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NOTES TO THE READER
This paper consists of a series of what I call 
‘Travelling Verses’. The verses take their form 
and inspiration from the Greek folk song tradition 
“Rebetika.”1 These songs are structured by the 
continual adding of verses, which creates a stream 
of lyrics that are linked, but do not necessarily 
relate to one another. My practice follows the 
philosophy of tentacular thinking from Donna 
Haraway’s, Staying with the Trouble.2  It embraces 
unexpected complexities, collaborations and life 
histories, and goes beyond individualism. This 
practice is based on the far-reaching feely fingers of 
tentacular vision, which is made up of multispecies’ 
stories. Haraway calls this the Chthulucene.3 The 
approach here consists of “theory, experience, 
and critique stitched together,”4 and therefore, 
interconnections between my art practice and 
the everyday are not interrupted by concrete 
conclusions, or a fixation on finding an answer. 
Instead, my observations are shaped as a 
travelling family of words that herd through an 
ongoing cross-species and cross-generational 
song.  My practice is interdisciplinary: I work with 
my family, animals, a variety of musicians and 
voices.  I explore autoethnography to understand 
my practice, using the diary as my experiential 
record and critical sounding board. This method is 
qualitative and intimate, a doorway into processes, 
human lives and relationships, and comes from 
grazing on ideas, and putting them into practice.

   “These songs take place in the Greek underworld, the Rebetika is a sonic practice of socio-economically displaced people from the Greek-Turkish war in 1920. There, poetic pathos was made of words 
    and scales, called “droimi,” (“roads” in Greek). These droimi were born in the hash dens and prisons of the urban diaspora on the coastal towns of Greece. The immigrants who sung Rebetika were known as 
    Rebetis. The Rebetis were “living outside the accepted standards of the traditional Greek society” and with their songs and culture, they challenged the upper and middle classes. They would sing with hoarse 
    quiet voices, “unforced, one after the other, each singer adding a verse which often bore no relation to the previous verse…’’[1] Tina Stefanou, “Archipelago” (unpublished manuscript, 13, June 2019), pdf files. 
[1] Elias Petropoulos, Rebetika: Songs of The Greek Underworld, (London: Alcyon Art Editions, 1992), 13.
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In the Travelling Verses, I largely focus on the 
voice of my grandmother, which functions as a 
living map. Her voice becomes, in the words of 
Rosi Braidotti, “a transformative account of the 
self.”5 I also focus on my relationship with three 
elderly horses, whom I have been collaborating 
with throughout this year. I am interested in the 
correlation between the two and the significance 
of grandparents’ contribution to the social, cultural 
and biological success of human and non-human 
species. 

I have also added a sonic component to accompany 
the reading of this paper, with an audio recording 
where I read the opening section, Prelude to 
grandma, and closing section Coda (exit music), 
and in between these read moments, there is a 
recording of sounds from my local environment, 
combined with some musical instruments to 
accompany the remainder of the verses.6 This 
soundtrack goes for one hour, allowing time for 
the verses to be read, before the Coda part is 
heard. This timing is approximate, so if you are 
a faster reader, you may like to skip ahead to the 
Coda at the end. Please click on the listen here 
prompt next to the Prelude, and this will take you 
to a SoundCloud link where you can press play to 
hear the track. 
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This is a prelude to my Greek grandmother. 
I address her in a hybrid vernacular of Greek and English, 
and like her, the reader is subjected to language gaps as a non-Greek speaker.



I  W A N T  T O  T E L L  Y O U  S O M E T H I N G  A B O U T  A F T A  P O U  K A N O .  Y O U  S E E  M E  I N 

A N D  O U T  O F  Y O U R  S P I T I ,  B A T H I N G ,  D R I V I N G  S T O  S K O L I O .  Y O U  M A Y I R E P S I 

F O R  M E ,  F E E D I N G  M E  Y O U R  M E N U  O F  P H A S O L A K I A ,  S P A N A C O R I Z O ,  K A I  P I T A . 

I  A M  A L W A Y S  G R A T E F U L  F O R  I T  E V E N  I F  I  A P P E A R  B U S Y .  S O M E T I M E S  W H E N 

I  H E A R  T H E  P A P A K I A ,  I  T H I N K  I T ’ S  Y O U .  Y O U  A N D  T H E  P A P A K I A  H A V E  T H E 

S A M E  T O N E  O F  V O I C E .  O N C E  I  R A N  O U T  T H I N K I N G  Y O U  W E R E  I N  T R O U B L E , 

B U T  I T  W A S  J U S T  T H E  P A P A K I A .  I T ’ S  A S  I F  Y O U R  V O I C E  A N D  T H E  P A P A K I A 

H A V E  B E C O M E  O N E .  T H E  R E A S O N  I  A S K E D  Y O U  T O  B E  I N  M Y  A R T W O R K  I S 

B E C A U S E  I  												            W A N T  T O 

R E M E M B E R  	 Y O U  I N 

M A N Y  D I F F E R E N T  W A Y S  W H E N  Y O U  A R E  G O N E .  I  W A N T  T O  H E A R  Y O U  S I N G 

A N D  I  A L S O  W A N T  T O  C R E A T E  M O M E N T S  B E T W E E N  U S  T H A T  A R E  B E Y O N D  T H E 

E V E R Y D A Y .  E V E N  T H O U G H  A Y A P A O  T H E  E V E R Y D A Y  M A Z I N E S S  O F  U S .  S I N C E  I 

H A V E  M O V E D  B A C K  T O  M E L V O U R N I  I  H A V E  B E E N  S O  H A P P Y  S P E N D I N G  M O R E 

T I M E  W I T H  Y O U .  A Y A P A O  H E A R I N G  Y O U  S I N G ,  T A L K I N G  T O  Y O U  W H I L E  Y O U  A R E 

S O W I N G ,  A N D  W A T C H I N G  Y O U  M A K E  K O U R A B E T H E S .  I  F I N D  Y O U R  C O N S T A N T 

W O R R Y  F O R  O T H E R S  U P S E T T I N G  B E C A U S E  Y O U  A R E  P U T T I N G  O T H E R S  A H E A D 

O F  Y O U R S E L F .  I  S E E  Y O U  G E T  K O U R A Z M E N I  –  Y O U  U S E  A  L O T  O F  E N E R G Y 

T H A T  C O U L D  B E  K E P T  F O R  Y O U .  Y O U  C A N  B E  A  S T U B B O R N  M U L E  –  W I T H  T H I S 

N E V E R - E N D I N G  L O V E  F O R  Y O U R  F A M I L Y .  W H E N  I  W A S  W I T H  T H E  A L O Y A ,  I 

F E L T  T H I S  G E N T L E  S T R E N G T H  T H A T  I  F E E L  F R O M  Y O U .  I  T H I N K  O F  A L L  T H E 

A L O Y A  T H A T  H A V E  C A R R I E D  A N T H R O P I ,  K A I  P R A M A T A  A C R O S S  D I F F E R E N T 

P L A C E S .  I  M A K E  A R T W O R K  A N A P O T H A ,  I  H A V E  T H E  I T H E A ,  K A I  K O U R E V I  A P O 

M E S A  M O U  A N D  T H E N  I  S P I T  I T  O U T .  I T ’ S  O N L Y  A F T E R  T H A T  I  S E E  W H A T  I T 

I S  A N D  E V E N  A F T E R  T H A T ,  T H E  A R T W O R K  S T I L L  H A S  K A T I  N A  P I .  I T  I S  A 

P R O C E S S  O F  T R Y I N G  T O  U N D E R S T A N D  S O M E T H I N G  M E Y A L O  A N D  E N T A N G L E D , 

L I K E  T H E  I K O Y E N I A .

hi grandma

prelude to 
grandma

listenhere



Ve r s e s
TRaVELLiNG

Verse one:     
           Horse play

I step outside my caravan on my grandmother’s 
farm in Wattle Glen, Victoria. My ears come alive 
and ground me to the environment internally and 
externally. I hear the omnipresent ear-tingling 
polyphonic choir of crickets. I hear the nearby 
ambiguous ruffling of branches and shrubs. In 
this moment, I reflect on the previous night when 
I heard my grandmother singing a prayer in her 
mother tongue - her voice was hoarse but sweet. I 
witnessed a private moment between her singing 
self and her non-singing self. She is losing her 
hearing; she was unaware that I had entered her 
house. I paused to get a glimpse of her inner 
world. I could hear it in her phrasing, her pulse, 
her vocal texture. There is a youthfulness to her 
sound - she is not putting on a performative voice; 
she is her voice.



