
journeys sensed within the multiple performance encounters.
The physical and historical nature of the chosen site, and the tour structure of the
assembled experience, led to a deeply site-specific work. Participants largely heard
information and stories that linked directly with the places in which they stood. In this way,
the work could be described largely as a ‘hand in glove’ fit (Pearson and Shanks 2001:111)
between site and performance. This is also true of more philosophical moments that drew
more indirectly on the atmosphere and aura of the site: What are we made of? What moves
us? However, taking de Certeau’s assertion that “in relation to place, space is like a word
when it is spoken,” spaces came into being as participants uniquely sensed the mix of sounds
(inner and outer); story (fiction and non-fiction); the solid physicality of paths, bluestone
walls and bridges; the unknowns of weather and chance encounters in the journey; and their
own encounters with memory and discovery.

Figures 17.1 & 17.2. Ballarat Railway Station
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In this way the tension created between “what is of the place and what is brought to
the place?” (Pearson quoted in Turner 2004: 374) refers less to any overtly theatrical
structures, as to the possibilities of audio-led and ambulatory participant-as-performer work to
engage with Turner’s reinterpretation and rewriting of space: “space […] envisioned as an
aggregation of layered writings – a palimpsest (2004: 373). This space here includes the
physical site as well as the multiple journeys layered atop as a result of the tours, which act as
‘practiced place’ in motion.

Figure 18. Victorian Railways map in Ballarat Railway Station.

The structure of the tours used the parallel of old buildings, the mind, and maps. It
drew on the aesthetic use of timetables and maps, emphasising how performance works in
sites such as these create particularly temporal experiences highlighting the crisscrossing of
journeys, lives, memories and experiences. The image of rooms, windows, connections,
staircases and black spots linked into maps and itineries of the mind, of memories and
dreams.
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Figure 19. Theatremaker map of Ballarat Railway Station.

Signalman: Houses and buildings are akin to a man’s mind. They creak and crumble, show
signs of fissure but keep on to stand the winds of time, and both too are a many legg-ed thing!
Within this, the idea of perspective was also integral, and woven throughout the narrative.
Signalman: Depends which way you look at it.
Woman: Or which side of the tracks you’re on.
This section of script suggests multiplicity, as well as undercurrents of issues of access to
official and unofficial spaces and stories in the site. Through an installation in the Coach
House featuring varying perspectives of the historic clocktower the thread was established
throughout the work of seeing, hearing and piecing together a unique experience. The
clocktower was used as a central motif and it offered an important meditation on time, and its
shifting nature; the sands of time, illusion, delusion, dreams and bearings. The comment by
the Signalman: It’s always changin’ on me now, builds on Host and Ghost and the notion of
sites and performance as layered entities containing gaps “you can see other things through”
(Nick Kaye 2000: 57).
The Coach House installation of overlayed images of the clocktower set up the float
of time and the layers existing within the site, opening the experience of the temporal ‘mix.’
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Historic images were layered with contemporary Ballarat tourism images layered with a
vantage point through barbed wire from the neglected side of the station.

Figure 20. Installation of Clocktower Perspectives.

Weaving narratives and audience participant placement
This project deals with layers on multiple levels, including the audio narrative that
sets up voices, functioning through times and within one another, engaged in a gentle
“jostling” (Pearson and Shanks 2001: 23). Time and perspective constantly shifts, as a desired
aim of the tour experience. Here the assemblage of the guided journey including performers,
narrative, voice and positioning are discussed.

Journal February 2011: I’m hunting for pieces of information, images and stories that spark
my imagination, with the aim of making this tour that on one level does bring to life the
amazing history of the station and importance of the railways but also has a complexity and
artistry beneath it all too, making people stop and think about a variety of things, including
their own place in it all.

The fragments of the past, so evocative in the railway precinct (old signal systems,
architecture, post boxes) mingle with live performers, alluding to other times whilst moving
among the present, aside the audio narrative indicating towards the multiple dreams, thoughts
and journeys that float throughout, across times and geographies. The re-discovery of what
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was lost, then leads to multiple experiences and sensings of space, from “sad-eyed nostalgia
for something I never knew” to being “reminded that past stories can inspire our actions today
and our future dreams.”
Just as audience participants work with fragments, the initial theatremaker
assemblage involved finding a balance between the roles of historical researcher and artist to
create a meaningful work, open to multiple interpretations in performance, but also situated
within clearly created positioning and frames. The theatremaker also chose to incorporate the
line and notion ‘to whom are all these travelling dreams addressed?’ from Michel de
Certeau’s chapter ‘Railway Navigation and Incarceration,’ (1984: 111-114): an evocative
piece of writing that ponders mobility and the shifting spaces of train travel.
Only the partition makes noise. As it moves forward and creates two inverted
silences, it taps out a rhythm, it whistles or moans. There is a beating of the rails,
a vibrato of the window panes– a sort of rubbing together of spaces at the
vanishing point of their frontier. These junctions have no place. They indicate
themselves by passing cries and momentary noises. These frontiers are illegible:
they can only be heard as a single stream of sounds, so continuous is the tearing
off that annhilates the points through which it passes (1984: 113)
The repeated refrain “to whom are all these travelling dreams addressed?” points toward the
multiple lives and dreams passing through the railway site through time and the fluid nature
of dreams themselves, connecting people, thoughts and imagined spaces. Alongside these
audio guiding techniques was also the inclusion of live actors to be encountered across the
tour route.
Journal February 2011: Rather than focusing on shaping performance through directing
actors in order to present/represent ideas and stories, the task is exploring narrative
techniques (ways of telling) and ways of creating an experience (a physical and mental
journey) for audience members.