Verse two: 
Get back on the horse

There is no silence, only life singing 
through the farm, droning critters 
create a bed for the other sounds to 
emerge. Calls of the night bird scratch 
the air, and distant hums from dinosaur 
machines echo through the valley.  
The way I am listening is determined 
by a hierarchy of senses, favouring the 
natural sounds over machine sounds. 
As I spread my perception across the 
sonic landscape, Timothy Morton’s 
words in Ecology Without Nature7   

come to mind; “the very idea of 
‘nature’ will have to wither away 
in an ‘ecological’ state of human 
society.”8 There is a danger in 
representing nature through artistic 
and writing praxis, for it to become 
a romantic reaction. Morton argues 
that the modern idea of nature is  
a symptomatic reaction to the 
despoliation brought by European 
capitalism.9 This creates an ideo-
logical position which mystifies 
ecology into: nature as balanced 
and harmonious and human as a 
disruptive hubris – placing nature on 
a problematic plinth.10 Tucked away 
in our abstractions, romanticisation 
creates a distance between the 
human and the living Earth. It limits 
the response-ability11 required in 
encountering places and beings. 
It is an imitation of ecology, but not 
ecology itself. Morton calls this 
reaction ecomimetic.12 I observe my 
own ecomimetisism and wonder how 
does one live with a deep ecology?13 

I am affected by the idea of nature 
that has been passed down through 
the canon of art, and this affects the 
way I listen to the soundscape on my 
grandmother’s farm.

This problematic and dynamic 
relationship between ecology and 
the concept of nature parallels 
the entangled interdependence of 
theory and storytelling. Working 
with my grandmother’s voice is not 
about arriving at stable and finished 
theories, rather it is engaging with the 
voice as a shifting material animated 
by feeling and imagination.14 I ask 
again: how does one live with a deep 
ecology? I may begin to answer this 
question by observing the stories I 
tell about the ecologies I inhabit, and 
the social relationships I engage with. 
Perhaps living with a deep ecology 
is experiencing interventions within 
my art praxis, which includes sharing 
stories with non-human and cross-
generational voices.

Castree “Ecology without Nature: Rethinking Environmental 
Aesthetics.” 539.University Press, 2007). 

Slavoj Zizek, “Examined Life: Philosophy is in the 
Streets,” directed by Astra Taylor, May 6, 2015, https://
www.youtube.com/watch?v=j_K_79O21hk.

Castree “Ecology 
w i thou t  Na tu re: 
R e t h i n k i n g 
E n v i r o n m e n t a l 

A e s t h e t i c s . ”  5 3 9 .

D e e p  e c o l o g y 
is a notion from 
E n v i r o n m e n t a l 
P h i l o s o p h y 

tha t  p rov ides a ho l i s t i c 
app roach to fac ing wo r ld 
problems. It br ings together 
thinking, feeling, spir i tuali ty 
and action. “ It involves moving 
beyond the individualism of 
Western culture towards also 
seeing ourselves as par t of 
the Ear th. Ecology is not just 
seen as something ‘out there’, 
but something we are par t of 
and have a role to play in.” 
Chris Johnstone, “What is 
Deep Ecology,” The Green 
Fuse/Topics, accessed 12 
October 2019, https://www.
thegreenfuse.org/johnstone.htm.
 .

Holman “Creative 
Se l ves /C rea t i ve 
Cultures: Critical 
Autoethnography, 

Performance, and Pedagogy,” 6. 

Responce-ability “is an 
ethic of care and justice, 
premised on a relational 
ontology rather than

bounded individualism and 
competitiveness” Bozalek, Vivi-
enne & Bayat, Abdullah & 
Gachago, Daniela & Motala, 
Siddique & Mitchell, Veronica. “A 
Pedagogy of Response-ability,” 
in Social ly Just Pedagogies: 
Posthumanist, Feminist and 
Materialist Perspectives in Higher
Education,” eds. Rosi B ra idot t i , 
V i v i enne Boza lek ,  Tamara 
Shefer and  Michalinos Zem-
bylas. (London: Bloomsbury 
Publishing, 2018) 97. doi: 
10.5040/9781350032910.ch-006.

Timothy Morton’s, Ecology Without Nature: Rethinking 
Environmental Aesthetics, (Cambridge: Harvard University 
Press, 2007). 

Noel, Castree, “Ecology without Nature: Rethinking Environ-
mental Aesthetics.” Progress in Human Geography 34, no. 
4 (2010): 539. doi:10.1177/0309132509340971.

9
10

12
13

14

11
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Verse three: 
Flogging a dead horse

In The Tuning of the World,15 R. Murray Schaffer asks: which sounds do we want to “preserve, encourage, multiply?”16 As we filter and ignore some sounds and give precedence to others, Schaffer states “that only a total appreciation of the acoustic environment can give us the resources for improving the orchestration of the world soundscape.”17 I think of my grandmother’s soundscape located in her voice and its aging descent, with its own vocal history coming to an end. I hear a gentle extinction taking place, a final epoch of trotting horses and “rattling jolts of carts on the road”18 that we seldom hear anymore. How can I preserve, encourage and multiply my grandmother’s sounds?

Through the qualities of her voice, I am reminded of non-linguistic utterances that index presence beyond word; the sounds of wild and domestic animals, and of all those that a human can make “without either speaking or singing.”19 In the process of exploring the multidimensionality of voice, I begin to treat the world as a “microcosmic musical composition.”20 Schaffer contends that this position allows for an appreciation of sound beyond spaces like the concert hall. By implication, this also extends to gallery spaces. In listening to my grandmother’s throat, I am situated in the soundscape and socialscape of her and my entangled life history.  

R. Murray Schaffer, The Tuning of the World, (New York: Alfred A. Knopf, 1977).
Derivement, “Luigi Russolo: How the Art of Noise Revolutionized 20th Century Music,” Hydramag, published August 27, 2010, 
https://hydramag.wordpress.com/2010/08/27/luigi-russolo-how-the-art-of-noise-revolutionized-20th-century-.
R. M

urray Schaffer, The Tuning of the W
orld, 4.
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Verse 
four: 
Get off your

high horse

A child of the Greek civil war, my 

grandmother came to Australia as 

an economic refugee in 1954. She 

began her Australian life in the rural 

immigration camps on the border 

of Victoria and New South Wales. 

Throughout her life, she encountered 

multitudes of sonic ecologies, such 

as the changing environment from 

Greece to Australia. The air, forests, 

water, plains, birds, and insects 

which constructed the geography and 

climate of her life were fragmented. 

John Berger calls emigration a type of 

dismantling of the center of the world, 

a movement “into a lost, disorientation 

of fragments.”21 I contend, that in 

listening closely to my grandmother’s 

voice I will hear these fragments and 

traces of her ecological stories.

Grandmother’s voice is 
paradoxically metaphorical 
and literal; it is immediate 
and at the same time it 
is a cultural constitution. 
My grandmother has 
a relationship to the 
environment and 
sound, and also a direct 
relationship with me 
through the character of 
her voice. Her voice leaves 
an imprint on me and 
informs my microcosm of 
making and composing. 
This effect is similar to 
the way the ecological 
soundscape imprints and 
impacts the experience 
of the listener. Through 
a system of archetypal 
sounds like bird song, 
cicada rhythms, and the 
ocean—the sense of self 
and soundscape become 
inextricably linked.22

Andrew Whitehouse unpacks this 
psychological effect of sound and 
selfhood when speaking of sonic 
disappearance. He references the 
account of a farmer’s experience 
when encountering the absence of 
bird song after a spraying program 
was implemented to control fire 
ants in his town. The local residents 
experienced a shock that was 
“unexpected and unnerving.”23 Their 
lives were accompanied by these 
familiar companions and highlights 
the emotional effect of changing sonic 
ecologies on the listener. Whitehouse 
argues that there are “symbolic 
and moral connotations of listening 
to birds in the Anthropocene that 
follow from their iconic and indexical 
grounding in places.”24 This produces 
a series of anxious semiotics, where 
even positive affiliations can have 
“uncertain implications.”25

I feel these implications when listening 
to my grandmother’s voice as I witness 
her eventual disappearance. 

Pop Song, 2019, single-channel video projection, two-channel audio, video still.
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Verse 
five: 

Straight from 
the horse’s 

mouth

A voice reveals its age, cultural 
ties, personal afflictions: it is a 
direct message of its place in the 
world. It is an indicator of the social 
and environmental conditions 
which produce it.26 I become 
an earwitness to grandmother’s 
sonic time capsule. Through her 
voice she creates a series of 
signals that are “events heard 
not objects seen.” 27 Listening 
is a way of touching “lower 
frequencies” that become “tactile 
vibrations,” a way of touching at  
a distance.28  The voice travels 
through culture, history and time -  
I touch my Grandmother’s voice. 

I am mapping a vibrational force that is located within my grandmother’s voice, which 

is part of larger historical and cultural affordances. In this mapping, I begin to touch 

a part of my own history. Grandmother’s voice becomes a time travelling technology 

into prior environments and social togetherness. In this localised space, the ear 

points inward and I can listen to the voice of an aging female Greek immigrant that 

has largely been left out of social discourse. 

In the process of finding ways to work with my grandmother’s voice, I take cues from 

Anita Gibbs and her research practices with family-based social work. She speaks 

of the importance of storytelling from personal frontiers of lived experience, and how 

that may not qualify as research, as the “business of the researcher is to deconstruct 

and reconstruct.”29 In the process of analysis, voices can be lost but found through 

storytelling where the “voice of the voiceless” are heard, and the possibilities for 

collaboration emerge. Writing about family life histories and experiences become 

empowering agents for the “voiceless to speak,”30 thus being with my grandmother 

becomes an act of loving translation instead of speaking on her behalf. 

In the words of John Farnham via Irene Poutakidis “You’re the voice try 

to understand it make a noise and make it clear.”31  
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Anita Gibbs, “The Power of One: Why auto-ethnography, solo service-user voice and reflective case study analysis are useful strategies for researching family-centred social work practice, 
”Aotearoa New Zealand Social Work 25, no. 4, (May 2016): 16, doi: http://dx.doi.org/10.11157/anzswj-vol25iss4id61. 26
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An acquaintance 
I hadn’t seen in 
six years commented 
on the tone of my 
voice, and how it 
had dropped in pitch. 

I said that it must have been 
age wearing it down. In truth,  
I don’t think my voice is  
wearing down as it is always 
changing, depending on who 
I am with and what we are 
speaking about. When my  
body separated from the 
womb, my voice produced  
its first sound, and it has  
been guiding, interpreting  
and filtering my physical,  
emotional and intellectual  
interiors since. My voice is  
the face of my invisible 
 feelings and it is with me  
even when I am distracted,  
and fragmented. Without it,  
I am only partially in the world. 

Verse 
six: 
Show pony

Pop Song 2, 2019, single-channel video projection, two-channel audio, video still.



The voice is “in a narrow sense is distinctively 
human,”32 and bares the tentacular sensual fin-
gers of Haraway’s Chthulucene. This figure is 
composed of connections which help us to “avoid 
the fantasy of the one true meaning.”33 The tenta-
cles represent a singing of the world, that trans-
forms the voice into a string figure: a worldly 
force with an entwining and curving hyperbolic 
presence.34 The auditory dimension dissolves the 
boundaries of subject and object, inanimate and 
animate, where an “interchange of vibrancy” oc-
curs.35 This expands the audible into a polyphonic 
force. These metaphors are not just a poetic at-
tempt, but a serious reflection on cross-species 
intra-action,36 where vocal phenomena signals a 
deep sense in which all “things of the world, have 
voices.”37 This also speaks to Karen Barad’s theo-
ry of Agential Realism, where the intermingling of 
matter and people produce a mutual “constitution 
of entangled agencies,”38 where the voices of the 
world become invitations for encountering Other.39 
Sound is never one thing. The auditory dimension 
breaks down the romantic notion of the individual 
as an island, rather voices “exist because of the 
existence of given interactions.”40

Don Ihde, Listening and Voice: Phenomenologies of Sound, 
(Albany: State University of New York Press, 2007), 190.

Intra-action is a term
 coined by Karen Barad, w

hich states that agency does not exist separately, but em
erges from

 w
ithin relation-

ships and the interm
ingling of m

atter and people. Karen Barad, M
eeting the Universe Halfw

ay, (London: Duke University Press, 2007).
Stacey Kerr, Erin Adams, and Beth Pittard, “Three Minute Theory: What is Intra-Action?” uploaded 
November 19, 2014, YouTube video, 3:19, https://www.youtube.com/watch?v=v0SnstJoEec.
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My voice is a central part of my artistic prac-tice and it has connected me to people, animals, disciplines and environments across cultures. My accent and intonational flourishes scatter across the room, revealing the manner of the self.  These resonances speak to sonic phenomena that ex-pand into forms that encompass, light, shadow, colour, shape and perspective. These multiple as-sociations within the voice speak of an intimate architecture, where the voice is felt and heard through its invisible forest terrain.



Verse 
seven:

Everything has a voice, 
when you tap a table or shut a 

door, your earlids open to the 

voice of things. Among these 

voices there is an opportunity 

for sonic play which extends 

the voice into an instrument of 

praxis.41 In his philosophy of 

listening, Don Idhe describes 

sonic play as a “kind of music 

to the things of the world,”42 

where “high or fine art is a 

refinement of the discovered 

possibilities in the voice of 

things.” This discovery is 

not limited to mere language 

of words but rather, the 

material qualities of voices 

themselves. The voice 

transports modes, methods, 

relationships and systems 

from one location to another. 

It is a direct device for moving 

knowledge across materials 

and places. Furthermore, 

songs have the power to 

transfer information and 

language, reformulating the 

“same phenomena in different 

vocabularies.”44 Voices of the 

animal kingdom are more than 

material qualities of voice, 

they are instead expressions 

of “action and emotion.”45 

This mode of expression is 

exemplified in whale song. 

After listening and recording 

whale song for years, 

acoustic biologist Katy Payne 

discovered that each aspect 

of the songs was continually 

evolving. Furthermore, she 

suggests that “all the whales 

in the ocean or in that singing 

population were changing 

their songs in the same 

way.”46 Through a process 

of migration and imitation, 

one phrase can evolve over 

a five-year period. This sonic 

migration is an example of 

cultural evolution in a non-

human animal, where voice is 

at its center.

This slow continual becoming 

and unfolding of song speaks 

of other time conditions 

that are outside of human 

histories; where Earth and 

other animals operate within 

different time ecologies. 

Furthermore, the term deep 

time describes a course of 

slow geological events that 

shape and shift the Earth.  

The terms deep time and  

deep space ask humanity to 

listen for and confront the 

limits of our understanding.47 

When I listen, perhaps I can 

hear these deep ecologies 

of time and culture as 

constitutive aspects in my 

grandmother’s voice. 

Don’t look a gift 
horse in the mouth

Grandma and Buster, 2019, digital photograph.