Simon Persighetti’s concept of ‘actors as signposts’ in site-related work was born out
of “a rejection, on the one hand, of realist and psychological dramaturgy […] and, on the
other, of the voice of closure, the authoritative script of a ‘heritage’ interpretation and guided
tour” (in Smith 2009: 159). Following from this, the live physical performers in the Railway
Tours played the role not of characters with psychological depth and motivations, or an
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“authoritative” historical viewpoint, but as theatrical and literal signposts, from creating
certain atmospheres or links in the audio narrative, to directing a lost participant which way to
continue. A comment left read: “Loved the layering of stories/music/actual characters (very
helpful by the way!).”
The interaction with live performers woven into the audio narrative also provided an
element of surprise and “another dimension to the performance.” A number of participants
described the live performers as adding a degree of ‘realism’ to the stories, though surrealism
was also mentioned: “It was very evocative: the steam trains, the mist, the platform character
and the woman in the refreshment who poured me a dry ginger- surrealism!” The ambiguity
of planned and chance encounters throughout the experience, undertaken in public space, also
stimulated focused engagement from participants where “the public seamlessly integrated and
became part of the suggested story” and it was unclear to them “whether some of the people
hanging out at the station were part of the tour or not!” This added to the constant piecing
together and assemblage of the audience participants’ experience, engaged in crossreferencing memories, surprise, connections, discoveries and performative ambiguitues.
The multi-temporal texture of site-related work relates directly to the use of nontheatre venues, sites rich in history, associations or atmosphere. Also significant are the
manipulatable functions of theatrical and narrative structures. These include the spatial and
temporal experience of time in the use of audio and the experience of creating fluid, shifting
time-frames. The Woman narrator’s voice is of the present, providing physical instructions as
well as more philosophical framings, aided by the use of music in the soundscape. In contrast,
the fictional character of the Signalman guides participants through stories and through time,
whilst also walking and engaging their senses. A third voice also existed, the Signalman
‘putting on’ a tour voice, stating historic facts to contrast against his personal memories, in a
blend of fiction and non-fiction. To intentionally confuse the specificity of times, he falters
over dates or where doors are placed to highlight the shifting nature of time and of sites, layed
and overlayed with lives, memories, events and uses. This narrative technique also functioned
as part of an investigation into official and unofficial history and spaces within the precinct.
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The Signalman’s repeated reference to the clocktower and its ladders viewed through the
windows, linked into the story and themes of the journey but also referred to the imaginary
mental experience due to prohibited access to certain areas.

Figure 21. Clocktower Perspectives.

The temporal exploration in narrative can also be found in a sense of the Signalman
being ‘caught between’ times. He is unable to move from his signalbox, motionless in the
railway station: an inherently mobile space of travel. He says: In and out, go and stop. Home
and Distant. They come and go. But me, I just stay here. Simultaneously he is a timeless
character that for the purposes of the narration, slips between eras from the station’s opening
in 1862 to the present day. A moment comes at the end of the piece when looking up at the
signal box the Woman says: He’s tired now, let him rest. Participants expressed a feeling that
the history (relating to steam trains and the importance of his job) were being put to rest with
him in that moment. They said this made them sad, but also that everytime they pass the
signal box they would now think of this fictional character, based on the real role the
signalman and that system used to play. Structurally, this ending transfers from the narrative
to the participants’ own end to their tour experience. Yet paradoxically, the ending also
functions as a new opening, or awakening leading to further thought and exploration.
These narrative techniques suited the idea of layered lives, histories and times, and
the potential for travel between them evidenced in these site-related performance works.
Additionally, the example of sound design of wagons and horses recreating the past had the
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potential to meld with seeing a limousine drive past or hearing someone talking on a mobile
phone, creating the “multi-temporal mix” (Pearson and Shanks 2001:1). The assemblage of
narration and placement in physical space, invited participants to reflect on the passing of
time and changes that exist as layers in the site. For example the audio recreates a grand
moment of the 1862 station opening, followed by a walk through the disused freight yard with
an ambient soundscape that speaks of The dreams of men. Now and then. Physical traces of
railway tracks, tyres and pigeons, sit alongside the more ephemeral or ‘ghostly’ traces. As a
participant commented: “The space was filled with spirits, unseen spirits.” At the same time,
these journeys take place within processes of memory and discovery, meaning that new
associations between stories, images, and experience are constantly at play in the interaction
between audio, site and audience.