The voice as an instrument 
to think and make with.

Billy Griffiths, Deep Time Dreaming: Uncovering 
Ancient Australia, (Carlton: Black Inc., 2018), 5.

Ihde, Listening 
and Voice,192.

Lingus, The First 
Person Singular, 27.

Ihde, Listening and Voice,  
Phenomenologies of Sound, 192.

Katy Payne, “In the Presence of Elephants and Whales,” February 1, 2007, In OnBeing, produced by Kristin Tippet, 
transcript of podcast, https://onbeing.org/programs/katy-payne-in-the-presence-of-elephants-and-whales/.

Ihde, Listening 
and Voice,192.41
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Hung
like a
horse

Puns and 
other “wordly 

associations”48 
can be a 

medium of 
understanding 

the connections 
between sounds 

in human 
language and 

animal language 
production. For 

instance the pun 
‘horses feathers’ 

(now you try 
and say it) is 

devoid of logic 
but produces a 
quality of sound 

hoss
   sft

   hh
      hs

          s, 
that sings to 
what Walter 

Redfern calls 
“raw animal 

music.”49 The 
sonic production 
of the pun, and 

the reaction 
to it can illicit 
“toothy, lispy, 

guttural 

grunts and 
warbles.”50 The 
pun becomes 

subversive 
where both 
the reaction 
and sonic 

production of 
the pun, points 
to an origin of 
language. This 

type of play 
speaks to a 
deep quality 
of sounds, 
rather than 

structured and 
refined linguistic 

conventions. 
The threading 

of non-linguistic 
mumbles, yelps, 

and phonetic 
associations 

lie in the 
core of vocal 
production. 

Jonathan Culler 
argues that 

puns produce 
new connective 

tissues of 
meaning, by 

disturbing the 
methodical 
process of 

labeling and 
perceiving the 
world through 

the Word.51 The 
use of puns 
by the artist 

Karen Bolender 
are an 

example of such 
transformation. 
She uses the 
word ass in 
relation to 

her American 
Spotted Ass 

(donkey): where 
she walked with 
her ass for seven 

weeks through 
the Southern 
United States 
of America. 

During her slow 
durational and 
becoming-with 

ass performance 
entitled 

Unnamed 
‘Aliass,’ she 

realised that the 
word ass had a 
powerful effect 
because of its 

double meaning. 
She says the 
wordly play of 

the ass becomes 
an instrument 

of “ethical, 
aesthetic, even 

ontological 
action.”52 

There is an 
embodiment 
that comes 

alive through 

the pun, where 
words can shift 
across a wide 

range of bodies 
and spaces. 

For Bolender, 
puns are a type 

of music that 
destabilase 

“the authority 
of logos and 
makes our 

most sensible 
pronouncements 

precarious.”53 
Thus 

transforming  
our relationships 

with words 
into malleable, 

travelling 
assemblages 
of sound and 

material.

Karin Bolender, “The Unnam
ing of ‘Aliass,’” Perform

ance Research, 
22, no.5 (M

ay 2017): 45, doi: 10.1080/13528165.2017.1383779.
Bolender, “The Unnam

ing 
of ‘Aliass,’” 46. 

Bolender, “The Unnam
ing 

of ‘Aliass,’” 46. 
Bolender, “The Unnam

ing 
of ‘Aliass,’” 46. 

Bolender, “The Unnam
ing 

of ‘Aliass,’” 45. 
Bolender, “The Unnam

ing 
of ‘Aliass,’” 29.
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Antiphonea, 2019, single-channel HD video, tw
o-channel sound, video still.



I saw 
myself in the eye of the 

animal today … who is seeing who in this 
moment? As I listen carefully to horses sing out for 

food, I compare their vocal sounds to car engines trying 
to ignite. Due to this instant association, metaphors unfold, and 

the biases of ocularcentrism54 dissolve. When my grandmother sings 
John Farnham’s Australian pop ballad You’re the Voice, it is reminiscent of 

Bulgarian mountain singing. The way she has to strain her voice to project the 
sound creates a metaphorical distance between her and the song, as she tries to 

embody the English 							           language. Within
her singing voice I 							            hear ornaent-
ations associated with 							            Eastern European 
and Middle Eastern 							           singing traditions.
The subtle vocal 								       inflections between
notes in Greek laments, 							       with their drawn-out
phrases, are ful l  of  							       c o l o u r f u l  v o c a l 
melisma.55 There is a 							       p a i n t e r l y 
abstraction of melody 							       i n  m y  g r a n d -
mother’s voice: many							       t i n y  b e l l s 

producing microtones56 and vibrato, that scatter across the vocal plains like 
a herd of baby elephants. Listening to her voice is a means to ap-

preciate deeper associations with voice. 54 “A perceptual and epistemological bias 
ranking vision over other senses in Western cultures.” Oxford Reference s.v, “ocularcentrism,” accessed October 10, 2019,  

ht tps://www.ox fordreference.com/v iew/10.1093/oi /author i t y.20110803100245338. 

55  “A group of notes sung to a single syllable.” Michael Kennedy, “melisma.” In The Oxford Dictionary of Music, edited 
by Bourne, Joyce, (Oxford: Oxford University Press, 2012). https://www-oxfordreference com.ezp.lib.unimelb.edu.

au/view/10.1093/acref/9780199578108.001.0001/acref-9780199578108-e-5959.

56 “Any musical interval or difference of pitch distinctly smaller than a semitone.” Paul Grif-
fiths, Mark Lindley, and Ioannis Zannos. “Microtone.” Grove Music Online. 2001; Ac-

cessed 15 Oct. 2019. https://doiorg.ezp.lib.unimelb.edu.au/10.1093/
gmo/9781561592630.article.18616.

Verse 
nine: 
Mare’s nest

Horse Pow
er, 2019, single-channel HD video, tw

o-channel audio, video still, photograph by Andrew Kaineder.



Verse ten:
Horsepower

She was tired and dry, as opposed 
to the first time when adrenaline 
propelled her voice forward with 
a shocking revelation that she 
could sing. With her tired voice 
she could still sing but I could 
hear the struggle, the years com-
pounding in her vocal cords.

From the hoarse voice of my 
grandmother I transition to being 
with horses at Jockelbeary Farm. 
As an uninvited guest, I walked 
into the center of the paddock 
and played a percussive wooden 
instrument. I started singing and 
experimenting with sound textures 
and wondered how the horses 
would respond to my presence. 
Suddenly, all the horses turned 
from their grazing to look at me. 
I closed my eyes and slowly the 
horses came closer and closer. 
They began interacting with 
my body. One horse placed his 
head underneath my armpit, 
while another made noises and 
began kissing the back of my 
neck. Suddenly, when I opened 
my eyes there were six horses 
surrounding me − an ensemble of 
large resonating bodies. 

A sound-making-through-kinship 
begins, where physicality and 
metaphorical presence becomes 
the medium. 

The metaphor can highlight 
qualities in “bio-organisms and 
biodiversity,”57 that the habitual 
eye bypasses. Deleuze refers 
to this as Becoming-other.58 
Furthermore, Bradotti describes 
Becoming-other as something 
that does not approximate itself 
with “pre-established normative 
models.”59 Instead, it dissolves 
binaries and becomes rhizomatic: 
nomadic zigzags full of flows and 
intensities that fold into “alternative 
figurations.”60 Figurations that 
Braidotti sees as a departure from 
traditional modes of thinking (i.e 
theory and politics).61 Singing with 
the horses invites me into new 
figurations and types of presence 
that signals a becoming-other.

I recorded my grandmother singing You’re the Voice  again today 
and witnessed the shift in her physical energy and voice. 

watch here

Braidotti, M
etam

orphoses, 73.
Braidotti, M
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Braidotti, M
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Braidotti, M
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orphoses, 73.

Ronald Bogue, Delueze on M
usic, Painting, and the Art, (New York: Routledge, 2003), 4.