Figure 22. Ballarat Railway Station Platform 1.

Music also played an integral role in the assembled soundscape, strongly aiding and
complementing the ambulatory form and spatial experience. With the power to transform and
transport, music in the Railway Tours functioned on multiple levels: to allow time to walk
and ponder; to create certain moods; and also linked to the characters. The Woman and the
present moment were represented in one musical theme and the Signalman with another. It
also allowed for narrative/character related moments, including the Signalman’s sweetheart
Izzy singing ‘You Are My Sunshine’ (Paige Duggan) and an adventurous moment of crossing
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over the bridge accompanied by the railway specific song ‘I’ve Been Working on the
Railroad.’ Music also featured in the more purely re-creational moment in the audio narrative
of a brass band made up of Railway engineers the Pheonix boys playing the role of ‘taking
people back’ in time. Hence the music and sound design worked to transport participants to,
and transform spaces back and forward through time. It also helped in creating altered zones
of perception. The majority of the music was recorded by local artists that added another layer
of significance too.
The combined guiding techniques of music, audio, instruction, movement, live
costumed actors, and interactions lead to the creation of multiple spaces: physical, aural,
imagined, historical, remembered and dreamt. A distinction was also created between the
world and spaces created within the headphones to that if non-participants. Taking the notion
that a place becomes theatrical space through engagement with it, then this space exists
largely in each participant’s imagining (around the space of the head) and their journey, both
physical and sensory.