57
59

60
61

58



Deleuze argues that something genuinely new is created and experienced when 
the artist engages with material outside of their habitual tendencies.62 He speaks 
of composer Olivier Messiaen’s work with birdsong, as an example of an artistic 
process that encompasses working with non-human sonic phenomena. In this  
way, the ar tist encounters a becoming-other which later extends to a  
becoming-animal or becoming-molecular.63

The task for an artist according to Deleuze is to “disrupt 
the patterns of faciality and disengage the forces that are 
regulated and controlled by the prevailing regime of signs.”64  

He suggests that an artwork is only successful when the 
artist renders the “invisible metaphoric forces” that run 
through faces, bodies, landscapes and voices, visible.65 
This induces a metaphoric gaze, what Deleuze calls a 
transverse becoming.66 Like the voice, the metaphor can 
travel through many systems of knowledge and support 
new understandings and responses. In this liminal space, 
the voice induces a metaphorical gaze where listening 
reveals a “mediation that looking does not require.”67 
Thus, the metaphorical forces within the voice lead us 
directly into the territory of sensuality, where a becoming 
of rhythmic exchanges blur the distinctions between inside 
and outside.68 This interplay creates zones in which the 
metaphoric forces within the voice and the experience of 
voice are indiscernible: what I call the open field.  

The open field is a sound practice that 
constantly shifts between metaphor 
and the physical experience. It is a 
reflective practice and is an ongoing 
process of self-formation, where the 
artwork and the self-become part of 
a developmental melody, much like 
whale song.69 The open field speaks 
to the intermedial explorations of art 
from the 1960’s and beyond and leads 
me to painting in the expanded field.70 
By extension, I consider my practice as 
voice in the expanded field. 

Vocal practitioners such Cathy 
Berberian, Meredith Monk, Joan La 
Barbara and Bobby Mcferrin work 
with the voice in virtuosic ways. 
Here, virtuosity is the central tool for 
expanding beyond the singing traditions 
they have trained in. I am not interested 
in this type of virtuosity. Rather, I seek 
to expand the notion of voice through 
a variety of technical apparatuses such 
as objects, text, sites and bodies; that 
include - but are not necessarily limited 
to - the human voice as singer.  The voice 
functions as a ready-made element that 
is anti-aesthetic in its use of aesthetic 
material.71 Voice in the expanded field, 
becomes a way of making new vocal 
dimensions rather than a set of literal 
singing applications.

For Deleuze each art form
 has its ow

n problem
atic system

 
of signs that lim

it its developm
ent into new territories.

Bogue, Delueze on M
usic, 

Painting, and the Art, 4.
Bogue, Delueze on M

usic, 
Painting, and the Art, 5.

Bogue, Delueze on M
usic, 

Painting, and the Art, 5.
Bogue, Delueze on Music, 
Painting, and the Art, 5.

Bogue, Delueze on M
usic, 

Painting, and the Art, 4.
Bogue, Delueze on Music, 
Painting, and the Art, 4.

Gustavo Fares speaks of painting in the expanded field as a practice that makes it “possible to locate different artistic 
manifestations taking place today in society. The expanded field also affords the possibility of transformations and 
movements in one or more dimensions at the same time, shifting from one form of expression or given object to 
another, and even expects the possible addition of new visual dimensions.” Gustavo Fares, “Painting in the Expanded 
Field,”Janushead,  published 2004, 485. http://www.janushead.org/7-2/Fares.pdf.
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Verse 
twelve: 

Giddy upFemale elephants travel closely together and have 
over seventy vocal calls. These calls signal different 
circumstances and interactions – organizing 
the family meshwork as they travel across large 
distances. These subsonic calls are at frequencies
that are below the human capacity of hearing. Like horses, whales and grandmother, 
elephants are long-living social creatures that take care of one another across 
generations. They are informed by deep memories and attachments and led by 
the oldest elephant in the herd. The matriarchy makes most of the decisions 
in the group and is very protective and attached to her grandchildren. Payne 
observed a herd of eighty elephants travelling across a large forest clearing when 
suddenly she heard the “scream from a baby way over on the east side.” Through 
the herd, a large adult came charging from the west side of the forest, running the 
entire length of the clearing. It was the grandmother. The intimate connection and 
ability to hear the sound of her granddaughter’s voice signals a deep listening 
that has life and death implications. 

I think of the implications of an art history where the voices of grandmothers are 
silent. In A Field Guide to Getting Lost, Rebecca Solnit speaks of the lineage 
within art history that directs itself towards the male line of knowledge. She says 
that “Art History in particular is often cast as an almost biblical lineage, a long 
line of beats in which painters descend purely from painters.” In contrast to this, 
medieval polymath and composer Hildegard von Bingen − the grandmother of 
western art music disrupts this lineage. The lost grandmothers in the canon of 
art, creates a drought in the cultural landscape. Everything depletes, where other 
encounters of dreams, stories, doubts and politics, come to a dead-end. Instead 
of these neat beats, history is made up of untidy entanglements, noisy voices, 
crossroads, knots and branches. Solnit refers to these histories as grandmothers, 
the giant elephant in the room. Grandmothers voice becomes a constellation of 
materials, mediums and technologies for remembering, transforming, laboring, 
and informing the social landscape.

watch 
here

Rebecca Solnit, A Field Guide to Getting 
Lost, (London: Penguin Group, 2005) 59.

Solnit, A Field Guide for 
Getting Lost, 59.

Solnit, A Field Guide for 
Getting Lost, 59.

Payne, “In the Presence of 
Elephants and Whales.”

Coined by Haraway, a meshwork is 
an entangled simultaneous network

Payne, “In the Presence of 
Elephants and Whales.”

Payne, “In the Presence of 
Elephants and Whales.”
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thirteen: 
Verse

Dark horse S o u n d  a r t  e n c o m p a s s e s 
installation, performance, music 
and sculpture. The term sound art
itself is problematic as it dilutes the 
potent nature inherent within sound 
ecologies – meaning, there is more to 
sound practices and studies than the 
institutional applications of it. 

Christian Marclay defines sound art as something 
that transgresses the art institution because it can 
go anywhere - “it is sound’s nature to be free and 
uncontrolled and through the cracks.”79 This idea 
challenges and informs my practice. Both visual 
arts and new music are still grappling with what 
a sonic phenomenon-based practice means. By 
adding sound to an object or a video, or capturing 
sound, we can create sound art, but in this case, 
what distinguishes this work from a TV show or a 
movie? In this question, I am aware that the context 
in which we listen to sound affects how we hear it. 
Sound art is largely institutionally determined and 
placed among an ocular-centered art history. In 
staying with the trouble of sound art, Gavin Stiengo 
and Jim Sykes speak of sound as a discipline with a 
“deep ideological framing as the Other of vision.”80 
This alludes to sound practices remaining on the 
“peripheries of knowledge,”81 and thus there is an 
anorexia of language around sound art. A turning 
to the auditory dimension reveals the linguistic 
limitations inherent in the languaging of sound. For 
example, “it is worth noting that there is no auditory 

equivalent in English of the word 
gaze.”82 Kramer points out that 
even the term soundscape implies 
site, and he argues that “ocular-
centrism is a disorder, a bias, a 
bad habit or a covert ideology.”83 
The habit of referencing sight 
blinds the aspects of listening 
that are implicit and taken for 
granted. As Berger suggests, the 
visible both includes the viewer 
because they can see, and also 
excludes the viewer because 
they are “not omnipresent.”84 The 
voices of rivers, factories, streets 
and homes, places and people 
lose their value in the face of 
ocular-centrism.  I am interested 
in exploring a wide range of 
approaches and interventions 
within my practice that combine, 
rather than simply enhance, sonic 
or ocular territories. 

Alan Licht, Sound Art, Beyond M
usic, Betw

een C
ategories, 

(New York: Rizzolo International, 2007), 11

Berger, And Our Faces, My Heart, 
Brief as Photos, 50.