Journal March 2011: What I’m interested in, is giving people an experience and offering
spaces for them to see and think about things from various perspectives, physically through
having them stand in specific spots and also as a whole, and through the ideas offered by the
female voice. The tasks link in directly to this, asking them to engage physically in the ideas
that are being explored, of how perception is altered through this kind of experience, inviting
one to think and dream, whilst also drawing on the life of the station and the obvious
associations of travel, meetings and partings, nostalgia etc with tasks appropriate to site and
story such as posting a postcard.
What are we made of? Make the most of whatever it is that makes you! For I have a feeling
that these special ingredients are not constant and when they run out there’ll be a whole
different you. Who will you be?
The interactive postcard task added another layer of engagement through time,
feeding into the idea of active participation over passivity, set up firstly through the physical
sensory engagement of walking, listening and looking but also each participant creating their
own frame and connections through their sensing of space. One participant described it as
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“their own personal cinema” complete with chance tableaux and encounters. Another
participant spoke of being asked by an on-looker what he was doing and answering “I’m on
an historical tour,” to which she responded “Am I in it?” and he said “You are now!” The
fascinating mix of public and private space of the ipod listener, described as “cocooned”
(Madsen and Potts 2010: 43) sits in interesting tension in performance works where the hope
is of drawing people out to connect with the world through audio and interactive tasks. Or in
the Railway Tours, live costumed performers that also provided connection and immediacy.
A feedback comment read: “So much fun to be an active participant. Theatre can often
become boring if you’re only a passive listener.”
Turner’s co-creative relationship happens not only between site and performance
(Host and Ghost) but the non passive journey of the audience participant and what he/she
brings with him/her and experiences uniquely in the live encounter. Additionally, it is the
assembled weave of story, instruction and mobile experience. Participants appreciated this
woven link between physical realities and imagined pasts, dreams and journeys: “I felt
touched by the past when interacting with the performers (drink in refreshment room and
postcard) and seeing all the places the Signalman described so tenderly.”
The digital voices played a role that was enhanced by the flesh and blood of the
performers and vice versa and the instruction and execution of the interacive tasks involved
both elements. For example, the postcard task was initiated through a poetic script and
directions from the Woman’s voice: “Take your time, and address a passing thought or fancy
to an imaginary traveller.” The posting and receiving of a card was then enacted by first the
Signalman’s voice directing toward the live postmaster character, as well as being part of the
co-creative relationship with an unknown audience participant who has written the card the
other receives.
The combination of narrative and guiding tools is vital and the digital nature of the
pre-recorded, acted voices create an immediacy that “the digital paradoxically enables”
(Neumark 2010: 114). Norie Neumark argues that rather than gaining access to an essential
“pre-given body” the performativity of voice in digital projects, creates an intensity and
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intimacy that is enacted in the making and listening to the work (2010: 114). In the tours this
also included merging with other production and unplanned elements. The personal nature of
the form, “as if directed to you alone” adds to this intimacy and the simultaneous sense of the
real and direct, the surreal and dislocated, and the shifting sense of time and space.
The narrative voices of the Woman and Signalman were recorded in another time
space and geographical place to be assembled into the piece, creating a different spatial and
temporal experience to live voices. As opposed to the use of live audio in Back to Back’s
Small Metal Objects, the use of pre-recorded narrative involves a process of “technologizing”
leading to the splitting of sound from its original source and original time (Madsen and Potts
2010: 41). Hence the temporal mobility inherent in the audio-led form is highlighted as
voices, whether actual or acted, are “returned to the present in the act of replay […] thus split
across time” (2010: 41).
The use of actors’ voices over actual voices (archival, for example those gathered
from oral histories) was a practical decision of available resources but also a creative one. It
added to the intentional blur of fiction and reality and played with notions of authenticity. The
use of an actor’s voice was also a result of the fortuitous journey of the project, meeting
Hedley Thomson: head of the Ballarat Rail Promotion Group and a local actor. Through
mutual passion for the station and rail history and creatively bringing it to life, his role as the
Signalman in the recording had a special significance. Hedley also ran more conventional
guided tours of the station over the weekend of May 7th and 8th and yet another unrealised
idea was his wearing a subtle costume, such as the blue hat mentioned in the Signalman’s
introduction, that would link him to passers-by on the audio tour as the character they were
hearing about. The narratives within narratives, and the importance of imagination is
established when the Woman’s voice asks participants, Is that how you imagine him? As
throughout the piece, the audio invites participants to engage, and to subtly perform.
Neumark describes the sound walks of influential artist Janet Cardiff: “she
performatively call[s] “me” into performative subjectivity - looking listening, walking”
(2010: 112). Neumark also notes the simultaneous and overlapping “intimate space –
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remembered and imagined, personal and mediated” (2010: 112). Through the set-up of the
audio narratives, the ‘zone’ created invites a temporal crossover, including the commingling
or jostling of memory and imagination where the postcard task offers an example of
participants’ active engagement (and creativity) in sensing the site and performance and their
place within. The cards also exist as documents of multi-vocality and multi-imaginaries, as
postcards through time:
To dear Stan, I rediscovered your station today, it brought back memories of the gold old
days when we as a family gathered on platform 2 on our Sunday morning excursion to
Queenscliff. The smell of diesel engines, the joy of escaping to the seaside. I miss this
precious time. Love Johnny
They also present the float of time:
With all the hustle and bustle of our busy lives today we (and I) forget to live in the
moment. Breathe, taste, touch and hear what’s right in front of us. I’m very thankful that
this tour has allowed me to live in the moment and be taken back in time too.
Various aspects of temporal assemblage and experience have been considered, from
the narrative and temporal implications of live and recorded voices, to the element of time
travel, and the experience of time in the tours themselves. While the tours weren't 'broadcast'
in a specific timeslot, there was a set period of time, flexible to a degree with the pause/play
function and allowing a sense of autonomy for participants. These processes of layered
structures and narratives "create an intensity and extensiveness of time [that] evoke and
indeed create memory in works that play with a sense of being in time, or between past and
present" (Neumark 2006: 214).
Freezing cold black hill. Fake winking painter. Man lighting cigarette at the RIGHT TIME
I wish I could meet my grandfather here when he was young.
A pen from the future. Safe travels.
This duality of intensity and extensiveness, and participant’s shifting, multi-temporal
experience of spaces are now further explored.
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Audience Participants Sense and Create Spaces

The key guiding tool of the Railway Tours begins with the audio, but the combination
of digital and live allowed a rich experience for audience participants’ senses, both physical
and mental as they drew connections through their mouths or fingertips alongside their
memories and imaginations.

I’m now slightly different to when I arrived

Figure 23. Ballarat Railway Station Theatrical Audio Tour Participant

As with the intentions of One Step at a Time Like This, a definite aim of the tours
was to guide audience participants but leave ample space open for individual experience.
Their level of engagement also contributes to the nature and depth of this.

Journal January 2011: This piece needs to function on multiple levels: simple enough for the
average person who can come have a nice time, then more complex layers for others to
experience if they are that way inclined.

On returning from the tours, audience participants were invited into a specially
crafted reflective room to provide anonymous written and aural feedback. Here their
comments are analysed through the consideration of narrative voices, guiding tools and
interactivity. It includes space and the senses in audio technology, movement, multiple
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spaces: audio, imaginary, historic and multiple realities and multi-temporality, the
commingling of history and imagination and the movement and crossover between times.
Finally the new insights gained through the spatial experience of heightened senses,
reimagining sites and of multiple journeys are observed. Like intersecting train lines, these
areas criss-cross in dialogue with each other, revealing the transportational and transformative
possibilties of site-related work. As discussed in Chapter Two, the multiple, mobile journeys
initiated create ‘zones’ allowing deeper engagement and reflection and new ways of being
taken on a journey.

Figure 24. Ballarat Railway Station Theatrical Audio Tour Participant in Reflection Room

Dear Verity,
For a drizzling and bleak day as this, I can’t think where I’d rather be. P
Recalling Julian Meyrick’s point that audiences in site-related work are always
sensorily located, the Railway Tours begin with this fact and profit from it in bodily
engagement where “even the cold nose added to the imagining.” As an outdoor, ambulatory
work, the narrative drew attention to participant’s recognition of the weather from the outset,
also setting up the focus on perceptive experience. In the opening sequence, the woman’s
guiding voice says: “Look out the window. Is it sunny, rainy, windy?” then offers the
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possibility of rugging up with clothes from a nearby hatstand, establishing the participants
active role in the journey. The cold May weather added a particularly site-specific, Ballarat
specific, element to the work that participants indicated as both situating and aiding the
transportational aspect: It’s cold and chilly in Ballarat today, but history is alive and well
and brings warmth to the heart. What a wonderful day!
The MP3 audio-led performance model creates a “private sound world [that] fills the
psychic space of the listener” (Madsen and Potts 2010: 44). In the case of the tours it initiates
journeys in constant interplay between the surroundings of the site and live happenings of the
station precinct, including interlinked costumed performers, and the pre-recorded soundscape.
The psychic space is thus a convergence of narrative and instructional information, alongside
the connections continuously made and unmade by participants as they move through the
experience, creating and sensing spaces. As a participant commented: “The opportunity to
wander with audio and music was engaging several senses and the tour was all the richer for
being part of the normal day to day activities of the station.”
The framework of the journey was achieved through the creation of guiding voices,
as discussed, that led participants through the physical precinct, consisting of objects and
landmarks, doors and bridges, and the stories and philosophical contemplations including
royal visits, train rides and thoughts about dreams and travel. Participants described these
guiding voices as an ‘authentic’ narrator in the railway Signalman and “comfortable and safe”
voice in the woman. The voices also functioned as an exploration of multi-temporality: “a
clever combination of the female modern voice and male voice telling past stories” where the
“layering of different time-specific voices made the multiple lives apparent.” Participants
commented on the intimacy the voices evoked, feeling “almost like a personal guided tour” or
“like walking along with an old and wise resident or friend.” A level of surprise and
adventure, “Felt excited, like a kid!”, was maintained however, through the unfamiliar form
of the experience. A theatrical engagement of the senses, it exceeded the traditional historical
audio tour described by one participant as typically “dry.”
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Embodied interactive tasks and movement at individual speeds through the work also
stimulated audience participants sensing of the space as they moved through, transforming it
and creating it anew: “Walking and being led by audio frees up your mind and imagination.”
A sense of being “at once ‘self-paced’ and ‘guided’” was also described, creating a feeling of
calm that, like Rotozaza’s Etiquette, also creates an interesting tension in the participant
between action and passivity. As discussed, the task of writing a postcard allowed a point of
particularly active engagement with the site and the participant’s journey through it. The
responses to this task were a varied mixture of immediate, lofty, contemplative, literary,
theatrical, heartfelt, humorous, philosophical, whimsical, moving, and entertaining.

Figure 25. Ballarat Railway Station Theatrical Audio Tour participant writing postcard
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Dear traveller,
May your journey be safe and your destination live up to all your expectant dreams. May
you find what you have been seeking and rest easy in your new surrounds.
Hello darling, This note will greet you on your return from travels unknown. I’m gone.
You bastard!!
Hi there! 360 degrees of new and old, of beauty and of tacky
Grey soft. Dream like horizon. Thankyou for the history
They were also addressed to imagined people, real people and old selves:
Hello there, did you pack enough socks? Jocks? What will you do when you run out of
money? Keep your bag close won’t you dear? Stay safe on your travels
Dear Joe
What are we made of? I can’t wait until you arrive and we can yack about it for hours on
the porch with a couple of beers. As well as about girls!
Dear Me (1987), you’re off to uni. Try studying AND partying a little harder. Get laid. Love
me (2011)
Through setting up a certain zone of perception, sensory engagement, interactivity
and theatrical mood, each participant expressed their individual interpretation and re-reading
and literal ‘writing’ of the site in this task. This was deepened through their sensing of
multiple spaces or what was described as an offering of various worlds, operating
simultaneously. The surprise of receiving one of these back with Dessie the Postman was
quite touching to a number of participants: “It actually brought a tear to my eye.”