G
avin Stiengo and Jim

 Sykes, “Rem
apping Sound Studies in the G

lobal South,” In Rem
apping 

Sound Studies, eds. G
. Stiengo, J.Skyes, (London :Duke University Press, 2019), 6.

Steingo and Sykes, Rem
apping 

Sound Studies,7.

Kramer, Hum of 
The World, 10.

Kramer, Hum of 
The World, 11.
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Grandmother’s voice is an infinite series of accumulated 

objects and techniques, “through which culture is always 

already constituted.”85 This moves away from the notion 

of technology as a set of mediations constructed at 

particular places and historical crossroads.86 My research 

conceptualises a sonic history that is not perceived through 

es, but rather, a narrative of jagged 

V
e

rs
e

 
fo

u
r
te

e
n

: 
a linear set of conjunctur 

and tangled lines that live among various practices and 

peoples. Through these sonic explorations, I am aware 

of a neo-colonial narrative around sound that enforces 

a Western influence, an influence that is felt through the 

audiovisual litany in Western audio technologies.87 Instead 

of viewing the distribution of sonic material and experience 

in terms of “efficiency, inexhaustibility, and increasing 

isolation of the listening subject,”88 I seek to understand 

the deeper social and phenomenological implications of 

the Western ear. I am calling for a more open sonic terrain, 

where boundaries between “premodern, non- technological 

humans, and modern, technological ones” blur.89

Horses for courses

Steingo and Sykes, Remapping 
Sound Studies, 12.

Steingo and Sykes, Remapping 
Sound Studies, 7.

Steingo and Sykes, Remapping 
Sound Studies, 11.

Steingo and Sykes, Remapping 
Sound Studies, 12.

Steingo and Sykes, Remapping 
Sound Studies, 11.
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Verse 
fifteen:
Workhorse
I was not inside

a studio − I was

outside amongst

bodies, hooves,

wind and bells. I 

experienced what

Deborah Bi rd 

Rose descr ibes

as “the shimmer

of the living world,

the bling of the

living world, the 

bling of life.”90 It

was a meeting that

was physical and

caring, in which I

was listening with

great attention to

the nuances of

the horses and

the environment.

Like the bells and keys on the horse costumes, my body was reactive. In a similar way, the horses were

calmer when I was grounded, and restless when I was meek or unsure. When I began to treat them

as allies instead of inferior objects, we became companions. The sound-producing costumes transform

Buster, Breeze and Duke into delicate, resonating and sensitive travelling masses, creating a shimmer

where a sense of care and liveliness, closeness and intimacy, reconfigures the sublime. This shimmer

centers around labours of love, which are parallel to my grandmother’s forty years of factory work, from

which her body bears the scars and inflammation of labour. She was, and still is a workhorse and she

shimmers. Her labour was not born out of choice, she was forced to work from the age of thirteen, and

two years later, forced into marriage. The horses and grandmother walk hand in hand, enmeshed bodies

of hard labour. They have a shared history of producing and transmitting goods and services to others.

Both are immigrants to Australia and loyal to the hand that feeds them. Both ignite the heart with empathy

and awe for the great distances travelled.

During the process of collaborating 
with my equine friends, I felt alive.

Donna Haraway and Anna Tsing, “Reflections of the Plantationocene,” moderated by Gregg Mitman, Edge Effects Magazine, Center for 
Culture, History, and Environment, the Nelson Institute at the University of Wisconsin-Madison, eds. Addie Hopes and Laura Perry, pub-
lished on June 18, 2019, 19. https://edgeeffects.net/wpcontent/uploads/2019/06/PlantationoceneReflections_Haraway_Tsing.pdf. 90

Shimmering 2, 2019, documentation. Photo by Andrew Kaineder.



H o r s i n ga round

INtERLUDe

I am looking out into the green pastures. Spring is 
closer than ever. I am taking stock and collecting my notes 
like seeds. Whilst grazing on metaphors, Matisse’s painting 
Dance, 1910 (fig.1), comes into my line of sight. Its compo-
sition brings forth a swell of connections where bodies and 
music collide into a single luminescent moment. A whirling 
string of ideas come together that bring me to the Dance of 
Young Girls in Rite of Spring, 1910, by Igor Stravinsky, a piece 
that Matisse was inspired by when painting the Dance. I am 
also reminded of Disney’s classic film Fantasia, 1940, in which 
animations are paired with famous music works. In this work, 
The Rite of Spring (fig.2) is paired with an animation where 
dinosaurs are in combat with each other and the process of 
extinction. The work follows the process of life: forming in the 
primordial soup of oceans, to the destructive forces of earth-
quakes and lava pools that devour the surface of the planet. 
We see the slow decay of large bodies folding into the earth 
and the dawn of a new ecological era. I chew a little deeper 
into this stringy past, and land on a patch of paleolithic cave 
paintings (fig.3), where I see images of horse-like animals. 
Voices of grandmother drift in again but this time it is 17,300 
years old. The cave walls reveal a spirit of imagination, an 
attempt to communicate to self, to other. The tongue is now 
wet with tentacles and I see a kangaroo joey playing in the 
valley. I am reminded of the philosopher Heraclitus when he 
states that “the course of the world is a child playing.”91 Here, 
the metaphor of play runs down my throat,92 and a process of 
fermentation takes place. Bill Viola’s I Do Not Know What It Is 
I am Like (fig.4) is stuck in my teeth,93 and I am “filled with a 
direct and childlike innocence of play.”94 

I am shifting endlessly, as the afternoon sun ruminates on my back. 

The field is full, and I take delight in the multiple grasses growing.

John. G
 Hanhardt, I Do Not Know W

hat it is I am
 Like, The Art 

of Bill Viola, (Philadelphia: Yale University Press, 2019), 31.
Hanhardt, I Do Not Know 
W

hat it is I am
 Like, 31.

Hanhardt, I Do Not Know 
W

hat it is I am
 Like, 31.

Bill Viola’s, I Do Not Know W
hat It Is I Am

 Like (1986) is an eighty-nine-m
inute video w

ork consisting of five chapters. ‘I Do Not Know W
hat It Is 

I Am
 Like’ is an excavation into the inner states and connections to anim

al consciousness. It is a stream
 of im

ages w
oven w

ith sounds of the 
environm

ent. The title of the w
ork is an English translation of a line from

 a Hindu Hym
n. In w

hich, a series of open questions are asked about 
the obscure nature of the “open-ended m

ovem
ents of creative thought and expression.” Hanhardt, I Do Not Know W

hat it is I am
 Like, 55.

91
92

94
93

Fig.1 Henri, Matisse, Dance, 1920, oil on canvas, State Hermitage Museum, 

Saint Petersburg. Accessed October, 13, 2013.  https://en.wikipedia.org/w/
index.php?curid=3523871

Fig.3 Upper Paleolithic cave painting, Lascaux Cave complex, Dorodogne, 

c. 17,300 years old. Accessed October 14, 2019, https://marcivermeersch.
wordpress.com/2011/01/25/a-virtual-visit-to-the-lascaux-cave/

Fig.2 Rite of Spring, 1940, image still from the animation Fantasia. Accessed 

October, 13, 2019,  https://vignette.wikia.nocookie.net/disneyfantasia/
images/9/9a/Ceratosaurus.jpg/revision/latest?cb=20140225022309

Fig.4 Bill Viola, I Do Not Know What It Is I Am Like, 1986, Videotape, 
colour, stereo, sound; 89 minutes, film still. Accessed October 14, 2019, 
https://www.youtube.com/watch?v=jhv6dDRL-RI.



After I witness the traumatic vocalisations from my grandmother, 
directly after she crashes her car into a tree on the farm, the elephant 
calls of life and death return again. In my grandmother’s wounds, 
vocalisations ripple and increasingly amplify through the valley. As 
the pain becomes more and more conscious, I witness and hear it in 
real time. Like a wounded animal, the voice of grandmother’s cries are 
moans for help. I charge across the clearing to be of aid.