Responses to Audio-led and Ambulatory experience

The audio experience created various senses of connection and disconnection that
respond interestingly to Julian Rickert’s hope of audio works aiding participants to “reach out
and touch the world” (2010). A sense of immersion was described, alongside the fascinating
relationship between an inner and outer world and the related correlation participants made to
time-frames. “Great having the past whispering to me whilst witnessing the present: the
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characters, buildings and steam train took me back too. The present became very rich with all
this.”
A disconnecting effect from the environment was also noted by some participants and
there was the suggestion to have moments with headphones off to acknowledge the present
world more. With the intention of creating a certain zone of perception, one that aimed to
bring together past, present and future, the removal of the headphones would have disrupted
the journey. However while taking off the headphones was not something instructed to do,
there was a freedom to do this if desired. For example one group took a whole hour out in the
middle of the tour to enjoy some food and beverages in the refreshment room, a choice that
helped shaped their unique experience of the work. Another participant was asked a question
by a customer at the bar and enagaged in a conversation that deepened his experience.
Conversely another participant was stopped by locals wanting to chat, something unwanted
that distracted her experience. It was also suggested that use of other senses could be
deepened with less audio.
It is interesting that some participants felt a clear delineation between the past being
in the headphones and the present in the physical reality of the station while others enjoyed
the merging and overlap of temporality within the combination of the audio world and the
outside world. Others felt the audio allowed focus, “The background sounds in audio made
me feel like I was a part of something” or “Also can remove you from surroundings: feel a bit
like a tourist.” These varied responses were a desired effect of the uniqueness of each
journey.
This research poses site-related performance as not only a point of convergence
between past, present and future but as a chance to experience an expanded or timeless sense
of the present in the form of time-out from the usual hustle and bustle and functionality of
life. It brings a calmness and opens spaces to ponder, review and re-imagine. The
combination of timed and paused moments in the tour structure allowed what was described
as a “leisurely pace” allowing room for deeper reflection. Participants also used words like
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“calmness” and “freedom,” drawing on Rickert’s “grace” of sensing spaces outside of the
site’s daily utility:
Dear traveller, I saw your station today, the one that lurks behind the station I visit every
Thursday and that I don’t notice as I push through the hoards of Melbourne escapees
commuting to work, none of which are very hopeful of getting a seat. Thanks for sharing
(that hasn’t changed I’m sure), hope to see you again soon. X Nadine

The tours also allowed connections through time and the particular space of the
station: “I particularly liked thinking about the crossovers and layers of people where usually
in airports, train stations we are too busy to stop and contemplate the connections and varying
offshoots of peoples lives. They all intersect here.” Similarly, time extended and contracted
for participants in contrasting ways: “The moments of pause and reflection made for a very
cinematic experience with belief in reality being held in suspension for some beautiful
moments.” Another participant commented on the image of the train tracks disappearing into
the distance as “Great imagery about life itself, awareness of shortless of lifespan.” These
responses attest to the endless possibilities at play in these performance works between place
and space and the insights generated through engagement of the senses.
Another example of the power of storytelling and the narrative structures involved in
listening, looking and walking a historic site was the section of the tours that recalled troops
gathering in what is now the carpark and walking towards the train and to war. The audio
soundscape followed with the instruction to walk inside the grand front entry as soldiers
footsteps were heard. This was commented on as an unnerving moment where the soldiers’
“didn’t know their future as they walked as we know theirs now but equally don’t know
ours.” A strange overlap of times and experiences that “heightened senses” in the spaces the
tour takes people to and that they are involved in creating. The journey mapped out and
moved through by the audience participants is also a following in the footsteps of the
theatremaker and the multiple lives drawn on and evoked within the work and live
environment: an imagined death in the clocktower or a couple kissing on the platform.
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This fascinating experience of time, through multiple spatial sensings links to shifts
in perception and alternate realities: “For me, it was almost a ghost walk in the sense I was
given my own world to live in and the station became one of many possible worlds.” The
particular power of site-related performance works is to offer these multiple worlds, through
present, sensory enagements that then allow experience of the temporal mix. Thus one
comment reads: “Loved the feeling of being connected to others through time, loved the
smells of the living train station with the dialogue of the past. Then real connection with
‘taste’ of ginger beer.” The creative tools of devised performance practice offer a richer
connection to heritage sites: “Took me back to another time in a beautiful way.” The familiar
tourist tropes of “travelling to yesterday” and “taking a trip back through time” were also
expressed but interestingly relate to audience expectations and prior experience of the
historical tour or audio guides. The Ballarat Railway Station Theatrical Audio Tours aimed to
achieve the initiation of multiple spaces and journeys, through unique experiences led by
movement, audio and interactive participation.
This chapter has intended an offering of possibilities and outcomes of audio-led,
ambulatory site-related work. One of these is the creation of curated ‘containers’ (Kersten
2010) allowing exploration and unique encounters with layered performance and site that
allow heightened reflection at individually chosen levels of engagement. It returns to the idea
of research as the generation of knowledge, or “unusual illumination” (Kershaw in Smith and
Dean 2009: 123). It explores how alternative experiences and re-imaginings of performance
in a simultaneously historical and functional site brings new understandings. On a practical
level, responses to this question included, “Quite moving, even though I am someone that
knows the precinct quite well” and “Use the station every day and have always wanted to
know more about it.” Responses that reflected a process of learning included: “Great, more
than just a boring history lesson!” and “Brings colour and movement to potentially static
buildings.” Comments also reflected a social effect: “I feel sad that the sense of community
generated around this station in the past is now not the same. However you inspire us
recreating a sense of community around where we live, wherever that is.”
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Past, present, future, significant contributors in the kaleidescope of life. You remind us that
we have been seduced by cars and road transport costing our environment dearly. You also
inspire thoughts of hope for when the oil runs out.
May the tracks go on forever, the people interact, no fear, contentment together, morning
town ride many miles away.