Alphonso Lingus speaks of the process “by which a wound, a pain 
gives rise to vocalization”, something he calls “consciousness backed 
up to itself.”95 The rising of pain becomes a situation one is unable to 
flee from, there is nowhere to retreat. The pain is total. Grandmother 
is praying through the whimpering and sobbing, thanking god it was 
her and not me. Now grandmother needs to learn a new vocabulary. 
In order to live “the sufferer must acknowledge her debilitated or 
surgically mutilated body.”96 She will need to bring to voice “her shock, 
her fear, her hopes and despairs.”97  Like the lyrics in You’re The Voice, 
she will have to find the will to turn the page over.98 All I can think of is 
the journey she has ahead – the pain, the ageing body and death.

Verse
sixteen:

If 
wi

sh
es

 w
ere

 ho
rse

s, beggars would ride

Buster and Grandma, 2019, black and white, digital photograph.

Lingus, The First Person Singular, 13 and 58. Lingus, The First Person Singular, 59. 95 96
Lingus, The First Person Singular, 61. Farnham, “You’re the Voice.”
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Verse
seventeen:

Unstable condition

I am confronted by the focus and quick movement of the nurses – all women 
in monochromatic polycottons. I see toxic waste bins, trays of food, an old 
man being wheeled off to surgery with a black leaking eye. Then there is 
my grandmother, a tentacular body hooked up to beeps and cords that 
run to and from her body. She has bags of fluid that read like texts, inner 
monologues of the corporal. Nurses come in and extract her body data, 
drawing blood from veins and pumping antibodies in. The depths of her 
bile are being drained and the plastic wrapped waste bags ornament her 
bed chamber. Her room feels like a thoroughfare for her biometrics – organ 
data being dispersed to departments, computers and labs to be read like 
tarot cards. What will be the fate of my damaged cyborg grandmother? 
The giver of life now being given life through mechanical means. I see her 
as a metaphor of old ecologies, as felt through the Chthulucene, where 
the vital grandmother entity is the body of the planet. A body exploited by 
capital and machine practices, and yet it is the machine that can sustain 
her. A life beyond the human body she once knew. A new grandmother 
ecology emerges: Borgmother. Neither artificial, nor organic.

Transfusions take place, transference of stories through blood thinners and hydro lights. Voices begin to collapse, and the discarded treatment of an ageing population mixes into an O positive blood machine. Here the Grandmaocene is precarious and all consuming, hanging on by a thread, made up of voices, bodies, machines and stories travelling together into unknown futures.

Is this the future of the body/Earth?

As I approach the public hospital, 
I encounter an interweaving matrix 
of body parts living and dying together.

Biomechanical combinations to sustain life 
    under the effects of the Capitalocene?



T H E  P O U L I A  C O M E  A N D  E AT  S T R A I G H T  F R O M  Y O U R  H A N D .  T H E Y  K N O W  Y O U R  P H O N I E .  I 

W A S  S O  H A P P Y  W H E N  Y O U  W E R E  S I N G I N G  E S I E  T O  P H O N I E .  Y O U  W E R E  W O R R I E D  T H AT 

I  W O U L D  G E T  A  B A D  M A R K  B E C A U S E  Y O U R  V O I C E  I S N ’ T  K A L A .  Y O U  W E R E  L A U G H I N G 

S O  M U C H  W H E N  I  A S K E D  Y O U  T O  D O  I T .  Y O U  S O U N D E D  W O N D E R F U L  L I K E  A  R E A L 

T R A G O U T H R I S T R I A .  T H E  S O U N D  O F  Y O U R  P H O N I E  W A S  L I K E  A  N AT I O N A L  A N T H E M  F O R 

G R A N D M O T H E R S .  										              I  T R I E D  T O 

I M A G I N E  Y O U R  											            Y I AY I A’ S  VO I C E 

W H E N  Y O U  											               W E R E  Y O U R 

S I N G I N G .  L I K E  											             A N  A L O Y O  Y O U 

G A L L O P E D  I N T O  									           THE SON G .  I  LOVED 

TA K I N G  Y O U  O U T  O F  T H E  								        F A R M A  A N D  I N T O  T H E 

G A L L E R Y  W H E R E  P E O P L E  L I S T E N E D  T O  Y O U .  Y O U R  P H O N I E  E S P A C E  T O  K R I O  O F  T H E 

W H I T E  W A L L S .  Y O U  E C H O E D  I N  T H E  S P A C E  L I K E  A  M O U N TA I N  S I N G E R .  W H E N  I  L O O K  I N 

Y O U R  E Y E S ,  I  S E E  T H I S  Y O U N G  B I R D  I N  Y O U .  D O  Y O U  R E M E M B E R  W H E N  Y O U  S A I D  T O  M E 

O TA N  P E T H E N I S  Y O U  W A N T  T O  C O M E  B A C K  A S  A  G A R D E N ?  P E O P L E  A L W AY S  C O M M E N T 

O N  H O W  M I K R I  E I S E  A N D  A S  A  C H I L D  I  F E LT  S A F E  W I T H  Y O U  B E C A U S E  O F  T H AT.  Y O U 

A R E  S O  M E YA L I  I N  Y O U R  L O V E .  I  T H O U G H T  F I L M I N G  TA  A L O YA  W O U L D  H O N O U R  T H AT.

Every day 
I hear you 
call trelo 

pouli.

Coda
(exit music)
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Horseplay: Rough or boisterous play. 

Get back on the horse: To return to or resume an activity that one has previously failed.   	

Flogging a dead horse: An attempt to revive an interest which has died out; to engage in fruitless effort.

Get off your high horse: A request to someone to stop behaving in a haughty and self-righteous manner.

Straight from the horse’s mouth: From the original or most reliable source.
Show pony: A person who tries to be the center of attention; show-off.

Don’t look a gift horse in the mouth: If you receive a gift, do so graciously, without voicing criticisms.

Hung like a horse: To have a large penis. 

Mares nest: A much vaunted discovery, which later turns out to be illusory or worthless.

Horsepower: A unit of measurement of power, or the rate at which work is done.
Horse sense: A robust form of common sense believed to be found in poorly educated but shrewd people.	 

Giddy up: Command (as to a horse) to go ahead or go faster.

Dark Horse: Someone, who was previously little known, emerges to prominence in a competition.

Horses for courses: People and things have different qualities and skills and so are suitable in different situations.

Workhorse: Large horse bred to be a working animal doing hard tasks such as plowing and other farm labor.

Horsing around: - Indulge in frivolous activity or play.

Unstable condition - To be unstable is to lack stability, meaning things could change without warning.

Horse feathers - Rubbish, nonsense.

As
 s

ou
rc

ed
 fr

om
 a

 v
ar

ie
ty

 o
f c

on
ve

rs
at

io
ns

 a
nd

 d
ic

tio
na

ry
 m

ea
ni

ng
s:

 id
io

m
s.

th
ef

re
ed

ic
tio

na
ry

.c
om

, o
nl

in
es

la
ng

di
ct

io
na

ry
.c

om
, a

nd
 w

w
w.

vo
ca

bu
la

ry
.c

om
, a

cc
es

se
d 

O
ct

ob
er

 1
2,

 2
01

9.
99



B I B L I O G R A P H Y
Barad, Karad. Meeting the Universe Halfway. London: Duke University Press, 2007.

Berger, John. And Our Faces, My Heart, Brief as Photos. New York : Pantheon Books, 1984.

Braidotti, Rosi. Metamorphoses Towards a Materialist Theory of Becoming. Cambridge : Polity Press, 2002.

Bogue, Ronald. Deleuze on Music, Painting, and the Art. New York : Routledge, 2003.

Bolender, Karen. “The Unnaming of ‘Aliass.’” 22, no.5, Performance Research, (May 2017) : doi: 10.1080/13528165.2017.1383779.

Bozalek, Vivienne & Bayat, Abdullah & Gachago, Daniela & Motala, Siddique & Mitchell, Veronica. “A Pedagogy of Response-
ability.” In Socially Just Pedagogies: Posthumanist, Feminist and Materialist Perspectives in Higher Education, edited 
by Rosi Braidotti, Vivienne Bozalek, Tamara Shefer, Michalinos Zembylas, London: Bloomsbury Publishing, 2018, doi: 
10.5040/9781350032910.ch-006.

Castree, Noel, “Ecology without Nature: Rethinking Environmental Aesthetics.” In Progress in Human Geography 34, no.4 (2010) 
: 539. doi :10.1177/0309132509340971.

Chandler, Daniel, and Rod Munday. “ocularcentrism.” In A Dictionary of Media and Communication. Oxford: Oxford University 
Press, 2011. https://www-oxfordreference-com.ezp.lib.unimelb.edu.au/view/10.1093/acref/9780199568758.001.0001/acref-
9780199568758-e-1905. 

Derivement. “Luigi Russolo: How the Art of Noise Revolutionized 20th Century Music.” Hydramag. Published August 27, 2010. 
https://hydramag.wordpress.com/2010/08/27/luigi-russolo-how-the-art-of-noise-revolutionized-20th-century-music/.

Fares, Gustavo, “Painting in the Expanded Field.” Janushead. Published, 2004. http://www.janushead.org/7-2/Fares.pdf.

Farnham, John vocalist. You’re the Voice. Recorded 1985–1986, Wheatley, 7-inch single and 12-inch single, CD single.

Gibbs, Anita. “The Power of One: Why auto-ethnography, solo service-user voice and reflective case study analysis are useful 
strategies for researching family-centered social work practice.”Aotearoa New Zealand Social Work 25, no. 4, (May 2016) 15-24. 
http://dx.doi.org/10.11157/anzswj-vol25iss4id61. 

Griffiths, Billy. Deep Time Dreaming: Uncovering Ancient Australia. Carlton: Black Inc., 2018.

Griffiths, Paul, Mark Lindley, and Ioannis Zannos. “Microtone.” In Grove Music Online. 2001; Accessed 15 Oct. 2019. https://
doiorg.ezp.lib.unimelb.edu.au/10.1093/gmo/9781561592630.article.18616.

Hanhardt, John G. I Do Not Know What it is I am Like, The Art of Bill Viola. London : Yale University Press, 2019.

Haraway, Donna. Staying with the Trouble: Making Kin in the Chthulucene. Durham, North Carolina: Duke University Press, 2016.

Haraway, Donna, and Kennedy, Martha. “Anthropocene, Capitalocene, Chthulucene: Donna Haraway in conversation with 
Martha Kenney.” In Art in the Anthropocene: Encounters Among Aesthetics, Politics, Environments and Epistemologies, ed. 
Heather Davis and Etienne Turpin. London: Open Humanities Press, 2015. 255-270. https://monoskop.org/Donna_Haraway.

Haraway, Donna and Tsing, Anna. “Reflections of the Plantationocene : a conversation with Donna Haraway and 
Anna Tsing.” Edge Effects Magazine. Published June 18, 2019. https://edgeeffects.net/wpcontent/uploads/2019/06/
PlantationoceneReflections_Haraway_Tsing.pdf

Holman, Jones S. “Creative Selves/Creative Cultures: Critical Autoethnography, Performance, and Pedagogy,” In Creative Selves 
/ Creative Cultures. Creativity, Education and the Arts. Edited by S. Jones Holman and M. Pruyn. Cham : Palgrave Macmillan, 
2018. https://doi-org.ezp.lib.unimelb.edu.au/10.1007/978-3-319-47527-1_1.

Ihde, Don. Listening and Voice. Phenomenologies of Sound.  Albany: State University of New York Press, 2007.

Johnstone, Chris. “What is Deep Ecology.” The Green Fuse/Topics (blog). Accessed 12 October 2019. https://www.thegreenfuse.
org/johnstone.htm.

Kerr, Stacey, Adams, Erin and Pittard, Beth. “Three Minute Theory : What is Intra-Action ?” Uploaded November 19, 2014. 
Youtube, 3:19. https://www.youtube.com/watch?v=v0SnstJoEec.

Kennedy, Michael. “melisma.” In The Oxford Dictionary of Music, edited by Bourne, Joyce. Oxford: Oxford University 
Press, 2012. https://www-oxfordreference-com.ezp.lib.unimelb.edu.au/view/10.1093/acref/9780199578108.001.0001/acref-
9780199578108-e-5959. 

Kramer, Lawrence. The Hum of the World: A Philosophy of Listening. Oakland: University of California Press, 2018.

Krauss, Rosalind. “Sculpture in the Expanded Field.” In Richard Hertz Theories of Contemporary Art, New Jersey : Prentice Hall, 
1993. https://monoskop.org/images/b/bf/Krauss_Rosalind_1979_Sculpture_in_the_Expanded_Field.pdf.

Kleinman, Adam. “Intra-actions : interview with Karen Bared.” Published in special dOCUMENTA (13) Issue of Mousse Magazine, 
(2012): 67. https://www.academia.edu/1857617/_Intra-actions_Interview_of_Karen_Barad_by_Adam_Kleinmann_



Licht, Alan. Sound Art, Beyond Music, Between Categories. New York : Rizzolo International, 2007.

Lingus, Alphonso. The First Person Singular. Illinois : Northern University Press, 2007.  

Macey, David. Critical Theory, London : Penguin Books, 2001.

Mattick, Paul. J. “Beautiful and Sublime: Gender Totemism in the Constitution of Art.” Journal of Aesthetics and Art Criticism No. 
4, (Feminism and Traditional Aesthetics 1990): 293-303. https://www.jstor.org/stable/431567.

Morton, Timothy. Ecology without Nature : Rethinking Environmental Aesthetics, Cambridge : Harvard University Press, 2007.

Osborne, Peter. “Contemporary art is post-conceptual art,” Public Lecture, Fondazione Antonio Ratti, Villa Sucota, Como, 9 July 
2010, 10. http://www.fondazioneratti.org/mat/mostre/Contemporary%20art%20is%20post-conceptual%20art%20/Leggi%20
il%20testo%20della%20conferenza%20di%20Peter%20Osborne%20in%20PDF.pdf.

Payne, Katy. “In the Presence of Elephants and Whales.” February 1, 2007. In OnBeing: episode produced by Kristin Tippet. 
Transcript of podcast, https://onbeing.org/programs/katy-payne-in-the-presence-of-elephants-and-whales/

Rose, Deborah. Reports from a Wild Country : Ethics for Decolonization. Kensington : University of New South Wales Press, 
2004.

Russolo, Luigi. The Art of Noises. New York : Pendragon Press, 1986. 

Schaffer, R. Murray. The Tuning of the World. New York : Alfred A. Knopf, 1977. 

Slavoj Zizek, “Examined Life: Philosophy is in the Streets.” Directed by Astra Taylor. Uploaded May 6, 2015.mYoutube video, 
10:27. https://www.youtube.com/watch?v=j_K_79O21hk.

Solnit, Rebecca. A Field Guide for Getting Lost. London : Penguin Group, 2005.

Stefanou, Tina. “Archipelago.” (unpublished manuscript, June 2019) pdf file.

Stiengo, Gavin and Sykes, Jim. “Remapping Sound Studies in the Global South.” In Remapping Sound Studies, edited by Gavin 
Stiengo and Jim Skyes, London: Duke University Press, 2019.

Whitehouse, Andrew. “Listening to Birds in the Anthropocene: The Anxious Semiotics of Sound in a Human-Dominated World.” 
In Environmental Humanities, 6, (2015) www.environmentalhumanities.org.