A final note on the temporal in this site-related performance work relates to the future
state of the site, including its aesthetics, utility or cultural importance. Whether audience
participants return there or not there is an engagement in imaginative space, and the question
of what might happen in that site next. The traces and residue of the bodies and performance
work that has unfolded there join the layers that also constitute the site. Just like the layers of
lives and stories evoked in the fragments of peeling paint, ivy and the train tracks themselves,
the movement of the tour participants passing through on their journeys also leave their mark,
and the physical traces of creative engagement with the site meld fabric, steel and padlocks.
Just like Fiona Wilkie’s suggests in response to Mike Pearson’s Bubbling Tom, the
performance work “might now be understood as itself a layer or artifact of its site” (2007:
35).

Figure 26.1 & 26.2. Traces of Performance (red flags).
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Conclusions
Signalman: And at night, before I go to sleep, I always see the ladders. Set against the
charred walls, the shell of that once great palace, I begin to climb. Sometimes it takes all
night, a whole night’s dreaming, going from ladder to ladder, slipping sometimes, breaking
bones, making discoveries, but then I reach the clocktower, and I stay there till dawn…
This text is placed close to the ending of the tour. Combined with actual site history,
linking directly to physical places throughout, the tour bound together the fictional, poetic and
imaginary through the theatremaker’s creative sensing of the site. The image of the ladders
and the clocktower was inspired by an off-limits section of the station and imagining the
unseen, evoking only what is hinted at. To close in this way was to bid farewell to the
Signalman but also leave open the reference to dreams and dreaming, so important to the tour
experience as a whole. The tension between the floating, airborne dreams on the heads of
wanderers as evoked by the Woman throughout, and the Signalman’s site-specificity and
immobility is bound in the statement: My dreams too, they’re tied to this place, though by the
end of the piece and this recounted dream, he states they’re addressed to no-one in particular.
There is a sense of release and melancholy, as the piece directs participants back to the Coach
House with the Signalman’s bluesy musical theme to accompany their walk.
The assemblage and experience of site-related works as explored here in the audioled, ambulatory Railway Tours are evidence of the performance work’s role in collaborating
with the audience participant and the non-theatre site to open new zones of perception
through use of the senses and the manipulatable ‘stratigraphy’ of devised narratives. The
guiding tools that draw on the sensing of a site’s aura, lead to the experience of multiple, fluid
and mingling spaces. These exist across the past, present and future, historic and poetic,
remembered and discovered, dreamt and imagined, live and recorded, public and private;
planned and unplanned, official and unofficial. Outcomes are a bodily, “sensorily located”
experience of multi-temporality and site-specific history with more general contemplations as
guided by the layers of audio narrative and the live environment of the railway station.
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Figure 27. Ballarat Railway Signalbox.

Dear friend, I wish we cared more for the beautiful creative thing we have around us. Too
much is wasted and destroyed. Love. Hedley T
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SENSING SPACES: AN ENDING, A BEGINNING

Figure 28. 407 Finch St interior.

As stated in Chapter One, site-related performance journeys are initiated as inert
places are transformed into living spaces. This occurs through movement and sensory
engagement leading to individual spatial journeys and experiences that are multiple and
complex, creating an “inherent pluralism and multivocality” (Pearson and Shanks 2001: 54).
This includes multi-temporal experience as the convergence of past, present and future, real
and imagined, live and digital combine in devised performance practice, opening possibilities
for the renewed or re-imagined understandings of sites.
This research has explored the field of site-related performance through the work of
five companies showing work in Victoria, with the backdrop of international performance
researcher/practioners and sociologists, philosophers and geographers. Through the
combination of theory, interviews, performance practice and audience feedback, it has aimed
to present a range of potentialities for both approaches and outcomes. To close, what specific
applications might these potentialties extend to?
Layered sites exist around us daily in seen and unseen forms, awaiting theatrical
intervention and the potential for the alternative sensing of spaces. The dialogic relationship
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between site, work, theatremaker and audience (Turner’s ‘mutual haunting’) is cultivated in
the narrative and guiding tools utilised by theatremakers. The use of technology and theatrical
manipulation leading to multi-temporality and alternative perspectives, allow participants the
potential to re-evaluate their relationships with environments and with each other. These may
be in relation to history and historic sites, as in the Ballarat Railway Station Theatrical Audio
Tours or in moments of community and transendence (Collapse). They may exist in
polyphonic worlds that exist as traces in sites (Southern Crossings) or even urban planning as
suggested by Turner in the possible “move towards direct intervention into the future of the
architectural environment” (2010: 153). The convergence of past, present and future through
performance allows varied perspectives as narratives jostle in sight, hearing, touch, memory,
imagination, fact and fiction.
The findings of this research reveal the popularity of devised performance practices
that focus less on the distinction between theatre and non-theatre venues but rather on the
question of how to actively engage audiences (from as small as one) to explore the
possibilties by which performance and artworks are viewed and experienced. Jess Olivieri of
Melbourne company, Parachutes for Ladies, states that “it’s an exciting time,” (2010) with a
lot of interdisciplinary work being undertaken with support from councils and demand from
audiences alike.
Possible applications of new sensory and spatial experience here range from personal
revelation (or the peace of time-out/breathing space) to social outcomes and community
development. The companies discussed in this thesis, and many more, are quickly developing
the audio-led and ambulatory performance field. Melbourne company Big One Little One
recently had sell-out seasons of Blind Date (2011), an urban ambulatory work featuring a
blind-folded walk with a stranger (the theatremaker) focusing on the removal of vision in
order to experience and perceive the city in alternate ways. The recent audio work, Seddon
Archives, by Tamara Saulwick also saw huge demand, in a piece that creatively connected
individual participants with the historical town of Seddon via a solitary walk through its
streets accompanied by archival voices from the community. Artistic works that enagage
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communities with the spaces in which they live, or have may never been to before, offer
various applications and outcomes.
The next project of Parachutes For Ladies is another good example, a work
comissioned by the City of Melbourne (though interestingly, through the Cultural
Development, not the Arts department). The tentative title is The Things We Tell Ourselves
To Make Ourselves Feel Better (as of interview 2010) and will consist of a ‘humming booth’
in a tram control box near what is known as a trouble spot at night in the Melbourne city
centre. It is planned as a series of events inviting involvement from passers by and will look
at how artists inhabiting that space may have the power to change the site’s negative
associations. Parachutes for Ladies will also collect material from the piece to form a radio
documentary, in a fascinating layering of involvement, performance event, documentation
and combination of different media and sensory experience.
The exciting interdisciplinary application of site-related work can also be found in
projects such as Mapping Spectral Traces bringing together scholars, artists and activists
(including Mike Pearson) with concepts of mapping that “interweave the historical with the
contemporary, the political with the lyrical, the factual with the fictional, and the discursive
with the embodied in ways that make unexpected connections […] and invite us to engage
our sense memory so that we may begin to understand our world” (2010).3
The varied uses of sound, voices (live or recorded, performed or actual) and modes of
guiding as discussed in this thesis offer varied theatrical and social possibilities. The works of
One Step at a Time Like This, Rotozaza, Back to Back, Red Cabbage and Weave Length all
strive to create innovative theatrical experiences that guide participants on journeys, working
against the idea of technology as separating and alienating but rather as potentially expansive,
enlightening and empowering.
The thesis project ‘Sensing Spaces’ locates the field of site-related performance in its
historical, theoretical and practical context. It draws on scholars and researcher/practitioners
to consider the transformational processes between place and space. Through Research-led
3

See more here: http://www.isce.vt.edu/files/MappingSpectralTracesCatalogFull.pdf
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Practice/Practice-led Research it explores the assemblage and experience of diverse spaces
and temporal structures, offered by the theatrical tools of audio-led, ambulatory, and
interactive devised practices. Using case-studies and practice, the project assesses the
approaches and results of theatremakers’ use of ‘sites as sets,’ addressing contemporary
concerns and applications. It attempts to present research findings in a form appropriate to
their content, following Tim Etchell’s desire that documentation “should be, in short, a part of
the work, not an undertaker to it” (2004: 23). The activation of geographical places into fluid
multiple spaces invites unique sensings, as the layered nature of sites and performance invite
journeys and the constant, multi-temporal interplay between site, work, theatremaker and
audience. Through sensing spaces in both assemblage and experience, altered states of
perception and spatial experience are offered by audio-led and ambulatory performance,
leading toward multiple journeys, unexpected directions and new understandings.

Figure 29. Tracks on Transparency (Coach House Installation artwork)
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